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Abstract:
This paper will examine the way that image, text and sound are interrelated and selected to construct meaning, (connotated or denoted) of Love and Hate in film making, posters or imagery.
In doing this it will draw upon specific scenes from the controversial films Stella (1955) directed by Mihalis Cakoyannis and Psycho (1960) directed by Alfred Hitchcock. Additionally, it will explore and analyze selected posters and imagery that reflect passion and drama between Othello and Desdemona of William Shakespeare’s theatre play Othello (~1603).
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Paper:
If visual communicators only drew their concepts and inspiration from within their own subject, then that subject would decline. To avoid that, they are urged to study other disciplines: poetry, literature, theatre, philosophy, etc so that they broad their minds and investigate the meaning of language, not just the surface. The relatively recent theory of Semiotics or Semiology - the study of cultural signs - is a major tool for visual communicators, to simultaneously deepen and raise the levels at which they work. This theoretical tool suggests sign coding and decoding and that, as a first result, breaks the boundaries, encourages creative thinking and provokes thought. 
Any sign perceived through our five senses is mainly defined, as Saussure (1857-1913) suggests, by a dual relationship that exists (like a paper with its two inseparable sides) between a signifier and a signified. 
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The signifier being arbitrary and formed in the context of a cultural language, for example, the word apple in English, pomme in French, milo in Greek , tufakha in Arabic etc, has a signified with a more concrete/solid interpretation, an accepted idea or function of the signifier, that is a round green or red fruit with sweet taste. 
[image: image2.jpg]


 Adam and Eve by Albrecht Durer (1507)
This forms the sign apple, which through the structure of religious language, becomes a connotative signifier with a connotative signified for the notion of temptation, mainly in societies that practice or are aware of Christianity-Adam and Eve.
Any utterance of graphic, audio-visual or even tactile communication (Barthes’s - Lover’s discourse) might be interpreted differently, when is carefully examined from a semiotic perspective, and this is what this paper is about: to reveal the coexistence of love and hate notions on specific film stills and theatre-play posters or related imagery through semiotic analysis.

According to Matthew Caley: 

A film - like most cultural production - adverts, multi-media, graphic communication and much contemporary arts practice - is a construct made up of Image/Text/Sound. Within a film these elements form a triangle of inter-relation but not one where each element of the triangle can be separately delineated from each other-they merge, overlap, leak into each other (Caley & Lannin p.31)
If we were to take this theory and investigate it on the way we perceive audio/visual interpretation, then we would realize that most imagery/text/sound serve as vehicles for connotative meaning.
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Alfred Hitchcok’s Psycho film (1960) is a landmark masterpiece, one of the classic movies in horror film history. Norman Bates is trapped in a double personality and has a continuous internal self conflict: he fights between his two identities, he carries a burden of two characters in one body, that of a mother and a son, coexisting in a serious, lethal love and hate situation. Norman, as a ‘son’, kills his mother’s lover, an unbearable crime, like in Sophocles’ Oedipus Tyrannus Greek tragedy when Oedipus unknowingly kills his father Laius. For Norman, this hatred, remains and coexists with love as he steals his mother corpse, buries a weighted coffin instead, and preserves her body using his taxidermy skills.
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He spends his life talking and taking care of her dead body, and works as a motel owner who becomes a serial killer to anyone, that, as a ‘son’, thinks might threaten her. 
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At the same time, as a ‘mother’, he is jealous and prevents any strong attractions, which his other personality, as a ‘son’, might have towards any other women; therefore he, as a ‘mother’, kills them as well. The love for his ‘mother’ takes over hatred by his ‘mother’ and then trapped in this loop, the situation goes on forever, until Marion Crane - a traveler to the motel - is searched by a detective, her sister and boyfriend, for a robbery she committed, and Norman Bates, after a series of horrifying crimes is finally revealed. 
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Love for his mother versus hatred for her lover. In Freudian psychoanalysis, this is defined as The Oedipus complex, appearing between the ages of three and five, where the child feels sexual desire for the parent/lover of the opposite sex and desires the death of the parent/lover of the same sex. This Oedipal scenario exists with matricide, another love and hate situation as Norman Bates killed and preserved his mother after murdering her lover. 
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 William-Adolphe Bouguereau (1825-1905) - The Remorse of Orestes (1862)
This preservation serves as deliverance from Erinyes, the feelings of guilt stemming from his matricide: he does not have to calm down like in Evripides’ ancient Greek play Orestes where Orestes killed his mother Clytemnestra to avenge the death of his father Agamemnon. For Norman Bates his mother is still alive. 
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                           Opening scene                                                       Phoenix detail from Aberdeen Bestiary
The love and hate notion is portrayed through other scenes as well. Alfred Hitchcock’s interest in birds is intensive at many times in the film. With a continuous loop from the birth of the ‘mother personality’ to the death of the ‘son personality’, and vice versa, the end becomes the beginning and starts all over again. The opening scene like a ‘bird’s view’ of Phoenix, Arizona an audio visual announcement where Image (city)-Text (phoenix, Arizona)-Sound (introductory music) signify the start of an ongoing cycle identifying  the Phoenician mythical sacred firebird the Phoenix, that:
…has a 500 year life-cycle, and near the end the phoenix builds itself a nest of cinnamon twigs that it then ignites; both nest and bird burn fiercely and are reduced to ashes, from which a new, young phoenix arises. The new phoenix is destined to live, usually, as long as the old one… (Wikipedia)
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Through the behavior and name of birds, Hitchcock implies meanings and scenarios that are about to follow: love and hate is intensively profound. 
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The policeman who stops to offer help is at the same time a vulture after its victim who remains away predetermining what is about to follow. 
Love and hate, mainly with the double personality of the protagonist is dominating throughout the whole film and serves as a metaphor for dualism. A diachronic human way of thinking for understanding the difference between evil and good, yes and no, sympathize and dislike and so on: A pattern mode of reasoning suggested by Saussure for the definition of language itself. Love and hate is just one of the many aspects of perception.
In 1955, Mihalis Kakogiannis directs Stella. The film brought up the issue of female rebellion, which unduly disturbed members of the Greek press - as publisher, writer and director Yiannis Soldatos suggests - resulting in some negative reviews. In spite of this, Stella went on to become a milestone for Greek cinema, while gaining international recognition and becoming a box office hit of that year.
Mihalis Kakogiannis was born in Cyprus, studied Law and Drama in London and began his career as a director in Greece. Having later established himself internationally, he directed for the theatre and the cinema in various parts of the world. The body of his work is distinguished by its quality and dramatic intensity, as it was deeply influenced by Greek drama. 
His most important internationally acclaimed films are: Stella of 1955 a film that was highly praised at the Cannes Festival and won a Golden Globe, Electra of 1962, that won an Oscar nomination in the Foreign Language Film category and three awards at Cannes, while the seventh film he directed, Zorba the Greek of 1964, got seven Oscar nominations and won three.
There are many examples in Greek filmography of the ‘50s–‘60s that thematically evolve around the love-hate axis. It is an intense period that follows a long and painful civil war, which divided the Greeks, separated families and shattered human bonds, while causing the country to socially and financially paralyse. The effort to get the state back on track on a political and economic level, defines the structural changes in society of this period. The stabilisation of the political situation cues the revival of the economy; as a result the agricultural and industrial production flourishes and consumption increases. In this increase, cinema becomes pivotal in creating needs and sustaining dreams. Passion, intensity and drama still lingering in the air, become expressed with exaggerated intensity, giving the audience the chance to identify with the actors, sympathise with their suffering and be led to redemption. 
The audience supports the rising cinema industry, while more and more films are being produced. In 1955 - the year Stella is produced - there are merely 15 Greek films shown in cinema halls; by 1958 the annual production of films -according to Marios Ploritis - reaches an average of 50, a world record if seen in proportion to the population. 
Thirsty for drama and emotion, the audience jams the cinemas. Newspaper articles of the time describe the atmosphere, the tone and the thematology. Yiorgos Lazarides writes in “Nea Alithia” Newspaper in November 1952: 
We usually talk about the subject missing from Greek films. That would be a topic, a story, a narrative that can truly move, beyond superficial emotionality. …All this means that many handkerchiefs will soon be soaking wet and cinema halls will turn into oceans of tears!  (Soldatos, p.71)
A few years later, in April 1958, Marios Ploritis comments on the declining quality and low standard of films in the peak years of Greek cinema while he talks of:
Social dramas, which swim in idiotic impossibility, outrageous melodrama and fake tears. (Soldatos, p.73)
How then, is Stella different from the rest of the melodramatic heroines of this time? And why did this film stand out from a plethora of local filmic melodrama?
As Yiannis Soldatos comments in his book History of Greek Cinema: 
The final stabbing, Melina’s kisses (referring to the film’s protagonist Melina Merkouri), and that “Stella, go away. I ‘ve got a knife” of Fountas (the co-star) that entered our daily vocabulary, added something to Greek-ness. This Greek-ness that Kakoyiannis, with the aid of Kampanellis (script), Hatzidakis (music) and Tsarouhis (set design), transformed into symbolic images and sounds. (Soldatos, p.86)
The action takes place in a nightclub called Paradise. But this is a dark, nocturnal paradise, full of internal conflicts and rivalries, a refuge for the dammed. It is precisely this contradictory irony, which prepares the viewer for what is to come. It is in Paradise that the protagonist announces symbolically her tragic fate when she sings with determination: “My love for you has become a double-edged knife” Here, we have the first reference to the love-hate antithesis. 
In the scenario we find creative references to the myth of Carmen: in both cases we have a seductive heroine, a story defined by the quest for love and desire, betrayal, madness and the final dramatic climax of a murder, where murderer and victim are innocent hostages of their own passions. 
References to Sophocles’s Antigone are also clear: a woman accepting to be victimised to bring about a catharsis. Stella, a singer at a nightclub, is in a relationship with Alekos, a rich young man, who she then turns away fearing that their social difference will eventually destroy the affair. She falls in love with Miltos who pursues her intensely, and a new love story begins, marked however by the unfortunate death of Alekos. Miltos, attempts to set rules to the relationship and forces her to marry him. Just before the wedding ceremony Stella changes her mind, denies commitment and runs off. The love of Miltos turns into hate, and drives him to stab her - with her consent - while simultaneously expressing his love for her. 
Exaggerated but unforgettable, the performance of Melina Merkouri in the leading role, together with the heroic undertone of the entire film and the character descriptions of Stella and Miltos, are the main ingredients that make Kakogiannis’ film stand out. 
Stella is an independent woman, with a voracious appetite for life and love who refuses to negotiate her freedom – even at the cost of her own life.  All this happens at a time when women’s role in society is restricted by mores formed by men. It is only in 1952, that women are given the right to vote while work is a “privilege” of the working class that is left with no other option. A woman is destined to marry, create a family and raise her children. Anything that deviates from this pattern is seen as wrong and punishable. The freedom that Stella represents through her choices and personality, in this politically cruel and ideologically controlled time, is seen as a malign rebellion and as such it is punished.
On the other hand, Miltos a vehement hero at a time where heroisms are no longer allowed, must demonstrate his virility, must stifle the revolt of female liberation, must establish his male-ness.
There are no choices. The two characters are trapped in their fate. 
These symbolisms give meaning and substance to a melodramatic mood, which is thus “legalised” and functions as a social reference and not as a naïve documentation. 
The thoroughbred Greek drama, peaks in the last scene of the film, where the two characters come to a stand-off, in a passionately explosive scene. 
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Stella and Miltos meet by chance in their hangout at dawn. She says goodbye and hastily but discreetly turns her new boyfriend away, fully aware of what is to follow, as she says goodbye falsely promising to meet again. 
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She waits, and watches Miltos from a distance, while he warns her to run away. They come close, a tear is running down her cheek, but her pace is steady. He asks her to escape, threatening and making his intentions clear, he will kill her. The scene resembles a ritual before a fight, where the two opponents provoke each other to the point where the rage will escalate giving them the courage to attack. They, however deal with it differently: True to her gender, she brings forward her love, the certainty of her choice, her perseverance in the face of her impending sacrifice.
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Respectively, he puts his hurt ego and male honour above the dominant feeling of his love for her, turning it into the hate that will arm him, leading to the final act.
The murder scene is short and the camera focuses on the faces of the characters, emphasizing their reactions and emotions.
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Stella, asks Miltos to kiss her as he stabs her, and he responds, succumbing to his great love for her. A love-hate relationship could not have a different ending. 
At this point, let’s watch the legendary scene, where love and hate coexist in one indivisible unity.

My grandmother fell in love with my grandfather at first sight. Yes, it was love at first sight. On their wedding day in October 1931, their most cherished wedding present was a series of four Othello prints. These prints were promptly hung in their living room, next to their black and white wedding photo. As a child, I grew up with Othello staring down at my grandparents. I always wondered whether there was a connection between those two marriages. Othello prints were a gift of tragedy: of doomed love, or the ultimate proof of real love, like their wedding vows “till death do us part”. 
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English literary critic A.C. Bradley (1851-1935) named Othello as one of the four ‘principle tragedies’ of William Shakespeare. Written in approximately 1603, the plot has been adapted by various creators in the form of films and theatrical plays, the first performance being at Whitehall Palace in London, November 1st, 1604.
Othello was adapted from a novel by the Italian Giraldi Cinthio, also a writer of Tragedies. Love, hate, truth and lies, race and colour, dignity, pride, infidelity, betrayal and jealousy are emotions, attitudes and meanings that dominate in the play, and are well spread among the characters throughout the story. The main characters are Othello - a Blackmoor Captain, noble and well spoken, Desdemona - a tragic figure in the play, white daughter of a senator Brabantio and wife of Othello, dedicated to absolute love towards her husband, Iago - most ‘trusted’ soldier of Othello and his wife Emilia, Lieutenant Cassio, his courtesan Bianca, and others.
The story evolves around the marriage of Othello and Desdemona, a marriage between two people of differing race and class, struggling to fit within the Venetian society. 
As the Ottomans were threatening Cyprus (part of the Venetian empire), and by the order of the Duke, the skills of the great warrior, Othello, were needed. The main characters of the plot (Othello, Desdemona, Cassio, Iago and Emilia) travel to the island of Venus.  Iago, driven by his jealousy and anger towards Othello for promoting Cassio above him and incited by the Venetian gentleman Roderigo (who loved Desdemona), decides to break the couple’s happiness by telling Othello that his wife has been unfaithful to him with Cassio. As soon as Iago masterfully succeeds to persuade Othello about the betrayal of his wife, the plot starts to unfold in a very tragic manner. 
Desdemona drops and loses her precious handkerchief – a gift from Othello – which later served as ‘proof’, and becomes the ‘symbol of unfaithfulness’ as Iago puts it in Cassio’s lodgings. According to Tony Tanner:  
Once he [Othello] allows even the possibility of Desdemona’s infidelity to arise in his mind as an idea, he makes what is a fatal mistake in Shakespearian tragedy – he starts asking for the wrong sort of ‘evidence’ – in this way ‘ruin’s wasteful entrance’ is both enabled and assured. (Tanner  p. xxxix). 
Love and hate overwhelm Othello and he smothers Desdemona when lying down on her marriage bed, and then kills himself.
The purpose of this presentation is not to give a detailed description of the story of Othello, but to create an awareness of its content, that will eventually lead to the main focus of the paper. A semiotic investigation of the way love and hate are portrayed in selected photographic images. It will examine the way that image and text are interrelated and selected to construct meaning of love and hate, passion and/or drama. Furthermore, it will make reference to the Shakespearean characters of the play in relation to the way they are portrayed in specific imagery.
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This is an advertising cover for the Othello film that was released in 2000 in the States, directed by Oliver Parker.  This version focusing mainly on photographic imagery, creates a great sexual and sensual atmosphere. Visually, the whole layout ‘rotates’ around the three figures, (the couple Othello and Desdemona and Iago), creating a focal point at the centre of the composition, and at the same time an invisible triangular framework, which is formed by the specific positioning of the figures. 
The anchorage of the poster, simply refers to the names of the protagonists and as a headline a cursive italic typeface full of movement.  The couples are placed forward, at the lower part of the visual and the third figure takes his position at the back, at the top of the triangle. This results in the formation of an intense visual relationship and spatial tension. The specific positioning of the figures, act as a great signifier and enable us to refer to the main cause of the tragedy which is the ‘invasion’ of the third person within the couple’s relationship. The presentation of a graphical triangle signifies the ‘catastrophic triangle of human relationships’, which in Shakespeare is created by the couple and the ‘great’ friend who interferes out of jealousy. According to J. C. Cooper, among other meanings, the triangle symbolizes the: 
…trinity of love… or …fire… when the shape is presented upwards. (Cooper p. 179, 180) 
The iconic image consists of two spatial depths. At the front, and most visually important, we are presented with the two protagonists of the play. Othello and Desdemona appear nude with physical contact, showing great passion. The male figure, black and exotic is presented with a well-structured healthy body and the female figure is presented white with light brown hair, eyes closed and her head thrown backwards into a very sensual and erotic experience. Both figures look very young and passionate, with great physiques, and therefore with strong sexual urges. The light drops onto her skin, on two of the major sexual parts of the body (that of the neck and shoulder), creating a more provocative female. 
The context, in which they are depicted, is visually associated with the ‘clichéd’ cultural code, as seen within contemporary western societies. There is no indication at all of Shakespeare’s Desdemona who is still a virgin within her marriage and according to Russ Mc Donald: 
…a tragic figure…, and…vulnerable because she is virtuous... (Donald p. 657, 658). 
The viewer today is presented with a ‘new’, contemporary Desdemona, who appears confident, erotic and enjoys passion and liberation.  In front of our eyes is a stereotypical woman of our times. Her image, a signifier of a desired object, has the characteristics of the popular long hair woman who is wanted in every man’s arms or one may argue the female that wants to be looked at.  The way the female is depicted, fits within the western culture and reflects its values and norms. As Laura Mulvey describes:
 …women are simultaneously looked at and displayed, with their appearance coded for strong visual and erotic impact so that they can be said to connote to-be-looked-at-ness. (Mirzoeff p. 165)
The ‘new’ Desdemona of this visual, does not appear as the Shakespearean female who falls in love out of admiration of her traveler’s exotic adventures, full of risk and danger. The ‘new’ Desdemona is passionate for love, enjoys physical contact and desires the stereotypical great physique of her lover. She portrays the female that most of us want to look at. The nature of this photographic image fits within a postmodern figural culture.
Lash points to a number of features which make postmodern culture figural: its emphasis upon primary processes (desire) rather than secondary (ego); upon images rather than words; upon the immersion of the spectator and investment of desire in the object as opposed to the maintenance of distance. (Featherstone p. 69).
The Shakespearean couple has been described in various epithets of opposite content by many writers. Consequently they have been interpreted and visually portrayed in various ways. Karen Newman, in ‘And wash the Ethiop white: Femininity and the Monstrous in Othello’ describes:
Both Othello and Desdemona deviate from the norms of the sex/race system in which they participate from the margins. Othello is not, in Cinthio’s words, ‘da noi’, one of ‘us’, nor is Desdemona. Women depend for their class status on their affiliation with men – fathers, husbands, sons – and Desdemona forfeits that status and the protection it affords when she marries outside the categories her culture allows. (Hadfield p.76). 
This point of view shows a fearless and liberated Desdemona who went against the sexual/race and cultural norms of the time. This part of Desdemona’s character has been successfully twisted and transferred within a specific and familiar context of the audience today – this happens within the extreme erotic scene between the couple. Furthermore, A.C. Bradley describes: 
But Othello is a drama of modern life, when it first appeared it was a drama almost of contemporary life, for the date of the Turkish attack on Cyprus is 1570.  (Bradley 171).  
The twist of the characters’ image is submitted into a new contemporary context, to satisfy desires of its intended audience. This is ‘required’ and almost unavoidable. Today’s audience seeks communication and involvement in the image or text. The visual content of the composition is one that is relevant to the life of the recipient and creates meaning within the western culture. 
The ‘new’ Othello has the appearance of an exotic black machismo, very attractive to the white female. This appearance, of a well-muscled male body, does not only signify his charm, but one might argue that it also signifies the power of Shakespeare’s great warrior. Like the ‘new’ Desdemona, he fits within the male prototype of today’s society and also contains a variety of signifiers that constitute to the perception of the male who is desired by the female. Shakespeare’s own Othello the ‘Moor’, written in a time of racial tensions and within the context Elizabethan England , though a noble man and a great warrior, he was viewed as an outsider due to his colour. Even though love prevailed between the couple, it was never accepted in society at that time. The passionate scene of the poster has no traces or references of racial differences.  Furthermore, the iconic image consists of extreme differences of light effects but also of more intermediate ones, a visual metaphor for night, connotative of mysticism, with a dramatic and at the same time sensual environment. 
The whole iconic picture had undergone a technical lighting treatment which is a signifier that contributes to the great love and passion of the couple, but also to another significant concept, the fear of darkness that leads to the unknown and consequently to fear. 
The next plane of visual depth and into the darkest area of the iconic image at the upward point of the triangle, appears the face of Iago, disproportionately larger than the protagonists at the front. Even though, blurred and faded out, the gaze of his evil eyes is strong, intense and penetrating. This becomes the second focal point of the composition. The eyes, full of hate, look directly at the eyes of the viewer and at the same time they try to absorb and take away the happiness of the couple. These are intense signifiers that constitute another semiotic significance and concept: that of a great jealousy, hatred, and a claim to the couples’ love and passion. Love and hate among the three figures will bring a fatal end. 
My next visual selection is a two-colour film poster of Othello, released in 1952, produced and directed by Orson Welles.
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The nature of the composition, reminds us of the design style of one of the Mc Clure’s magazine covers (1916), which integrates cover lines and picture in a similar way. The poster is filled with informative text pushing the imagery (almost full posture) to the right side of the poster to bleed off. The anchorage of the poster is visually strong as it occupies almost the whole left side of the area. 
The couple appears embraced in a formal posture. They don’t face each other but they both gaze away to a prospective or unknown future. The male is presented much taller than the female (as if standing), holding his wife by the hand and the shoulder as an extremely soft gesture of tenderness. This signifies the love between the couple but alternatively, one may argue that the scene signifies another major concept: The constructs of patriarchy in the western culture and further the ‘silent’ role of a woman next to her partner. The posture of the male is a further signifier of the father figure or leader, showing dominance over the female.
The female appears petite, very delicate and fragile in the male’s arms. Her gaze is soft, nostalgic and passive as opposed to Othello’s, which is determined and intense. She is left in her lover’s arms seeking guidance and love. Her pose conveys meaning through her relative position to the male, who holds her in a very protective manner. 
It is not unlike the wedding photo of my grandparents, mentioned earlier. Here, like Desdemona, my grandmother sits below my (Othello) grandfather, who protectively stands by her. The love between them was just as strong and passionate as our protagonists, although they themselves lived happily ever after.
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