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Take him and cut him out in little stars,
And he will make the face ofheav'n so fine
That all the world will be in love with Night

And pay no worship to the garish Sun.
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Preface

The real voyage of discovery consists not in seeking new
landscapes, but in having new eyes.

—MARCEL PROUST, NOVELIST AND ART CRITIC

Cineliteracy is long overdue in American education, and notjust at the college
level. According to The Television and Video Almanac, the average American fam-
ily watches about seven hours of television per day. That's a lot of time watching
moving images. Yet, for the most part, we watch them uncritically, passively,
allowing them to wash over us, rarely analyzing how they work on us, how they
can shape our values. The following chapters may be of use in understanding
how television and movies communicate, and the complex network of lan-
guage systems they use. My purpose is not to teach viewers how to respond to
moving images, but to suggest some of the reasons people respond as they do.

In this ninth edition, I have retained the same principle of organization
as the earlier editions, structuring the chapters around the realism-formalism
dichotomy. Each chapter isolates the various language systems and spectrum of
techniques used by filmmakers in conveying meaning. Naturally, the chapters
don't pretend to be exhaustive: They're essentially starting points. They
progress from the most narrow and specific aspects of cinema (photography
and movement) to the most abstract and comprehensive (ideology and the-
ory). The chapters are not tightly interdependent: They can be read out of
sequence. Inevitably, such a looseness of organization involves a certain
amount of overlapping, but I have tried to keep this to a minimum. Technical
terms are boldfaced the first time they appear in each chapter, which means
that they are defined in the Glossary.

Each chapter has been updated to reflect recent developments in the
field. I have also included many new photos and captions, most of them from
recently released movies.



The final chapter, "Synthesis: Citizen Kane," is a recapitulation of the
main ideas of the previous chapters, applied to a single movie. The chapter can
also serve as a rough model for a term paper. VCR and DVD have allowed film
analysis to be much more systematic, because a movie in cassette or disk form
can be repeated many times. In my own courses, I require my students to select
a scene—preferably under three minutes—and analyze all its components
according to the chapters of this book. Of course, a term paper is not likely to
be as detailed as the Citizen Kane analysis, but the same methodology can be
applied. Ifthe chapters are read in a different sequence, the term paper can be
organized in a corresponding manner. For example, many people would prefer
to begin an analysis with story or theme, and then proceed to matters of style
and technique. Citizen Kane is an ideal choice because it includes virtually every
technique the medium is capable of, in addition to being one of the most criti-
cally admired films in history and a popular favorite among students.

A word about the photos in this book. Most of the illustrations are
publicity photos, taken with a 35-mm still camera. They are not frame enlarge-
ments from the movie itself, for such enlargements reproduce poorly. They
are generally too harshly contrasting and lacking in detail compared to the
moving image on a large screen. When exactitude was necessary, as in the
series from The Seven Samurai (9-14) or the edited sequence from Potemkin
(4-18), I included actual blowups from the movies themselves. Most of the
time, however, I preferred to use publicity photos because of their superior
technical resolution.

I would like to thank the following friends and organizations for their
help, advice, and criticism: Mary Araneo, Scott Eyman, Jon Forman, Dave Wit-
tkowsky, the staff of The Observer, the Case Western Reserve University Film
Society, and my students at C.W.R.U. I'm grateful to Ingmar Bergman, who
was kind enough to allow me to use the frame enlargements from Persona; and
Akira Kurosawa, who graciously consented to my using enlargements from The
Seven  Samurai.

I would also like to acknowledge and thank the following individuals
and institutions for their assistance in allowing me to use materials under their
copyright: Andrew Sarris, for permission to quote from "The Fall and Rise of the
Film Director," in Interviews with Film Directors (New York: Avon Books, 1967);
Kurosawa Productions, Toho International Co., Ltd., and Audio Brandon Films
for permission to use the frame enlargements from The Seven Samurai; from
North by Northwest, The MGM Library of Film Scripts, written by Earnest Lehman
(Copyright © 1959 by Loews Incorporated. Reprinted by permission of the
Viking Press, Inc.); Albert. J. La Valley, Focus on Hitchcock (© 1972. Reprinted by
permission of Prentice-Hall, Inc., Englewood Cliffs, New Jersey); Albert Maysles,
in Documentary Explorations, edited by G. Roy Levin (Garden City, N.Y.: Double-



xiii

day & Company, Inc., 1971); Vladimir Nilsen, The Cinema as a Graphic Art (New
York: Hill and Wang, a Division of Farrar, Straus and Giroux); Maya Deren, "Cin-
ematography: The Creative Use of Reality," in The Visual Arts Today, edited by
Gyorgy Kepes (Middletown, Conn: Wesleyan University Press, 1960); Marcel
Carne, from The French Cinema, by Roy Armes (San Diego, Cal.: A. S. Barnes &
Co., 1966); Richard Dyer MacCann, "Introduction," Film: A Montage of Theories
(New York: E. P. Dutton & Co., Inc.), copyright © 1966 by Richard Dyer Mac-
Cann, reprinted with permission; V. I. Pudovkin, Film Technique (London:
Vision, 1954); Andre Bazin, What Is Cinema? (Berkeley: University of California
Press, 1967); Michelangelo Antonioni, "Two Statements," in Film Makers on Film
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People inscribe their histories, beliefs, attitudes, desires
and dreams in the images they make.
—RoOBERT HUGHES, ART CRITIC



Overview

The three styles of film: realism, classicism, and formalism. Three broad types of cin-
ema: documentaries, fiction films, and avant-garde movies. The signified and the signi-
fier: how form shapes content in movies. Subject matter plus treatment equal content.
The shots: apparent distance of the camera from the subject. The angles: looking up,
down, or at eye level. Lighting styles: high key, low key, high contrast. The symbolism of
light and darkness. Color symbolism. How lenses distort the subject matter: telephotos,
wide-angle, and standard lenses. Filtered reality: more distortions. Special effects and
the optical printer. The cinematographer: the film director's main visual collaborator.

Even before the turn of the last century, movies began to develop in
two major directions: the realistic and the formalistic. In the mid-1890s in
France, the Lumiere brothers delighted audiences with their short movies deal-
ing with everyday occurrences. Such films as The Arrival of a Train (4-3) fasci-
nated viewers precisely because they seemed to capture the flux and spontane-
ity of events as they were viewed in real life. At about the same time, Georges
Melies was creating a number of fantasy films that emphasized purely imagined
events. Such movies as 4 Trip to the Moon (4-4) were typical mixtures of whimsi-
cal narrative and trick photography. In many respects, the Lumieres can be
regarded as the founders of the realist tradition of cinema, and Melies of the
formalist tradition.

Realism and formalism are general rather than absolute terms. When
used to suggest a tendency toward either polarity, such labels can be helpful, but
in the end they're just labels. Few films are exclusively formalist in style, and
fewer yet are completely realist. There is also an important difference between
realism and reality, although this distinction is often forgotten. Realism is a par-
ticular style, whereas physical reality is the source of all the raw materials of film,
both realistic and formalistic. Virtually all movie directors go to the photograph-
able world for their subject matter, but what they do with this material—how
they shape and manipulate it—is what determines their stylistic emphasis.

Generally speaking, realistic films attempt to reproduce the surface of
reality with a minimum of distortion. In photographing objects and events, the
filmmaker tries to suggest the copiousness of life itself. Both realist and formal-
ist film directors must select (and hence, emphasize) certain details from the
chaotic sprawl of reality. But the element of selectivity in realistic films is less
obvious. Realists, in short, try to preserve the illusion that their film world is
unmanipulated, an objective mirror of the actual world. Formalists, on the
other hand, make no such pretense. They deliberately stylize and distort their
raw materials so that only the very naive would mistake a manipulated image of
an object or event for the real thing. Style is part of the show.

Lok
o



1-1la. The Perfect Storm
(U.S.A., 2000), with George
Clooney, directed by Wolf-
gang Petersen. (Warner  Bros.)

Realism and Formalism. Critics and theorists have championed film as the most realistic of
all the arts in capturing how an experience actually looks and sounds, like this thrilling recre-
ation of a ferocious storm at sea. A stage director would have to suggest the storm symboli-
cally, with stylized lighting and off-stage sound effects. A novelist would have to recreate the
event with words, a painter with pigments brushstroked onto a flat canvas. But a film director
can create the event with much greater credibility by plunging the camera (a proxy for us) in
the middle of the most terrifying ordeals without actually putting us in harm's way. In short,
film realism is more like "being there" than any other artistic medium or any other style of
presentation. Audiences can experience the thrills without facing any of the dangers.

Dames presents us with another type of experience entirely. The choreographies of Busby
Berkeley are triumphs of artifice, far removed from the real world. Depression-weary audi-
ences flocked to movies like this precisely to get away from everyday reality. They wanted
magic and enchantment, not reminders of their real-life problems. Berkeley's style was the
most formalized of all choreographers. He liberated the camera from the narrow confines of
the proscenium arch, soaring overhead, even swirling amongst the dancers, and juxtaposing
shots from a variety of vantage points throughout the musical numbers. He often pho-
tographed his dancers from unusual angles, like this bird's-eye shot. Sometimes he didn't
even bother using dancers at all, preferring a uniform contingent of good-looking young
women who are used primarily as semi-abstract visual units, like bits of glass in a shifting
kaleidoscope of formal patterns. Audiences were enchanted.

1-1b.  Dames (U.S.A., 1934), chore-
ographed by Busby Berkeley, directed
by Ray Enright. (Warner Bros.)




REALISM ———— CLASSICISM ——— FORMALISM

Documentary —— — | € T I 8] N ————— Avont- Garde
Distant Thunder Mr. Deeds Goes To Town The Seventh Seal
|
Hearts and Minds Allures

1-2. Classification chart of styles and types of film.

Critics and scholars categorize movies according to a variety of criteria. Two of the most
common methods of classification are by style and by type. The three principal styles—real-
ism, classicism, and formalism—might be regarded as a continuous spectrum of possibilities,
rather than airtight categories. Similarly, the three types of movies—documentaries, fiction,
and avant-garde films—are also terms of convenience, for they often overlap. Realistic films
like Distant Thunder (1-4) can shade into the documentary. Formalist movies like The Seventh
Seal (1-6) have a personal quality suggesting the traditional domain of the avant-garde. Most
fiction films, especially those produced in America, tend to conform to the classical para-
digm. Classical cinema-can be viewed as_an intermediate style that avoids the extremes of

realism and formalism—though most movies in the classical form lean toward one of~~he
other style.

We rarely notice the style in a realistic movie; the artist tends to be self-
effacing, invisible. Such filmmakers are more concerned with what's being
shown rather than how it's manipulated. The camera is used conservatively. It's
essentially a recording mechanism that reproduces the surface of tangible
objects with as little commentary as possible. Some realists aim for a rough look
in their images, one that doesn't prettify the materials with a self-conscious
beauty of form. "If it's too pretty, it's false," is an implicit assumption. A high
premium is placed on simplicity, spontaneity, and directness. This is not to sug-
gest that these movies lack artistry, however, for at its best, the realistic cinema
specializes in art that conceals art.

Formalist movies are stylistically flamboyant. Their directors are con-
cerned with expressing their unabashedly subjective experience of reality, not
how other people might see it. Formalists are often referred to as expressionists,
because their self-expression is at least as important as the subject matter itself.
Expressionists arc often concerned with spiritual and psychological truths,
which they feel can be conveyed best by distorting the surface of the material
world. The camera is used as a method of commenting on the subject matter, a
way of emphasizing its essential rather than its objective nature. Formalist
movies have a high degree of manipulation, a stylization of reality.



Most realists would claim that their major concern is with content rather
than form or technique. The subject matter is always supreme, and anything
that distracts from the content is viewed with suspicion. In its most extreme
form, the realistic cinema tends toward documentary, with its emphasis on pho-
tographing actual events and people (1-3). The formalist cinema, on the other
hand, tends to emphasize technique and expressiveness. The most extreme

example of this style of filmmaking is found in the avant-garde cinema (1-7).

1-3. Hearts and Minds (U.S.A., 1975), directed by Peter Davis.

The emotional impact of a documentary image usually derives from its truth rather than its
beauty. Davis's indictment of America's devastation of Vietnam consists primarily of TV news-
reel footage. This photo shows some Vietnamese children running from an accidental bomb-
ing raid on their community, their clothes literally burned off their bodies by napalm. "First
they bomb as much as they please," a Vietnamese observes, "then they film it." It was images
such as these that eventually turned the majority of Americans against the war. Fernando
Solanas and Octavio Gettino, Third World filmmakers, have pointed out, "Every image that
documents, bears witness to, refutes or deepens the truth of a situation is something more
than a film image or purely artistic fact; it becomes something which the System finds indi-
gestible." Paradoxically, in no country except the United States would such self-damning
footage be allowed on the public airwaves—which are controlled, or at least regulated, by gov-
ernments. No other country has a First Amendment, guaranteeing freedom of expression.

(Warner Bros.)
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Some of these movies are totally abstract; pure forms (that is, nonrepresenta-
tional colors, lines, and shapes) constitute the only content. Most fiction films
fall somewhere between these two extremes, in a mode critics refer to as classi-
cal cinema (1-5).

Even the terms form and content aren't as clear-cut as they may some-
times seem. As the filmmaker and author Vladimir Nilsen pointed out: "A pho-
tograph is by no means a complete and whole reflection of reality: the photo-
graphic picture represents only one or another selection from the sum of
physical attributes of the object photographed." The form ofa shot—the way in
which a subject is photographed—is its true content, not necessarily what the
subject is perceived to be in reality. The communications theorist Marshall

1-4. Distant Thunder (India, 1973), directed by Satyajit Ray.

In most realistic films, there is a close correspondence of the images to everyday reality. This
criterion of value necessarily involves a comparison between the internal world of the movie
with the external milieu that the filmmaker has chosen to explore. The realistic cinema tends
to deal with people from the lower social echelons and often explores moral issues. The artist
rarely intrudes on the materials, however, preferring to let them speak for themselves. Rather
than focusing on extraordinary events, realism tends to emphasize the basic experiences of
life. It is a style that excels in making us feel the humanity of others. Beauty of form is often
sacrificed to capture the texture of reality as it's ordinarily perceived. Realistic images often
seem unmanipulated, haphazard in their design. They frequently convey an intimate snap-
shot quality—people caught unawares. Generally, the story materials are loosely organized
and include many details that don't necessarily forward the plot but are offered for their own
sake, to heighten the sense of authenticity. (Cinema 5)




McLuhan pointed out that the content of one medium is actually another
medium. For example, a photograph (visual image) depicting a man eating an
apple (taste) involves two different mediums: Each communicates informa-
tion—content—in a different way. A verbal description of the photograph of
the man eating the apple would involve yet another medium (language),
which communicates information in yetanother manner. In each case, the pre-
cise information is determined by the medium, although superficially all three
have the same content.

In literature, the naive separation of form and content is called "the
heresy of paraphrase." For example, the content of Hamlet can be found in a
college outline, yet no one would seriously suggest that the play and outline are
the same "except in form." To paraphrase artistic information is inevitably to
change its content as well as its form. Artistry can never be gauged by subject

1-5. Mr. Deeds Goes to Town (U.S.A., 1936), with Gary Cooper (with tuba), directed by
Frank Copra.

Classical cinema avoids the extremes of realism and formalism in favor of a slightly stylized
presentation that has at least a surface plausibility. Movies in this form are often handsomely
mounted, but the style rarely calls attention to itself. The images are determined by their rel-
evance to the story and characters, rather than a desire for authenticity or formal beauty
alone. The implicit ideal is a functional, invisible style: The pictorial elements are subordi-
nated to the presentation of characters in action. Classical cinema is story oriented. The nar-
rative line is seldom allowed to wander, nor is it broken up by authorial intrusions. A high
premium is placed on the entertainment value of the story, which is often shaped to conform
to the conventions of a popular genre. Often the characters are played by stars rather than
unknown players, and their roles are sometimes tailored to showcase their personal charms.
The human materials are paramount in the classical cinema. The characters are generally
appealing and slightly romanticized. The audience is encouraged to identify with their values

and goals. (Columbia Pictures)
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matter alone. The manner ofits presentation—its forms—is the true content of
paintings, literature, and plays. The same applies to movies.

The great French critic Andre Bazin noted, "One way ofunderstanding
better what a film is trying to say is to know how it is saying it." The American
critic Herman G. Weinberg expressed the matter succinctly: "The way a story is
told is part of that story. You can tell the same story badly or well; you can also
tell it well enough or magnificently. It depends on who is telling the story."

Realism and realistic are much overtaxed terms, both in life and in
movies. We use these terms to express so many different ideas. For example,
people often praise the "realism" of the boxing matches in Raging Bull. What
they really mean is that these scenes are powerful, intense, and vivid. These
traits owe very little to realism as a style. In fact, the boxing matches are
extremely stylized. The images are often photographed in dreamy slow motion,

1-6. The Seventh Seal (Sweden, 1957), with Bengt Ekerot and Max von Sydow, cinematog-
raphy by Cunnar Fischer, directed by Ingmar Bergman.

The formalist cinema is largely a director's cinema: We're often aware of the personality of
the filmmaker. There is a high degree of manipulation in the narrative materials, and the
visual presentation is stylized. The story is exploited as a vehicle for the filmmaker's personal
obsessions. Formalists are not much concerned with how realistic their images are, but with
their beauty or power. The most artificial genres—musicals, sci-fi, fantasy films—are gener-
ally classified as formalist. Most movies of this sort deal with extraordinary characters and
events—such as this mortal game of chess between a medieval knight and the figure of
Death. This style of cinema excels in dealing with ideas—political, religious, philosophical—
and is often the chosen medium of propagandistic artists. Its texture is densely symbolic:
Feelings are expressed through forms, like the dramatic high-contrast lighting of this shot.

Most of the great stylists of the cinema are formalists, ijanus  Films)
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1-7. Allures (U.S.A., 1961), directed by Jordan Belson.

In the avant-garde cinema, subject matter is often suppressed in favor of abstraction and an
emphasis on formal beauty for its own sake. Like many artists in this idiom, Belson began as a
painter and was attracted to film because of its temporal and kinetic dimensions. He was
strongly influenced by such European avant-garde artists as Hans Richter, who championed the
"absolute film"—a graphic cinema of pure forms divorced from a recognizable subject matter.
Belson's works are inspired by philosophical concepts derived primarily from Oriental religions,
but these are essentially private sources and are rarely presented explicitly in films themselves.
Form is the true content of Belson's movies. His animated images are mostly geometrical
shapes, dissolving and contracting circles of light, and kinetic swirls. His patterns expand, con-
geal, flicker, and split off into other shapes, only to re-form and explode again. It is a cinema of
uncompromising self-expression—personal, often inaccessible, and iconoclastic. (Pyramid Films)

with lyrical crane shots, weird accompanying sound effects (like hissing sounds
andjungle screams), staccato editing in both the images and the sound. True,
the subject matter is based on actual life—the briefboxing career of the Amer-
ican middleweight champion ofthe 1940s, Jake La Motta. But the stylistic treat-
ment ofthese biographical materials is extravagantly subjective (1-8a).

At the opposite extreme, the special effects in lotal Recall are so uncan-
nily realistic that we would swear they were real ifwe didn't know better. In the
scene pictured (1-8b), for example, we sec a plump bald character magically
transformed into Arnold Schwarzenegger after he removes his lifelike head-
piece. Such fantasy materials can be presented with astonishing "realism"
thanks to the brilliance of Dream Quest, one of the most prestigious special
effects organizations in America.
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(United
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Raging Bull (U.S.A.,

Artists)

1980), with Robert De Niro, directed by Martin Scorsese.

1-8b. Total Recall (U.S.A., 1990),

with Arnold Schwarzenegger,
directed by Paul Verhoeven. cm-Star
Pictures)

Realism and formalism are best used
as swylistic terms rather than terms to
describe the nature of the subject
matter. For example, although the
story of Raging Bull is based on
actual events, the boxing matches in
the film are stylized. In this photo, the
badly bruised Jake La Motta resem-
bles an agonized warrior, crucified
against the ropes of the ring. The
camera floats toward him in lyrical
slow motion while the soft focus oblit-
erates his consciousness of the arena.

In Total Recall on the other hand,
the special effects are so realistic they
almost convince us that the impossi-
ble is possible. If special effects look
fake, our pleasure is diminished. In
short, it's quite possible to present
fantasy materials in a realistic style.
It's equally possible to present reality-
based materials in an expressionistic
style.
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Form and content are best used as relative terms. They are useful con-
cepts for temporarily isolating specific aspects of a movie for the purposes of
closer examination. Such a separation is artificial, of course, yet this technique
can yield more detailed insights into the work of art as a whole. By beginning
with an understanding of the basic components of the film medium—its vari-
ous language systems, as it were—we will see how form and content in the cin-
ema, as in the other arts, are ultimately the same.

The Skots

The shots are defined by the amount of subject matter that's included
within the frame of the screen. In actual practice, however, shot designations
vary considerably. A medium shot for one director might be considered a close-
up by another. Furthermore, the longer the shot, the less precise are the desig-
nations. In general, shots are determined on the basis of how much of the
human figure is in view. The shot is not necessarily defined by the distance
between the camera and the object photographed, for in some instances cer-
tain lenses distort distances. For example, a telephoto lens can produce a close-
up on the screen, yet the camera in such shots is generally quite distant from
the subject matter.

Although there are many different kinds of shots in the cinema, most
ofthem are subsumed under the six basic categories: (1) the extreme long shot,
(2) the long shot, (3) the full shot, (4) the medium shot, (5) the close-up, and
(6) the extreme close-up. The deep-focus shot is usually a variation of the long
or extreme long shot (1-9).

The extreme long shot is taken from a great distance, sometimes as far
as a quarter of a mile away. It's almost always an exterior shot and shows
much of the locale. Extreme long shots also serve as spatial frames of refer-
ence for the closer shots and for this reason are sometimes called establish-

1-9. Okaeri (Japan, 1995),
directed by Makoto Shinozaki.
The setting dominates most
extreme long shots. Humans
are dwarfed into visual insignif-
icance, making them appear
unimportant and vulnerable.
Shinozaki's desperate lovers
seem oppressed even Dby
Nature—vast, stark, merciless.

(Dimension Films)




1-10. Mary Shelley's Frankenstein (U.S.A., 1994), with Robert De Niro (under wraps) and
Kenneth  Branagh, directed by Branagh.

At its most distant range, the long shot encompasses roughly the same amount of space as
the staging area of a large theater. Setting can dominate characters unless they're located
near the foreground. Lighting a long shot is usually costly, time consuming, and labor inten-
sive, especially if it's in deep focus, like this shot. The laboratory had to be moody and scary,
yet still sufficiently clear to enable us to see back into the "depth" of the set. Note how the
lighting is layered, punctuated with patches of gloom and accusatory shafts of light from
above. To complicate matters, whenever a director cuts to closer shots, the lighting has to be
adjusted accordingly so that the transitions between cuts appear smooth and unobtrusive.
Anyone who has ever visited a movie set knows that people are waiting most of the time—
usually for the director of photography (D.P.) to announce that the lighting is finally ready and
the scene can now be photographed, rmstarPictures)

ing shots. If people are included in extreme long shots, they usually appear
as mere specks on the screen (1-9). The most effective use of these shots is
often found in epic films, where locale plays an important role: westerns,
war films, samurai films, and historical movies.

The long .shot. (1-10) is perhaps the most complex in the cinema, and
the term itself one of the most imprecise. Usually, long-shot ranges correspond
approximately to the distance between the audience and the stage in the live
theater. The closest range within this category is the full shot, which just barely
includes the human body in full, with the head near the top of the frame and
the feet near the bottom.

The medium shot contains a figure from the knees or waist up. A func-
tional shot, it's useful for shooting exposition scenes, for carrying movement,
and for dialogue. There arc several variations of the medium shot. The two-shot
contains two figures from the waist up (1-11). The three-shot contains three fig-
ures; beyond three, the shot tends to become dffull shot, Unless the other figures
are in the background. The over-the-shoulder shot usually contains two figures,
one with part of his or her back to the camera, the other facing the camera.

12



1-11. As Good As It Gets (U.S.A., 1997), with Jack Nicholson and Helen Hunt, directed by
James L. Brooks.

Above all, the medium shot is the shot of the couple, romantic or otherwise. Generally, two-
shots have a split focus rather than a single dominant: The bifurcated composition usually
emphasizes equality, two people sharing the same intimate space. The medium two-shot
reigns supreme in such genres as romantic comedies, love stories, and buddy films, (wstar

Pictures)

The close-up shows very little ifany locale and concentrates on a relatively
small object—the human face, for example. Because the close-up magnifies the
size of an object, it tends to elevate the importance of things, often suggesting a
symbolic significance. The extreme close-up is a variation of this shot. Thus, instead
ofa face, the extreme close-up might show only a person's eyes or mouth.

The deep-focus shot is usually a long shot consisting of a number of focal
distances and photographed in depth (1-10). Sometimes called a wide-angle
shot because it requires a wide-angle lens to photograph, this type of shot cap-

tures objects at close, medium, and long ranges simultaneously, all of them in
sharp focus. The objects in a deep-focus shot are carefully arranged in a succes-
sion of planes. By using this layering technique, the director can guide the

viewer'seye from one distance to another. Generally, the eye travels from a
close range to a medium to a long.

The angle from which an object is photographed can often serve as an
authorial commentary on the subject matter. If the angle is slight, it can serve
as a subtle form of emotional coloration. If the angle is extreme, it can repre-
sent the major meaning of an image. The angle is determined by where the
camera is placed, not the subject photographed. A picture of a person pho-
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tographed from a high angle actually suggests an opposite interpretation from
an image of the same person photographed from a low angle. The subject mat-
ter can be identical in the two images, yet the information we derive from both
clearly shows that the form is the content, the content the form.

Filmmakers in the realistic tradition tend to avoid extreme angles.
Most of their scenes are photographed from eye level, roughly five to six feet
off the ground—approximately the way an actual observer might view a scene.
Usually these directors attempt to capture the clearest view of an object. Eye-
level shots are seldom intrinsically dramatic, because they tend to be the
norm. Virtually all directors use some eye-level shots, especially in routine
exposition scenes.

Formalist directors are not always concerned with the clearest image of
an object, but with the image that best captures an object's expressive essence.
Extreme angles involve distortions. Yet many filmmakers feel that by distorting
the surface realism of an object, a greater truth is achieved—a symbolic truth.
Both realist and formalist directors know that the viewer tends to identify with
the camera's lens. The realist wishes to make the audience forget that there's a
camera at all. The formalist is constantly calling attention to it.

1-12. Bonnie and Clyde (U.S.A., 1967), with Faye Dunaway and Warren Beatty directed by
Arthur  Penn.

High angles tend to make people look powerless, trapped. The higher the angle, the more it
tends to imply fatality. The camera's angle can be inferred by the background of a shot: High
angles usually show the ground or floor; low angles the sky or ceiling. Because we tend to
associate light with safety, high-key lighting is generally nonthreatening and reassuring. But
not always. We have been socially conditioned to believe that danger lurks in darkness, so
when a traumatic assault takes place in broad daylight, as in this scene, the effect is doubly
scary because it's so unexpected. (Warner Bros.)




1-13. Halloween: The Curse of Michael Myers (U.S.A.,, 1995), with George Wilbur,
directed by Joe Chappelle.

Extreme low angles can make characters seem threatening and powerful, for they loom
above the camera—and us—Ilike towering giants. We are collapsed in a position of maximum
vulnerability—pinned to the ground, dominated. (Dimension  Films)

There are five basic angles in the cinema: (1) the bird's-eye view, (2) the
high angle, (3) the eye-level shot, (4) the low angle, and (5) the oblique angle.
As in the case ofshot designations, there are many intermediate kinds ofangles.
For example, there can be a considerable difference between a low and extreme
low angle—although usually, of course, such differences tend to be matters of
degree. Generally speaking, the more extreme the angle, the more distracting
and conspicuous it is in terms of the subject matter being photographed.

The bird's-eye view is perhaps the most disorienting angle of all, for it
involves photographing a scene from directly overhead (1-1b). Because we sel-
dom view events from this perspective, the subject matter of such shots might
initially seem unrecognizable and abstract. For this reason, filmmakers tend to
avoid this type of camera setup. In certain contexts, however, this angle can be
highly expressive. In effect, bird's-eye shots permit us to hover above a scene like
all-powerful gods. The people photographed seem antlike and insignificant.

Ordinary high-angle shots are not so extreme, and therefore not so dis-
orienting. The camera is placed on a crane, or some natural high promon-
tory, but the sense of audience omnipotence is not overwhelming. High
angles give a viewer a sense of a general overview, but not necessarily one
implying destiny or fate. High angles reduce the height of the objects pho-
tographed and usually include the ground or floor as background. Movement
is slowed down: This angle tends to be ineffective for conveying a sense of

15
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speed, useful for suggesting tediousness. The importance of setting or envi-
ronment is increased: The locale often seems to swallow people. High angles
reduce the importance ofa subject. A person seems harmless and insignificant
photographed from above. This angle is also effective for conveying a charac-
ter's self-contempt.

Some filmmakers avoid angles because they're too manipulative and
judgmental. In the movies of the Japanese master Yasttjiro Ozu, the camera is
usually placed four feet from the floor—as if an observer were viewing the
events seated Japanese style. Ozu treated his characters as equals; his approach
discourages us from viewing them either condescendingly or sentimentally. For
the most part, they are ordinary people, decent and conscientious. But Ozu lets
them reveal themselves. He believed that valuejudgments are implied through
the use of angles, and he kept his camera neutral and dispassionate. Eye-level

1-14. How Green Was My Valley (U.S.A., 1941), cinematography by Arthur Miller,
directed by John Ford.

Lyricism is a vague but indispensable critical term suggesting subjective emotions and a sen-
suous richness of expression. Derived from the word lyre, a harplike stringed instrument,
lyricism is most often associated with music and poetry. Lyricism in movies also suggests a
rhapsodic exuberance. Though lyrical qualities can be independent of subject matter, at its
best, lyricism is a stylistic externalization of a film's basic concept. John Ford was one of the
supreme masters of the big studio era, a visual lyricist of the first rank. He disliked overt
emotions in his movies. He preferred conveying feelings through forms. Stylized lighting
effects and formal compositions such as this invariably embody intense emotions. "Pictures,

not words, should tell the story," Ford insisted. (Twentieth Century-Fox)




shots permit us to make up our own minds about what kind of people are being
presented.

Low angles have the opposite effect of high. They increase height and
thus are useful for suggesting verticality. More practically, they increase a
short actor's height. Motion is speeded up, and in scenes of violence espe-
cially, low angles capture a sense of confusion. Environment is usually mini-
mized in low angles, and often the sky or a ceiling is the only background. Psy-
chologically, low angles heighten the importance of a subject. The figure
looms threateningly over the spectator, who is made to feel insecure and dom-
inated. A person photographed from below inspires fear and awe (1-13). For
this reason, low angles are often used in propaganda films or in scenes depict-
ing heroism.

An obligue angle involves a lateral tilt of the camera. When the image is
projected, the horizon is skewed (1-15). People photographed at an oblique
angle will look as though they're about to fall to one side. This angle is some-
times used for point-of-view shots—to suggest the imbalance of a drunk, for
example. Psychologically, oblique angles suggest tension, transition, and
impending movement. The natural horizontal and vertical lines of a scene are
converted into unstable diagonals. Oblique angles are not used often, for they
can disorient a viewer. In scenes depicting violence, however, they can be effec-
tive in capturing precisely this sense of visual anxiety.

1-15. Shallow Grave (Great Britain, 1994), with Kerry Fox, Ewan McGregor, and Christo-
pher Eccleston; directed by Danny Boyle.

Oblique angles, sometimes known as "Dutch tilt" shots, produce a sense of irresolution, of
visual anxiety. The scene's normal horizontal and vertical lines are tilted into tense, unre-
solved diagonals. Such shots are generally employed in thrillers, especially in scenes such as
this that are meant to throw the spectator off balance with a shocking revelation. (Gmmercy

Pictures)
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Generally speaking, the cinematographer (who is also known as the
director of photography, or D.P.) is responsible for arranging and controlling
the lighting of a film and the quality of the photography. Usually the cine-
matographer executes the specific or general instructions of the director. The
illumination of most movies is seldom a casual matter, for lights can be used
with pinpoint accuracy. Through the use of spotlights, which are highly selec-
tive in their focus and intensity, a director can guide the viewer's eyes to any
area of the photographed image. Motion picture lighting is seldom static, for
even the slightest movement of the camera or the subject can cause the lighting
to shift. Movies take so long to complete, primarily because of the enormous
complexities involved in lighting each new shot. The cinematographer must
make allowances for every movement within a continuous take. Each different
color, shape, and texture reflects or absorbs differing amounts of light. If an
image is photographed in depth, an even greater complication is involved, for
the lighting must also be in depth. Furthermore, cinematographers don't have
at their disposal most of the darkroom techniques of a still photographer: vari-
able paper, dodging, airbrushing, choice of development, enlarger filters, etc.
In a color film, the subtle effects of lights and darks are often obscured, for
color tends to obliterate shadings and flatten images: Depth is negated.

There are a number of different styles of lighting. Usually designated as
a lighting key, the style is geared to the theme and mood of a film, as well as its
genre. Comedies and musicals, for example, tend to be lit in high key, with
bright, even illumination and few conspicuous shadows. Tragedies and melo-
dramas are usually lit in high contrast, with harsh shafts of lights and dramatic
streaks of blackness. Mysteries, thrillers, and gangster films are generally in low
key, with diffused shadows and atmospheric pools oflight (1-16). Each lighting
key is only an approximation, and some images consist of a combination of
lighting styles—a low-key background with a few high-contrast elements in the
foreground, for example. Movies shot in studios are generally more stylized
and theatrical, whereas location photography tends to use available illumina-
tion, with a more natural style of lighting.

Lights and darks have had symbolic connotations since the dawn of
humanity. The Bible is filled with light-dark symbolism. Rembrandt and Cara-
vaggio used light-dark contrasts for psychological purposes as well. In general,
artists have used darkness to suggest fear, evil, the unknown. Light usually sug-
gests security, virtue, truth, joy. Because of these conventional symbolic associa-
tions, some filmmakers deliberately reverse light-dark expectations (1-12).
Hitchcock's movies attempt to jolt viewers by exposing their shallow sense of
security. He staged many of his most violent scenes in the glaring light.

Lighting can also be used to subvert subject matter. Paul Brickman's
Risky Business is a coming-of-age comedy, and like most examples of its genre,
the adolescent hero (Tom Cruise) triumphs over the System and its hypocritical
morality. But in this movie, the naive hero learns to play the game and becomes
a winner by being even more hypocritical than the upholders of the System.



* Color Plate 1. Edward Scissorhands (U.S.A., 1990), with Johnny Depp, directed by Tim
Burton.

Color, like virtually every other film technique, can be used realistically or formalistically.
Burton is one of the foremost expressionists of the contemporary cinema, a conjuror of
magical worlds of color and light and myth and imagination. His worlds are created in the
sealed-off confines of the studio, far removed from the contaminations of prosaic reality.

(Twentieth Century-Fox)

» Color Plate 2.  Aliens (U.S.A., 1986),
with  Sigourney Weaver and Carrie Henn,
directed by James Cameron.

Although the futuristic setting of this sci-fi
film contains some supernatural
elements, it uses color in a rigorously
realistic manner. Aliens is a testosterone
world of cold, hard surfaces, heavy-metal
technology, and blue-gray fluorescence.
This is not a place for children and other
gentle creatures. The colors are radically
muted, mostly military tans and drab
earth colors. Only the red filter adds a
note of alarm and urgency.

(Twentieth Century-Fox)




> Color Plate 3. American Beauty (U.S.A., 1999), with Kevin Spacey and Mena Suvari,
directed by Sam Mendes.

Red is a color that's often linked with sex, but the dramatic context determines whether the
red (and the sex) is seductive or repellent. In this film, the unhappily married protagonist
(Spacey) escapes the banality of his suburban hell by fantasizing about a flirtatious teenager
(Suvari), a friend of his daughter. He often imagines her nude, covered with red rose petals—
a symbol of his fiercely aroused sexuality, his reawakening manhood. (DreamWorks Pictures)

I Color Plate 4. Savage Nights (France, 1993), with Cyril Collard and Romane Bohringer,
directed by Collard.

But red is also the color of danger. Of violence. Of blood. Blood is a major transmitter of
HIV, a precursor of AIDS. This movie explores the sadomasochistic behavior of an HIV-
positive bisexual (Collard) who has unprotected sex with two lovers, including Bohringer.
Maybe She's Color blind. (Cramercy Pictures)




I Color Plate 5. The Age of Inno-
cence (U.S.A., 1993), with Michelle
Pfeiffer and Daniel Day-Lewis, directed
by Martin Scorsese.

Bright colors tend to be cheerful, so
directors often desaturate them, espe-
cially if the subject matter is sober or
grim. Based on the great American
novel by Edith Wharton, this movie
explores a forbidden love among New
York's upper crust in the 1870s. The
film's images seem almost washed in
sepia, like faded photos. The colors are
tastefully subdued, correct, almost
repressed, reflecting the conservative
values of the society itself. (Columbia

Pictures)

I Color Plate 6. Life Is Beautiful (Italy, 1998), with Roberto Benigni, directed by Benigni.

This movie begins as a slapstick comedy, and the colors are warm and sunny, typical of
Mediterranean settings. But as the Nazi Holocaust spreads southward, our hero, an Italian
Jew (Benigni), is arrested and shipped to a German concentration camp by rail (pictured). The
colors begin to pale. Once inside the death camp, virtually all the color is drained from the
images. Only a few faded flickers of skin tones occasionally punctuate the ashen pallor of the

Camp and its prisoners. (Miramax Films)




I Color Plate 7. Married to the
Mob (U.S.A., 1988), with Michelle
Pfeiffer and Matthew Modine, directed
by Jonathan — Demme.

Gangster variations. Both of these
movies (CP.7 and CP.8) explore the
world of organized crime. The tone
of each is radically different,
determined in part by the color
palette of each. Demme's likable
Mafia comedy is a cartoon version.
Like most cartoons, the colors are
gaudy and deliciously trashy. Who
would ever guess that Modine (an
F.B., agent) is an outsider? (Orion

Pictures)

* Color Plate 8. The God-
father (U.S.A., 1972),  with
Marlon Brando (red  rose),
directed by Francis Ford
Coppola.

The Godfather is a far more real-
istic treatment, photographed
by the great Gordon Willis, who
is famous for his low-key light-
ing magic. The colors are not
only subdued, they're suffocat-
ing in airless dark rooms. In this
shadowy world, only an occa-
sional wisp of color is allowed
to escape—a vibrant red rose,
pale yellow light filtering dis-
creetly through the blinds, a few
splotches of mottled flesh tones.
The rest is darkness. (Paramount



I Color Plate 9. Johns (U.S.A., 1996), with David Arquette and Lukas Haas,
directed by Scott Silver.

Color cliches. In order to avoid being predictable, imaginative filmmakers often
torpedo popular stereotypes by wusing color antiromantically. Movies set in
Hollywood usually emphasize its lush glamour, butJohns explores the world of two
street prostitutes (pictured) as they crisscross the dusty side streets of an
unfamiliar Hollywood, bleached wunder the scorching sun. This is not the
Tinseltown of tourist brochures but the real-life boulevard of broken dreams. In this
photo, the predominant color is white—hot, glaring, pitiless. Note the almost total

absence of green vegetation. (First Look Pictures)

» Color Plate 10. Four Weddings and
a Funeral (Great Britain, 1994), with
Andie MacDowell and Hugh Grant, directed
by Mike Newell.

This romantic comedy goes to extreme
lengths to avoid being sappy and
sentimental. Hence this weird concluding
scene of love triumphant at last, which
takes place in a cold London downpour,
blue with shivers and shudders and chill.

(Gramercy Pictures)




> Color Plate 11. The Little Mermaid (U.S.A., 1989), directed by John Musker and Ron
Clements.

We live in a golden age of animation, encompassing many styles and an extraordinarily
broad range of colors. From the very beginning in the 1930s, the Disney organization was in
the forefront in developing color as an expressive emotional language in animation. Disney
is still in the vanguard. Note the subtle violets in this photo, the sinister yet slightly campy
blacks, and the playful squiggle of pink to the left—a pure abstract expressionist whimsy.

(Walt Disney Pictures)

I Color Plate 12. Chicken Run (Great Britain, 2000), directed by Peter Lord and Nick Park.
There's hardly a primary color in all of Chicken Run, a clay-animation fable of infinite
subtlety, not only in its color spectrum, but its sophisticated script and witty dialogue as
well. Note the elongated shadows and sculptural side-lighting: The image looks as though it
was photographed in the "magic hour." Of course, in a studio, any time can be the magic
hour. (DreamWorks ~ Pictures)




> Color Plate 13. Saving Private Ryan
(U.S.A., 1998), with Tom Hanks, directed by
Steven  Spielberg.
Different wars, different colors. Location has
much to do with what colors are permissible
in a movie. These two war films (CP. 13 and
CP. 14) have totally different looks, each deter-
mined by its setting. Saving Private Ryan deals
with the World War II era and is set in battle-
torn Europe. The documentarylike images are
dominated by grays and have a dusty, worn
look, as though even nature has exhausted
itself after too many years of death and

destruction. (DreamWorks  Pictures)

I Color Plate 14.  Platoon
(U.S.A., 1986), with Tom
Berenger directed by Oliver Stone.
The war in Vietnam was fought
in part in the jungles of that
bomb-pocked tropical land. The
lush, colorful foliage often
conceals wunspeakable horrors,
and the atrocities are committed
by both sides. During battle,
nature is violently defiled,
exploding into a blazing inferno
of heat and flames, radiating
red, yellow, and scorching white.

(Orion Pictures)

> Color Plate 15. Shakespeare
in Love (Great Britain, 1998),
with  Cwyneth Paltrow and Joseph
Fiennes, directed by John Madden.
The richly textured costumes of
this period picture are rendered
in all their luxurious opulence by
the movie's Renaissance-style
colors and lighting effects. The
British are unsurpassed masters
of period films, thanks to their
magnificent heritage in live thea-
ter, most notably producing the
plays of Shakespeare. (Miramax

Films)



> Color Plate 16. The Road Warrior (Australia, 1982),
with Vernon Welles, directed by George Miller.

Some costumes are pastiches of various styles, as in this sci-fi
picture, which is set in a desolate, post-apocalyptic desert
landscape. This bleak setting is strewn with debris and the
discarded artifacts of a former civilization. Black is often the
color of villainy, but in this movie, the villainy is wittily
undercut by such campy touches as the off-the-shoulder
feathers and a red-tinged Mohawk mane. Scary. And weirdly

funny. (Warner Bros.)

» Color Plate 17.  Titanic (U.S.A., 1997), with
Kate Winslet and Leonardo Di Caprio, written and
directed by James Cameron.

As the "unsinkable" ocean liner slowly surrenders
to the frigid waters of the Atlantic, the scenes get
darker, colder, and more desperate. The colors, so
richly luxurious in the earlier scenes, begin to fade
with the light as they're swallowed by the
enveloping waters. But the young lovers, radiating
humanity with their warm fleshtones and halo
lighting, cling to each other like a beacon of hope
in the final stages of the wounded ship's watery
descent. They're like doomed tragic lovers of a
nineteenth-century romantic novel.

(Twentieth Century-Fox/Paramount Pictures)

» Color Plate 18. Dark Victory (U.S.A., 1939),
with Bette Davis and George Brent, directed by
Edmund Goulding, "colorized" by Turner Entertain-
ment.

"Tell me the truth now. Do you think this suit is

too blue?" (Warner  Bros./Turner Entertainment)
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1-16. Red (France/Poland/Switzerland, 1994), with Irene Jacob and Jean-Louis Trintig-
nant,  cinematography by Piotr Sobocinski,  directed by Krzysztof Kieslowski.

During the Hollywood big studio era, cinematographers developed the technique of three-
point lighting, which is still widely practiced throughout the world. With three-point lighting,
the key light is the primary source of illumination. This light creates the dominant of an
image—that area that first attracts our eye because it contains the most compelling contrast,
usually of light and shadow. Generally, the dominant is also the area of greatest dramatic inter-
est, the shot's focal point of action, either physical or psychological. Fill lights, which are less
intense than the key, soften the harshness of the main light source, revealing subsidiary
details that would otherwise be hidden by shadow. The backlights separate the foreground
figures from their setting, heightening the illusion of three-dimensional depth in the image.
Three-point methods tend to be most expressive with low-key lighting such as this. When a
shot is bathed with high-key illumination, the three sources of light are more equally distrib-
uted over the surface of the image, and hence are more bland photographically. (MiramaxFilms)

19



a b

1-19. Leatherface: The Texas Chainsaw Massacre III (U.S.A., 1990), with R. A. Mihailoff,
directed by Jeff' Burr.

Many people would argue that the backlit low-key lighting of (a) is more frightening than
frontal lighting of (b). Horrific as Leatherface's features are, at least we know what we have to
deal with, whereas the faceless killer (a) conjures unspeakable unseen terrors. (New Line cinema)

light over the entire surface of the picture. Overexposure has been most effec-
tively used in nightmare and fantasy sequences. Sometimes this technique can
suggest a kind of horrible glaring publicity, a sense of emotional exaggeration.

Colot*

Color in film didn't become commercially widespread until the 1940s.
There were many experiments in color before this period, however. Some of
Melies's movies, for example, were painted by hand in assembly line fashion,
with each painter responsible for coloring a minute area of the filmstrip. The
original version of The Birth of a Nation (1915) was printed on various tinted
stocks to suggest different moods: The burning of Atlanta was tinted red, the
night scenes blue, the exterior love scenes pale yellow. Many silent filmmakers
used this tinting technique to suggest different moods.

Sophisticated film color was developed in the 1930s, but for many years
a major problem was its tendency to prettify everything. If color enhanced a
sense of beauty—in a musical or a historical extravaganza—the effects were
often appropriate. Thus, the best feature films of the early years of color were
usually those with artificial or exotic settings. Realistic dramas were thought to
be unsuitable vehicles for color. The earliest color processes tended also to
emphasize garishness, and often special consultants had to be called in to har-
monize the color schemes of costumes, makeup, and decor.
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1-20a. Braveheart (U.S.A., 1995), with Sophie Marceau and Mel
Gibson, directed by Gibson. (Paramount  Pictures)

Art historians often distinguish between a "painterly" and a "linear"
style, a distinction that's also useful in the photographic arts. A
painterly style is soft-edged, sensuous, and romantic, best typified
by the Impressionist landscapes of Claude Monet and the voluptuous
figure paintings of Pierre Auguste Renoir. Line is deemphasized: Col-
ors and textures shimmer in a hazily defined, radiantly illuminated
environment. On the other hand, a linear style emphasizes drawing,
sharply defined edges, and the supremacy of line over color and tex-
ture. In the field of painting, a linear style typifies such artists as
Leonardo Da Vinci and the French classicist Jean-Auguste-Dominique
Ingres.

Movies can also be photographed in a painterly or linear style,
depending on the lighting, the lenses, and filters. The shot from
Braveheart might almost have been painted by Renoir. Cinematogra-
pher John Toll used soft focus lenses and warm "natural" backlight-
ing (creating a halo effect around the characters' heads) to produce
an intensely romantic lyricism. Wyler's post-World War II master-
piece, The Best Years of Our Lives, was photographed by the great
Gregg Toland. Its linear style is austere, deglamourized, shot in razor-
sharp deep-focus. It was a style suited to the times. The postwar era
was a period of disillusionment, sober reevaluations, and very few
sentimental illusions. The high-key cinematography is polished, to be
sure, but it's also simple, matter-of-fact, the invisible servant of a

serious subject matter.

1-20b. The Best Years of Our Lives (U.S.A., 1946), with Harold Russell, Teresa Wright,
Dana  Andrews, Myrna Loy, Hoagy Carmichael (standing), and Fredric March; directed by
William Wyler. (RKO).
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Furthermore, each color process tended to specialize in a certain base
hue—red, blue, or yellow, usually—whereas other colors of the spectrum were
somewhat distorted. It was well into the 1950s before these problems were
resolved. Compared with the subtle color perceptions of the human eye, how-
ever, and despite the apparent precision of most present-day color processing,
cinematic color is still a relatively crude approximation.

The most famous color films tend to be expressionistic. Michelangelo
Antonioni's attitude was fairly typical: "It is necessary to intervene in a color
film, to take away the usual reality and replace it with the reality of the
moment." In Red Desert (photographed by Carlo Di Palma), Antonioni spray-
painted natural locales to emphasize internal psychological states. Industrial
wastes, river pollution, marshes, and large stretches of terrain were painted
gray to suggest the ugliness of contemporary industrial society and the hero-
ine's drab, wasted existence. Whenever red appears in the movie, it suggests
sexual passion. Yet the red—Ilike the loveless sexuality—is an ineffective
coverup of the pervasive gray.

1-21. This Is Elvis (U.S.A., 1981), with Elvis Presley, directed by Malcolm Leo and others.

Documentaries are often photographed on the run. Cinematographers don't usually have a
chance to augment the lighting, but have to capture the images as best they can under condi-
tions that are almost totally uncontrolled. Many documentaries are photographed with hand-
held cameras for maximum portability and with fast film stocks, which can register images

using only ambient light. The images are valued not for their formal beauty, which is usually
negligible (or nonexistent), but for their authenticity and spontaneity. Such images offer us
privileged moments of intimacy that are all the more powerful because they're not simu-
lated. They're the real thing. (WarnerBros.)




1-22. From Here to Eternity (U.S.A., 1953), with Montgomery Clift and Burt Lancaster,
directed by Fred Zinnemann.

The expert cinematographers of the big-studio era were adept in revealing a surprising amount
of detail even in scenes that take place at night, as in this photo. The preponderance of shadow
in this shot clearly establishes the nighttime milieu, but note how an offscreen street lamp con-
veniently manages to illuminate the characters' facial expressions and body language. (They're
both very drunk, sitting in the middle of a dirt road.) Sometimes studio-era D.P.s preferred to
use the day-for-night filter, which gives the illusion of an evening setting even though the scene
was originally photographed in daylight. To many present-day audiences, however, day-for-
night shots look artificial, too bright and crisp to be convincing. (Columbia Pictures)

Color tends to be a subconscious element in film. It's strongly emo-
tional in its appeal, expressive and atmospheric rather than intellectual. Psy-
chologists have discovered that most people actively attempt to interpret the
lines of a composition, but they tend to accept color passively, permitting it to
suggest moods rather than objects. Lines are associated with nouns; color with
adjectives. Line is sometimes thought to be masculine; color feminine. Both
lines and colors suggest meanings, then, but in somewhat different ways.

Since earliest times, visual artists have used color for symbolic pur-
poses. Color symbolism is probably culturally acquired, though its implications
are surprisingly similar in otherwise differing societies. In general, cool colors
(blue, green, violet) tend to suggest tranquility, aloofness, and serenity. Cool
colors also have a tendency to recede in an image. Warm colors (red, yellow,
orange) suggest aggressiveness, violence, and stimulation. They tend to come
forward in most images.
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1-23. Crime and Punishment (U.S.A., 1935), with Peter Lorre (center), cinematography by
Lucien Ballard, directed by Josef von Sternberg.

Sternberg was a master of atmospheric lighting effects and closely supervised the photogra-
phy of his films. His stories are unfolded primarily in terms of light and shade, rather than
conventional dramatic means. "Every light has a point where it is brightest, and a point
toward which it wanders to lose itself completely," he explained. "The journey of rays from
that central core to the outposts of blackness is the adventure and drama of light." Note how
the closed form of the mise en scene and the light encircling the protagonist (Lorre) produce
an accusatory effect, a sense of entrapment. (Paramount ~Pictures)

Some filmmakers deliberately exploit color's natural tendency to garish-
ness. Fellini's Juliet of the Spirits features many bizarre costumes and settings to
suggest the tawdry but fascinating glamour of the world of show business. Bob
Fosse's Cabaret is set in Germany and shows the early rise of the Nazi party. The
colors are somewhat neurotic, with emphasis on such 1930s favorites as plum,
acid green, purple, and florid combinations, like gold, black, and pink.

Black-and-white photography in a color film is sometimes used for sym-
bolic purposes. Some filmmakers alternate whole episodes in black and white
with entire sequences in color. The problem with this technique is its facile
symbolism. The jolting black-and-white sequences are too obviously "signifi-
cant" in the most arty sense. A more effective variation is simply not to use too
much color, to let black and white predominate. In De Sica's The Garden of the
Finzi-Continis, which is set in Fascist Italy, the early portions of the movie are
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1-24. Starman (U.S.A., 1984), with Karen Allen and Jeff Bridges, directed by John Carpenter.
Not every shot in a movie is photographed in the same style. Many of the earlier portions of
this sci-fi film are photographed in a plain, functional style. After the earthling protagonist
(Allen) falls in love with an appealing and hunky alien (Bridges), the photographic style
becomes more romantic. The city's lights are etherealized by the shimmering soft-focus pho-
tography. The halo effect around the lovers' heads reinforces the air of enchantment. The gen-
tly falling snowflakes conspire to enhance the magical moment. These aren't just lovers, these
are soul mates. (Columbia Pictures)

richly resplendent in shimmering golds, reds, and almost every shade of green.
As political repression becomes more brutal, these colors almost imperceptibly
begin to wash out, until near the end of the film the images are dominated by
whites, blacks, and blue-grays (see also Color Plate 6).

In the 1980s, a new computer technology was developed, allowing
black-and-white movies to be "colorized"—a process that provoked a howl of
protest from most film artists and critics. The colorized versions of some gen-
res, like period films, musicals, and other forms of light entertainment, are not
damaged too seriously by this process, but the technique is a disaster in care-
fully photographed black-and-white films, like Citizen Kane, with its film noir
lighting style and brilliant deep-focus photography (see Chapter 12, "Synthesis:
Citizen Kane ").

Colorization also throws off the compositional balance of some shots,
creating new dominants. In the shot from Dark Victory (CP. 18), for example,
the dominant is Brent's blue suit, which is irrelevant to the dramatic context. In
the original black-and-white version, Davis is the dominant, her dark outfit con-
trasting with the white fireplace that frames her figure. Distracting visual domi-
nants undercut the dramatic impact of such scenes. We keep thinking Brent's
suit must be important. It is, but only to the computer.
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Because the camera's lens is a crude mechanism compared to the
human eye, some of the most striking effects in a movie image can be achieved
through the distortions of the photographic process itself. Particularly with
regard to size and distance, the camera lens doesn't make mental adjustments
but records things literally. For example, whatever is placed closest to the cam-
era's lens will appear larger than an object at a greater distance. Hence, a cof-
fee cup can totally obliterate a human being if the cup is in front of the lens
and the human is standing at long-shot range.

Realist filmmakers tend to use normal, or standard, lenses to produce a
minimum of distortion. These lenses photograph subjects more or less as they
are perceived by the human eye. Formalist filmmakers often prefer lenses and
filters that intensify given qualities and suppress others. Cloud formations, for
example, can be exaggerated threateningly or softly diffused, depending on
what kind oflens or filter is used. Different shapes, colors, and lighting intensi-
ties can be radically altered through the use ofspecific optical modifiers. There
are literally dozens of different lenses, but most of them are subsumed under
three major categories: those in the standard (nondistorted) range, the tele-
photo lenses, and the wide angles.

The telephoto lens is often used to get close-ups of objects from extreme
distances. For example, no cinematographer is likely to want to get close
enough to a lion to photograph a close-up with a standard lens. In cases such as
these, the telephoto is used, thus guaranteeing the safety of the cinematogra-
pher while still producing the necessary close-up. Telephotos also allow cine-
matographers to work discreetly. In crowded city locations, for example,
passersby arc likely to stare at a movie camera. The telephoto permits the cine-
matographer to remain hidden—in a truck, for example—while he or she
shoots close shots through a windshield or window. In effect, the lens works like
a telescope, and because ofits long focal length, it is sometimes called a long lens.

Telephoto lenses produce a number of side effects that are sometimes
exploited by directors for symbolic use. Most long lenses are in sharp focus on
one distance plane only. Objects placed before or beyond that distance blur, go
out of focus—an expressive technique, especially to the formalist filmmaker
(1-25). The longer the lens, the more sensitive it is to distances; in the case of
extremely long lenses, objects placed a mere few inches away from the selected
focal plane can be out of focus. This deliberate blurring of planes in the back-
ground, foreground, or both can produce some striking photographic and
atmospheric effects.

The focal distance of long lenses can usually be adjusted while shoot-
ing, and thus, the director is able to neutralize planes and guide the viewer's
eye to various distances in a sequence—a technique called rack focusing, or
selective focusing. In The Graduate, director Mike Nichols used a slight focus
shift instead ofa cut when he wanted the viewer to look first at the young hero-
ine, who then blurs out of focus, then at her mother, who is standing a few feet



1-25. Dog Star Man (U.S.A., 1959-1964),
directed by Stan Brakhage.

Avant-garde filmmakers are often anti-
illusionist—they attempt to break down the
realism of an image by calling attention to
its artificiality and its material properties. A
movie image is printed on a strip of cellu-
loid, which can be manipulated, even vio-
lated. In this sequence, a baby emerges
from the mouth of another baby. Brakhage
is playing with the idea of what's "behind"
a film image. (Anthology Film  Archives)




1-26.  Six Degrees of Exaggeration.

The lens of each of these six shots provides a commen-
tary on the relationship of the characters to their
surroundings.

1-26a. Scream (U.S.A., 1996), with Courteney Cox,
directed by Wes Craven.

Some telephoto lenses are so precise they can focus on a
thin slice of action that's only a few inches deep. Note how
the gun and Cox's hands are radically blurred. So is the
background behind her. Our eyes are forced to concen-
trate on the face of the character during a decisive
moment of her life. (Dimension Films)

1-26b. Too Beautiful for You (France, 1989), with
Carole  Bouquet and  Gerard Depardieu,  directed by
Bertrand  Blier.

Moderate telephoto lenses are often used to enhance the
lyrical potential of an image. Although not so extreme a
telephoto as (a), Blier's lens converts the reflections on
the autos' rooftops into rhapsodic brushstrokes of light,
heightening the erotic ecstasy of the characters. (Orion

Pictures)

1-26¢c.  King of the Hill (U.S.A., 1993), with Jesse
Bradford deft) and Jeroen Krabbe, directed by Steven
Soderbergh.

A ne'er-do-well father (Krabbe) has just told his young
son that he'll have to stay home alone for several weeks
while the father tries to hustle a living on the road. The
boy's anxiety and fear are intensified by his sharp focus,
the father's remoteness by his somewhat blurred presen-
tation. If Soderbergh wanted to emphasize the father's
feelings, the boy would be in soft focus and the father in
sharp. If the director wanted to stress the equality of
their emotions, he would have used a wide-angle lens,
which would render both characters in sharp focus.

(Cramercy Pictures)

continued .
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1-26d. Schindler'S List (U.S.A., 1993), with
Liam Neeson (outstretched arms), directed by Steven
Spielberg.

Wide-angle lenses are used whenever deep-focus
photography is called for. Objects a few feet from
the lens as well as those in the "depth" of the back-
ground are in equal focus, reinforcing the intercon-
nectedness of the visual planes. This movie deals
with a German industrialist (Neeson) who saved the
lives of hundreds of Jews during the Nazi Holocaust.
Because deep focus allows for the repetition of
visual motifs into infinity, Spielberg is able to sug-
gest that Jews all over Europe were being herded in
a similar manner, but their fate was not so lucky as

Schindler'S jews. (Universal Pictures)

1-26e. Publicity photo of Rumble in the Bronx (U.S.A., 1996), with
Jackie Chan, directed by Stanley Tong.

Extreme wide-angle lenses exaggerate distances between depth planes,
a useful symbolic technique. As distorted by the wide-angle lens, Chan's
fist is nearly as large as his head and his feet seem to be standing in
another county. New 1 .me Cinema)

1-26F.  Runaway Bride (US.A.,
1999), with Julia Roberts and Richard
Gere, directed by Garry Marshall.

Check out the lights in the background.
A shrewdly chosen filter makes them
look blurry, floating dreamily like woozy
fireflies. Do we need to hear the dia-
logue to know that these two are falling
for each other? Do we need to be told
that the movie is a romantic comedy?
The filtered photography says it all

(Paramount ~ Pictures  and  Touchstone  Pictures)




32 PHofogj*cipKy

off in a doorway. The focus-shifting technique suggests a cause-effect relation-
ship and parallels the heroine's sudden realization that her boyfriend's secret
mistress is her own mother. In The French Connection, William Friedkin used
selective focus in a sequence showing a criminal under surveillance. He
remains in sharp focus while the city crowds of his environment are an undif-
ferentiated blur. At strategic moments in the sequence, Friedkin shifted the
focus plane from the criminal to the dogged detective who is tailing him in the
crowd.

Long lenses also flatten images, decreasing the sense of distance
between depth planes. Two people standing yards apart might look inches away
when photographed with a telephoto lens. With very long lenses, distance
planes are so compressed that the image can resemble a flat surface of abstract
patterns. When anything moves toward or away from the camera in such shots,
the mobile object doesn't seem to be moving at all. In Marathon Man, the hero
(Dustin Hoffman) runs desperately toward the camera, but because of the flat-
tening of the long lens, he seems almost to be running in place rather than
moving toward his destination.

The wide-angle lenses, also called "short lenses," have short focal lengths
and wide angles of view. These are the lenses used in deep-focus shots, for they
preserve a sharpness of focus on virtually all distance planes. The distortions
involved in short lenses are both linear and spatial. The wider the angle, the
more lines and shapes tend to warp, especially at the edges of the image. Dis-
tances between various depth planes are also exaggerated with these lenses:
Two people standing a foot away from each other can appear yards apart in a
wide-angle image.

1-27. Filmstrips of the four principal gauges used in movies, expressed in millimeters
wide.

Photographic quality depends in part on the gauge of the film used to photograph and project
the images. (1) Suitable for projecting in an average-sized room, 8 mm and Super 8§ mm are
primarily for home use. (2) The gauge ordinarily used in schools and museums is 16 mm; if
projected in extremely large halls, 16-mm images tend to grow fuzzy and the color tends to
fade. (3) The standard gauge for the vast majority of movie theaters is 35 mm. (4) For epic
subjects requiring a huge screen, 70 mm is generally used: the images retain their linear
sharpness and color saturation even in enormous theaters.
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Movement toward or away from the camera is exaggerated when pho-
tographed with a short lens. Two or three ordinary steps can seem like unhu-
manly lengthy strides—an effective technique when a director wants to empha-
size a character's strength, dominance, or ruthlessness. The fish-eye lens is the
most extreme wide-angle modifier; it creates such severe distortions that the
lateral portions of the screen seem reflected in a sphere, as though we were
looking through a crystal ball.

Lenses and filters can be used for purely cosmetic purposes—to make
an actor or actress taller, slimmer, younger, or older. Josef von Sternberg some-
times covered his lens with a translucent silk stocking to give his images a gauzy,
romantic aura. A few glamour actresses beyond a certain age even had clauses
in their contracts stipulating that only beautifying soft-focus lenses could be
used for their close-ups. These optical modifiers eliminate small facial wrinkles
and skin blemishes.

There are even more filters than there are lenses. Some trap light and
refract it in such a way as to produce a diamondlike sparkle in the image. Many
filters are used to suppress or heighten certain colors. Color filters can be espe-

1-28. Kids (U.S.A., 1995), with Yakira Peguero and Leo Fitzpatrick, directed by
Larry  Clark.

Fast film stocks are highly sensitive to light and can record images with no addi-
tional illumination except what's available on a set or location—even at night.
These stocks tend to produce harsh light-dark contrasts, an absence of details, and
images so grainy that they can appear more painterly than linear. Fast stocks are
especially effective in fiction films that purport to be realistic and documentarylike,
such as this controversial depiction of some urban teenagers and their high-risk

sexual practices. (Excalibur  Films)




1-29.  Pas De Deux (Canada,
1968), directed by Norman McLaren.
The optical printer is an invaluable
piece of equipment, particularly to
the formalist filmmaker, because,
among other things, it allows the
superimposition of two or more real-
ities within a unified space. This film
uses a technique called chronopho-
tography, in which the movements of
two dancers are staggered and over-
layed by the optical printer to pro-
duce a stroboscopic effect: As the
dancers move, they leave a ghostly
imprint on the screen. (National ~Film

Board  of Canada)

cially striking in exterior scenes. Robert Altaian's McCabe and Mrs. Miller (pho-
tographed by Vilmos Zsigmond) uses green and blue filters for many of the
exterior scenes, yellow and orange for interiors. These filters emphasize the bit-
ter cold of the winter setting and the communal warmth of the rooms inside
the primitive buildings.

Though there are a number of different kinds of film stocks, most of
them fall within the two basic categories: fast and slow. Fast stock is highly sen-
sitive to light and in some cases can register images with no illumination except
what's available on location, even in nighttime sequences (1-28). Slow stock is
relatively insensitive to light and requires as much as ten times more illumina-
tion than fast stocks. Traditionally, slow stocks are capable of capturing colors
precisely, without washing them out.

Fast stocks are commonly associated with documentary movies, for with
their great sensitivity to light, these stocks can reproduce images of events while
they're actually occurring. The documentarist is able to photograph people
and places without having to set up cumbersome lights. Because of this light
sensitivity, fast stocks produce a grainy image in which lines tend to be fuzzy
and colors tend to wash out. In a black-and-white film, lights and darks contrast
sharply and many variations of gray can be lost.

Ordinarily, technical considerations such as these would have no place
in a book of this sort, but the choice of stock can produce considerable psycho-
logical and aesthetic differences in a movie. Since the early 1960s, many fiction
filmmakers have switched to fast stocks to give their images a documentary
sense of urgency.

The optical printer is an elaborate machine that produces many special
effects in the cinema. It includes a camera and projector precisely aligned, and
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1-30. Multiplicity (U.S.A., 1996), with (from left to right) Michael
Keaton, Michael Keaton, Michael Keaton, and Michael Keaton; directed by
Harold Ramis.

The American cinema has always been on the cutting edge of film tech-
nology, especially in the area of special effects. Computer-generated
images have allowed filmmakers to create fantasy worlds of the utmost
realism. In this movie, for example, Keaton plays a man who has lost his
wife and his job, and must clone himself in order to function effectively.
Computer artist Dan Madsen created a film reality that obviously has no
counterpart in the outside physical world. Critic Stephen Prince has
observed that such technological advancements as computer-generated
images have radically undermined the traditional distinctions between
realism and formalism in film theory. See Stephen Prince, "True Lies: Per-
ceptual Realism, Digital Images, and Film Theory," in Film Quarterly

(Spring, 1996). (Columbia  Pictures)

it permits the operator to rephotograph all or a portion ofan existing frame of
a film. Double exposure, or the superimposition of two images, is one of the
most important of these effects, lor it permits the director to portray two levels
of reality simultaneously. For this reason, the technique is often used in fantasy
and dream sequences, as well as in scenes dealing with the supernatural. The
optical printer can also produce multiple exposures, or the superimposition of
many images simultaneously. Multiple exposures arc useful for suggesting
mood, time lapses, and any sense of mixture—of time, places, objects, events.
The optical printer can combine one actor with moving images of others in a
different time and place.



1-31. Twentieth Century-Fox public-
ity photo of Marilyn Monroe (1953).

Cinematographers often comment that
the camera "likes" certain individuals
and "doesn't like" others, even though
these others might be good-looking peo-
ple in real life. Highly photogenic per-
formers like Marilyn Monroe are rarely
uncomfortable in front of the camera.
Indeed, they often play to it, ensnaring
our attention. Photographer Richard Ave-
don said of Marilyn, "She understood
photography, and she also wunderstood
what makes a great photograph—not the
technique, but the content. She was
more comfortable in front of the camera
than away from it." Philippe Halsman
went even further, pointing out that her
open mouth and frequently open decol-
letage were frankly invitational: "She
would try to seduce the camera as if it
were a human being. . . . She knew that
the camera lens was not just a glass eye
but a symbol of the eyes of millions of
men, so the camera stimulated her

Strongly." (Twentieth ~ Century-Fox)

The cinema is a collaborative enterprise, the result of the combined
efforts of many artists, technicians, and businesspeople. Because the contribu-
tions of these individuals vary from film to film, it's hard to determine who's
responsible for what in a movie. Most sophisticated viewers agree that the direc-
tor is generally the dominant artist in the best movies. The principal collabora-
tors—actors, writers, cinematographers—perform according to the director's
unifying sensibility. But directorial dominance is an act of faith. Many films are
stamped by the personalities of others—a prestigious star, for example, or a
skillful editor who manages to make sense out of a director's botched footage.

Cinematographers sometimes chuckle sardonically when a director's
visual style is praised by critics. Some directors don't even bother looking
through the viewfinder and leave such matters as composition, angles, and
lenses up to the cinematographer. When directors ignore these important for-
mal elements, they throw away some of their most expressive pictorial opportu-
nities and function more like stage directors, who are concerned with dramatic



1-32. The FEmigrants (Sweden, 1972), with Liv Ullmann and Max von Sydow, pho-
tographed and directed by Jan Troell.

If we were to view a scene similar to this in real life, we would probably concentrate most of
our attention on the people in the wagon. But there are considerable differences between
reality and cinematic realism. Realism is an artistic style. In selecting materials from the
chaotic sprawl of reality, the realist filmmaker necessarily eliminates some details and
emphasizes others into a structured hierarchy of visual significance. For example, the stone
wall in the foreground of this shot occupies more space than the humans. Visually, this dom-
inance suggests that the rocks are more important than the people. The unyielding stone wall
symbolizes divisiveness and exclusion—ideas that are appropriate to the dramatic context. If
the wall were irrelevant to the theme, Troell would have eliminated it and selected other
details from the copiousness of reality—details that would be more pertinent to the dramatic

Context. (Warner Bros.)

rather than visual values—that is, with the script and the acting rather than the
photographic quality of the image itself.

On the other hand, a few cinematographers have been praised for
their artistry when in fact the effectiveness of a film's images is largely due to
the director's pictorial skills. Hitchcock provided individual frame drawings for
most of the shots in his films, a technique called storyboarding. His cinematog-
raphers framed up according to Hitchcock's precise sketches. Hence, when
Hitchcock claimed that he never looked through the viewfinder, he meant that
he assumed his cinematographer had followed instructions.

Sweeping statements about the role of the cinematographer are impos-
sible to make, for it varies widely from film to film and from director to direc-
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tor. In actual practice, virtually all cinematographers agree that the style of the
photography should be geared to the story, theme, and mood of the film.
William Daniels had a prestigious reputation as a glamour photographer at
MGM and for many years was known as "Greta Garbo's cameraman." Yet
Daniels also shot Erich von Stroheim's harshly realistic Greed, and the cine-
matographer won an Academy Award for his work in Jules Dassin's Naked City,
which is virtually a semidocumentary.

During the big-studio era, most cinematographers believed that the aes-
thetic elements of a film should be maximized—beautiful pictures with beauti-
ful people was the goal. Today such views are considered rigid and doctrinaire.
Sometimes images are even coarsened if such a technique is considered appro-
priate to the dramatic materials. For example, Vilmos Zsigmond, who pho-
tographed Deliverance, didn't want the rugged forest setting to appear too pretty

1-33. Women on the Verge of a Nervous Breakdown (Spain, 1988), with Carmen Maura,
directed by Pedro Almodovar.

What's wrong with this photo? For one thing, the character is not centered in the composi-
tion. The image is asymmetrical, apparently off balance because the "empty" space on the
right takes up over half the viewing area. Visual artists often use "negative space" such as this
to create a vacuum in the image, a sense of something missing, something left unsaid. In this
case, the pregnant protagonist (Maura) has just been dumped by her lover. He is an unworthy
swine, but inexplicably, perversely, she still loves him. His abandonment has left a painful

empty place in her life. (OrionPictures)
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because beautiful visuals would contradict the Darwinian theme of the film. He
wanted to capture what Tennyson described as "nature red in tooth and claw."
Accordingly, Zsigmond shot on overcast days as much as possible to eliminate
the bright blue skies. He also avoided reflections in the water because they tend
to make nature look cheerful and inviting. 'You don't make beautiful composi-
tions just for the sake of making compositions," cinematographer Laszlo
Kovacs has insisted. Content always determines form; form should be the
embodiment of content.

"Many times, what you don't see is much more effective than what you
Gordon Willis has noted. Willis is arguably the most respected of all
American cinematographers, a specialist in low-key lighting styles. He pho-
tographed all three of Francis Ford Coppola's Godfather films—which many tra-
ditionalists consider too dark. But Willis was aiming for poetry, not realism.

n

do see,

Most of the interior scenes were very dark to suggest an atmosphere of evil and
secrecy (C.P.8).

Willis's preference for low levels of light has been enormously influen-
tial in the contemporary cinema. Unfortunately, many filmmakers today
regard low-key lighting as intrinsically more "serious" and "artistic," whatever
the subject matter. These needlessly dark movies are often impenetrably
obscure when shown on the television screen in VCR or DVD formats. Consci-
entious filmmakers often supervise the transfer from film to video because
each medium requires different lighting intensities. Generally, low-key images
must be lightened for video and DVD.

Some film directors are totally ignorant of the technology of the cam-
era and leave such matters entirely to the cinematographer. Other filmmakers
are very sophisticated in the art of the camera. For example, Sidney Lumet,
who is best known for directing such realistic New York City dramas as The
Pawnbroker, Dog Day Afternoon, and Serpico, always makes what he calls a "lens
chart" or a "lens plot." In Lumet's Prince of the City, for instance, the story cen-
ters on a Serpicolike undercover cop who is gathering information on police
corruption. Lumet used no "normal" lenses in the movie, only extreme tele-
photos and wide-angle lenses, because he wanted to create an atmosphere of
distrust and paranoia. He wanted the space to be distorted, untrustworthy.
"The lens tells the story," Lumet explained, even though superficially the film's
style is gritty and realistic.

There are some great movies that are photographed competently, but
without distinction. Realist directors are especially likely to prefer an unobtru-
sive style. Many of the works of Luis Bunuel, for example, can only be described
as "professional” in their cinematography. Bunuel was rarely interested in for-
mal beauty—except occasionally to mock it. Rollie Totheroh, who pho-
tographed most of Chaplin's works, merely set up his camera and let Chaplin
the actor take over. Photographically speaking, there are few memorable shots
in his films. What makes the images compelling is the genius of Chaplin's act-
ing. This photographic austerity—some would consider it poverty—is especially
apparent in those rare scenes when Chaplin is off camera.



1-34a. Muriel's Wedding
(Australia, 1995), with Toni
Collette  (with flowers),  directed
by P.J. Hogan. (Miramax~ Films)

1-34b.  Kafka (U.S.A,,
1991), with Jeremy Irons (left),
directed by Steven Soderbergh.

(Miramax Films)

Cinematography is very important, but it usually can't make or break a movie—only make it
better or worse. For example, the low-budget Muriel's Wedding was shot mostly on location
using available lighting. The photography is adequate, but nothing more. In this shot, for
instance, the protagonist (Collette) has the key light on her, but the background is too busy
and the depth layers of the image are compressed into an undifferentiated messy blur.
Nonetheless, the movie was an international hit and was widely praised by critics, thanks
mostly to Collette's endearing performance, a funny script, and Hogan's exuberant direction.
No one complained about the lackluster photography.

On the other hand, the cinematography of Kafka is ravishing—bold, theatrical, richly tex-
tured. This shot alone must have taken many hours to set up. But the movie was a failure,
both with the public and with most critics. In short, not all beautifully photographed movies

continued
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1-34c. Days of  Heaven
(U.S.A., 1978), written and
directed by Terrence Malick.

A Paramount Picture)

are great. And not all great movies are beautifully photographed. Many of them—especially
realistic films—are plain and straightforward. Realists often don't want you to notice the pho-
tography. They want you to concentrate on what's being photographed, not on how it's being
photographed.

Perhaps an ideal synthesis is found in a movie like Days of Heaven. Malick's powerful alle-
gory of human frailty and corruption is written in a spare, poetic idiom. The actors are also
first-rate, needy, and touching in their doomed vulnerability. The film was photographed by
Nestor Almendros, who won a well-deserved Oscar for his cinematography. The story is set in
the early twentieth century in a lonely wheat-growing region of the American midwest. Mal-
ick wanted the setting to suggest a lush Garden of Eden, a lost paradise. Almendros sug-
gested that virtually the entire movie could be shot during the "magic hour." This is a term
used by photographers to denote dusk, roughly the last hour of the day before the sun yields
to night. During this fleeting interlude, shadows are soft and elongated, figures are lit from
the side rather than from above, rimmed with a golden halo, and the entire landscape is
bathed in a luminous glow. Naturally, shooting one hour a day was expensive and time-con-
suming. But they got what they wanted: Whether focusing on a close-up of a locust munch-
ing on a stalk of wheat, or an extreme long shot of a rural sunset, the images are rapturous in
their lyricism. We feel a sense of poignant loss when the characters must leave this land of
milk and honey.

But there are far more films in which the only interesting or artistic
quality is the cinematography. For every great work like Fritz Lang's You Only
Live Once, Leon Shamroy had to photograph four or five bombs of the ilk of
Snow White and the Three Stooges. Lee Garmes photographed several ofvon Stern-
berg's visually opulent films, but he also was required to shoot My Friend Irma
Goes West, a piece of garbage.
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In this chapter, we've been concerned with visual images largely as they
relate to the art and technology of cinematography. But the camera must have
materials to photograph—objects, people, settings. Through the manipulation
of these materials, the director is able to convey a multitude of ideas and emo-
tions spatially. This arrangement of objects in space is referred to as a director's

mise en scene—the subject of the following chapter.
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One must compose images as the old masters did their
canvases, with the same preoccupation with effect and
expression.

—MARCEL CARNE, FILMMAKER
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OvefView

Mise en scene: How the visual materials are staged, framed, and photographed. The
frame's aspect ratio: dimensions of the screen's height and width. Film, TV, video.
Functions of the frame: excluding the irrelevant, pinpointing the particular, symboliz-
ing other enclosures. The symbolic implications of the geography of the frame: top,
bottom, center, and edges. What's off-frame and why. How images are structured: com-
position and design. Where we look first: the dominant. The territorial imperative:
How space can be used to communicate ideas about power. Staging positions vis-a-vis
the camera and what they suggest. How much room for movement: tight and loose
framing. Proxemic patterns and how they define the relationships between people.
Camera proxemics and the shots. Open and closed forms: windows or proscenium-
framed images? The fifteen elements of a mise en scene analysis.

Mise en scene (pronounced meez on sen, with the second syllable nasalized)
was originally a French theatrical term meaning "placing on stage." The phrase
refers to the arrangement of all the visual elements of a theatrical production
within a given playing area—the stage. This area can be defined by the prosce-
nium arch, which encloses the stage in a kind of picture frame; or the acting
area can be more fluid, extending even into the auditorium. No matter what
the confines of the stage may be, its mise en scene is always in three dimen-
sions. Objects and people are arranged in actual space, which has depth as well
as height and width. This space is also a continuation ofthe same space that the
audience occupies, no matter how much a theater director tries to suggest a
separate "world" on the stage.

In movies, mise en scene is somewhat more complicated, a blend of
the visual conventions of the live theater with those of painting. Like the stage
director, the filmmaker arranges objects and people within a given three-
dimensional space. But once this arrangement is photographed, it's con-
verted into a two-dimensional imageithe real thing. The space in the "world"
of the movie is not the same as that occupied by the audience. Only the image
exists in the same physical area, like a picture in an art gallery. Mise en scene
in the movies resembles the art of painting in that an image of formal pat-
terns and shapes is presented on a flat surface and is enclosed within a frame.
But cinematic mise en scene is also a fluid choreographing of visual elements
that are constantly in flux.

Each movie image is enclosed by the frame of the screen, which defines
the world of the film, separating it from the actual world of the darkened audito-
rium. Unlike the painter or still photographer, the filmmaker doesn't conceive of
the framed compositions as self-sufficient statements. Like drama, film is a tem-



2-1. Manhattan (U.S.A., 1979), with Woody Allen and Diane Keaton, directed by Allen.
Mise en scene is a complex analytical term, encompassing four distinct formal elements:
(1) the staging of the action, (2) the physical setting and decor, (3) the manner in which
these materials are framed, and (4) the manner in which they are photographed. The art of
mise en scene is indissolubly linked with the art of cinematography. In this shot, for exam-
ple, the story content is simple: The characters are conversing, getting to know each other,
becoming attracted. Gordon Willis's tender, low-key lighting, combined with the beauty of
the setting—the sculpture garden of New York's Museum of Modern Art—provides the
scene with an intensely romantic atmosphere. (UnitedArtists)

poral as well as spatial art, and consequently the visuals are constantly in flux. The
compositions are broken down, redefined, and reassembled before our eyes. A
single-frame image from a movie, then, is necessarily an artificially frozen
moment that was never intended to be yanked from its context in time and
motion. For critical purposes, it's sometimes necessary to analyze a still frame in
isolation, but the viewer ought to make due allowances for the dramatic context.

flic frame functions as the basis of composition in a movie image.
Unlike the painter or still photographer, however, the filmmaker doesn't fit the
frame to the composition, but the compositions to a single-sized frame. The ratio
of the frame's horizontal and vertical dimensions—known as the aspect ratio—
remains constant throughout the movie. Screens come in a variety of aspect
ratios, especially since the introduction of widescreen in the early 1950s. Prior to
that time, most movies were shot in a 1.33:1 aspect ratio, though even in the
silent era filmmakers were constantly experimenting with different-sized screens
(2-6).
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2-2. Notorious (U.S.A., 1946), with Leopoldine Konstantine, Ingrid Bergman, and Claude
Rains; directed by Alfred Hitchcock.

Hitchcock always regarded himself as a formalist, calculating his effects with an extraordinary
degree of precision. He believed that an unmanipulated reality is filled with irrelevancies: "I do
not follow the geography of a set, I follow the geography of the screen," he said. The space
around actors must be orchestrated from shot to shot. "I think only of that white screen that
has to be filled up the way you fill up a canvas. That's why 1 draw rough setups for the camera-
man." Here, the mise en scene is a perfect analogue ofthe heroine's sense of entrapment, with-
out violating the civilized veneer demanded by the dramatic context. The dialogue in such
instances can be perfectly neutral, for the psychological tensions are conveyed by the place-
ment of the camera and the way the characters are arranged in space. (RKO>

Today, most movies are projected in one of two aspect ratios: the 1.85:1
(standard) and the 2.35:1 (widescreen). Some films originally photographed in
widescreen are cropped down to a conventional aspect ratio after their initial
commercial release. This appalling practice is commonplace in movies that are
reduced from 35 mm to 16 mm, the standard gauge used in most noncommer-
cial exhibitions like those at colleges and museums. The more imaginatively
the widescreen is used, the more a movie is likely to suffer when its aspect ratio
is violated in this manner. Generally, at least a third of the image is hacked away
by lopping off the edges of the frame. This kind of cropping can result in many
visual absurdities: A speaker at the edge of the frame might be totally absent in
the "revised" composition, or an actor might react in horror at something that
never even comes into view. When shown on television—which has an aspect
ratio of approximately 1.33:1—some of the greatest widescreen films can actu-
ally seem clumsy and poorly composed.

In the traditional visual arts, frame dimensions are governed by the
nature of the subject matter. Thus, a painting of a skyscraper is likely to be verti-
cal in shape and would be framed accordingly. A vast panoramic scene would
probably be more horizontal in its dimensions. But in movies, the frame ratio is
standardized and isn't necessarily governed by the nature of the materials being
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photographed. This is not to say that all film images are therefore inorganic,
however, for in this regard the filmmaker can be likened to a sonneteer, who
chooses a rigid form precisely because of the technical challenges it presents.
Much of the enjoyment we derive in reading a sonnet results from the tension
between the subject matter and the form, which consists of fourteen intricately
rhymed lines. When technique and subject matter are fused in this way, aesthetic
pleasure is heightened. The same principle can be applied to framing in film.

The constant size of the movie frame is especially hard to overcome in
vertical compositions. A sense of height must be conveyed in spite of the domi-
nantly horizontal shape of the screen. One method of overcoming the problem
is through masking. In his 1916 drama, Intolerance, D. W. Griffith blocked out
portions of his images through the use of black masks. These in effect con-
nected the darkened portions of the screen with the darkness of the audito-
rium. To emphasize the steep fall of a soldier from a wall, the sides of the image
were masked out. To stress the vast horizon of a location, Griffith masked out
the lower third of the image—thus creating a widescreen effect. Many kinds of
masks are used in this movie, including diagonal, circular, and oval shapes.
Some years later, the Soviet director Eisenstein urged the adoption of a square
screen, on which masked images could be projected in whatever shape was
appropriate to the subject matter. No one picked up on the idea.

2-3. Air Force One (U.S.A., 1997), with Gary Oldman and Harrison Ford, directed by Wolf-
gang  Petersen.

The movie frame temporarily defines the acting area for the duration of the shot. Whoever con-
trols the space within the frame's limits controls the action. Notice how the villain (Oldman,
always in top form when he's bad) dominates the President of the United States (Ford, of
course), forcing him into the lower right corner of the mise en scene, seemingly on the brink of
being pushed totally off screen. In instances such as these, the darkness off frame symbolizes
the Oblivion Of death. (Columbia Pictures)




2-4. Lawrence of Arabia (Great Britain, 1962), with Omar Sharif and Peter O'Toole,
directed by David Lean.

The widescreen aspect ratio provides some big problems when transferred to a video format.
There are several solutions, but all of them have drawbacks. The crudest solution is simply to
slice off the edges of the film image and concentrate on the middle, the assumption being
that the center is where the dominant focus is likely to be. This shot would just barely contain
the faces of the two characters and nothing past the center of their heads—an uncomfortably
tight squeeze. A second solution is called "pan and scan" in which a TV camera scans the
scene, panning to one or the other character as each speaks—Ilike watching a tennis match
on rough seas. A similar approach is to reedit the scene by cutting to each character, thus iso-
lating them into their own separate space cubicles. But the essence of the shot demands that
we see both characters at the same time. The drama lies in the subtle interactions of the
characters, and this interaction would be lost by editing. A fourth solution is called "letter-
boxing"—simply to include the entire movie image and block out the top and bottom of the
TV screen. Many people object to this method, complaining that nearly half the screen is thus
left empty, making an already small screen smaller. (Columbia Pictures)

In the silent movie era, the iris (a circular or oval mask that can open up
or close in on a subject) was rather overused. In the hands ofa master, however,
the iris can be a powerful dramatic statement. In The Wild Child, Francois Truf-
faut used an iris to suggest the intense concentration of a young boy: The sur-
rounding blackness is a metaphor of how the youngster "blocks out" his social
environment while focusing on an object immediately in front of him.

As an aesthetic device, the frame performs in several ways. The sensitive
director is just as concerned with what's left out of the frame as with what's
included. The frame selects and delimits the subject, editing out all irrelcvancies
and presenting us with only a "piece" of reality. The materials included within a
shot are unified by the frame, which in effect imposes an order on them. The
frame is thus essentially an isolating device, a technique that permits the direc-
tor to confer special attention on what might be overlooked in a wider context.

The movie frame can function as a metaphor for other types of enclo-
sures. Some directors use the frame voyeuristically. In many of the films of
Hitchcock, for example, the frame is likened to a window through which the
audience may satisfy its impulse to pry into the intimate details of the charac-
ters' lives. In fact, Psycho and Rear Window use this peeping technique literally.

Certain areas within the frame can suggest symbolic ideas. By placing
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2-5. The Honeymooners (1955), with Jackie Gleason and Art Carney, produced by CBS tele-
vision.

Video and television are actually different mediums. Video is a method of transmission from
another medium, usually a movie or a live theater production. In other words, video is a
secondhand recording that inevitably diminishes the original artistic form. However, seeing
a movie or play on video is better than not seeing it at all. Broadcast television, on the other
hand, is an art that has evolved its own set of rules, including an aspect ratio that resembles
the pre-1950 movie screen. Note how tightly framed this comic sketch is: The TV camera
stays pretty much in the medium-shot range, and the performers confine their movements to
just a few square feet of space. Blown up to fit a big movie screen, these images would prob-
ably look cramped and visually crude, notwithstanding the brilliance of the actors, ICBS)

an object or actor within a particular section of the frame, the filmmaker can
radically alter his or her comment on that object or character. Placement
within the frame is another instance of how form is actually content. Each of
the major sections of the frame—center, top, bottom, and sides—can be
exploited for such symbolic purposes.

The central portions of the screen are generally reserved for the most
important visual elements. This area is instinctively regarded by most people as
the intrinsic center of interest. When we take a snapshot of a friend, we generally
center his or her figure within the confines of the viewfinder. Since childhood,
we have been taught that a drawing must be balanced, with the middle serving as
the focal point. The center, then, is a kind of norm: We expect dominant visual
elements to be placed there. Precisely because of this expectation, objects in the
center tend to be visually undramatic. Central dominance is generally favored
when the subject matter is intrinsically compelling. Realist filmmakers prefer
central dominance because formally it's the most unobtrusive kind of framing.



2-6. Napoleon (France, 1927), directed by Abel Gance.

Napoleon is the most famous widescreen experiment of the silent era. Its triptych sequences-
such as the French army's march into Italy (pictured)—were shot in what Gance called "Polyvi-
sion." The process involved the coordination of three cameras so as to photograph a 160
panorama—three times wider than the conventional aspect ratio.  (Universal Pictures)



2-7. 2001: A Space Odyssey
(U.S.A./ Great Britain, 1968),
directed by Stanley Kubrick.

The widescreen is particularly suited
to capturing the vastness of a locale.
If this image were cropped to a con-
ventional aspect ratio (b) much of
the feel of the infinity of space would
be sacrificed. We tend to scan an
image from left to right, and there-
fore, in Kubrick's composition (a),
the astronaut seems to be in danger
of slipping off into the endlessness of
space. If the composition is turned
upside down, however (c), the astro-
naut seems to be coming home into
the safety of the spacecraft, mcm
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2-8. The Indian in the Cupboard (U.S.A., 1995),
with Litefoot, directed by Frank O:z.

The mise en scene of the live theater is usually
scaled in proportion to the human figure. Cinematic
mise en scene can be microscopic or cosmic (2-7)
with equal ease, thanks to the magic of special
effects. In this photo, for example, the mise en scene
represents only a few inches of space. Its scale is
defined not by the human figure but by the tennis
shoe that the three-inch-tall character is standing on.

(Paramount Pictures/Columbia  Pictures)

The viewer is allowed to concentrate on the subject matter without being dis-
tracted by visual elements that seem off center. However, even formalists use the
middle of the screen for dominance in routine expository shots.

The area near the top ofthe frame can suggest ideas dealing with power,
authority, and aspiration. A person placed here seems to control all the visual
elements below, and for this reason, authority figures are often photographed in
this manner. This dominance can also apply to objects—a palace, the top of a
mountain. Ifan unattractive character is placed near the top of the screen, he or
she can seem threatening and dangerous, superior to the other figures within
the frame (2-3). However, these generalizations are true only when the other
figures are approximately the same size or smaller than the dominating figure.

The top of the frame is not always used in this symbolic manner. In
some instances, this is simply the most sensible area to place an object. In a
medium shot of a figure, for example, the person's head is logically going to
be near the top of the screen, but obviously this kind of framing isn't meant
to be symbolic. It's merely reasonable, since that's where we'd expect the head
to appear in medium shots. Mise en scene is essentially an art of the long and
extreme long shot, for when the subject matter is detailed in a closer shot,
the director has fewer choices concerning the distribution of visual elements.

The areas near the bottom of the frame tend to suggest meanings
opposite from the top: subservience, vulnerability, and powerlessness. Objects
and figures placed in these positions seem to be in danger of slipping out of

52



TOLA YRR

2-9. Tokyo Story (Japan, 1953), directed by Yasujiro Ozu.

Ozu's mise en scene is usually formal, its compositional weights balanced with exquisite del-
icacy Note how the diagonal thrust of the tree branches (in an image otherwise composed of
stately verticals and horizontals) counteracts the weight of the three figures on the right. The
scene is staged within a prosceniumlike enclosure—a frame within a frame—reinforcing its
ceremonial dignity. Ozu exploits these formal compositions as ironic foils to the human
materials: The intense emotions of the characters are often at odds with the decorum pre-
scribed by such social rituals. "The Ozu scene is balanced, asymmetrical, pleasing to the eye;
it is at the same time rigid and uncompromising, as all empty compositions are," Donald
Richie has pointed out. "When the actor enters and behaves in a way contrary to the expec-
tations created by such a formal decor, the result is an often touching spontaneity. This com-
position, then, exists but to be broken." (New Yorker rums)

the frame entirely. For this reason, these areas are often exploited symbolically
to suggest danger. When there are two or more figures in the frame and they
are approximately the same size, the figure nearer the bottom of the screen
tends to be dominated by those above.

The left and right edges of the frame tend to suggest insignificance,
because these are the areas farthest removed from the center of the screen.
Objects and figures placed near the edges are literally close to the darkness out-
side the frame. Many directors use this darkness to suggest those symbolic ideas
traditionally associated with the lack of light—the unknown, the unseen, and
the fearful. In some instances, the blackness outside the frame can symbolize
oblivion or even death. In movies about people who want to remain anony-
mous and unnoticed, the director sometimes deliberately places them off cen-
ter, near the "insignificant" edges of the screen.
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2-10. Greed (U.S.A., 1924), with Gibson Gowland andJean Hersholt, directed by Erich von
Stroheim.

Highly symmetrical designs are generally used when a director wishes to stress stability and
harmony In this photo, for example, the carefully balanced weights of the design reinforce
these (temporary) qualities. The visual elements are neatly juxtaposed in units of twos, with
the two beer-filled glasses forming the focal point. The main figures balance each other, as do
the two converging brick walls, the two pairs of curtains, the two windows, the two people in
each window, the shape of the picture above the men, and the shape of the resting dog below
them, (MGM)

Finally, there are some instances when a director places the most
important visual elements completely off frame. Especially when a character is
associated with darkness, mystery, or death, this technique can be highly effec-
tive, for the audience is most fearful of what it can't see. In the early portions of
Fritz Lang's M, for example, the psychotic child-killer is never seen directly. We
can only sense his presence, for he lurks in the darkness outside the light of the
frame. Occasionally, we catch a glimpse of his shadow streaking across the set,
and we're aware of his presence by the eerie tune he whistles when he's emo-
tionally excited or upset.

There are two other off-frame areas that can be exploited for symbolic
purposes: the space behind the set and the space in front of the camera. By not
showing us what is happening behind a closed door, the filmmaker can pro-
voke the viewer's curiosity, creating an unsettling effect, for we tend to fill in

54



2-11. Midnight Express (U.S.A., 1978), with Brad Davis (hands raised), directed by Alan
Parker.
All the compositional elements of this shot contribute to a sense of entrapment. The protago-

nist is totally surrounded, not only by the ring of soldiers who have their guns poised for a
kill, but also by an outer ring of compositional weights—the airplane above, the stairs and
railing to the left, the bench and huddled bystanders at the lower portions of the frame, and
the three gunmen sealing off the right. The high angle and the gridlike lines of the concrete
runway reinforce the sense of entrapment. The image might almost be entitled NO EXIT.

(Columbia Pictures)

such vacuums with vivid imaginings. The final shot from Hitchcock's Notorious
is a good example. The hero helps the drugged heroine past a group of Nazi
agents to a waiting auto. The rather sympathetic villain (Claude Rains) escorts
the two, hoping his colleagues won't become suspicious. In a deep-focus long
shot, we see the three principals in the foreground while the Nazi agents
remain near the open door of the house in the upper background—watching,
wondering. The hero maliciously locks the villain out of the car, then drives out
of frame, leaving the villain stranded without an explanation. His colleagues
call out his name, and he is forced to return to the house, dreading the worst.
He climbs the stairs and reenters the house with the suspicious agents, who
then close the door behind them. Hitchcock never does show us what happens
behind the door.

The area in front of the camera can also create unsettling effects of this
sort. In John Huston's The Maltese Falcon, for example, we witness a murder
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2-12. Indiana Jones and the Last Crusade (U.S.A., 1989), with Alison Doody, Harrison
Ford, and Sean Connery; directed by Steven Spielberg.

Why is this shot funny? For one thing, the mise en scene is absurdly symmetrical. The Jones
boys, father and son, have been reduced to the ignominy of parallel placement. Even their
ropes are fastidiously parallel. They are imprisoned by the closed form: sealed off on the left
by the fireplace and the standing woman, on the right by the table and chair. Their hats and
ties are miraculously intact, even though they have been taken prisoners. The prissy neatness
and balance of the mise en scene are symbolic of their total subjugation. But of course, you
can't hold a good man down for long—not to speak of two good men.  (Paramount Pictures)

without ever seeing the killer. The victim is photographed in a medium shot as
a gun enters the frame just in front of the camera. Not until the end of the
movie do we discover the identity of the off-frame killer.

Although the photographable materials of movies exist in three dimen-
sions, one of the primary problems facing the filmmaker is much like that con-
fronting the painter: the arrangement of shapes, colors, lines, and textures on
a flat rectangular surface. In the classical cinema, this arrangement is generally
held in some kind of balance or harmonious equilibrium. The desire for bal-
ance is analogous to people balancing on their feet, and indeed to most manu-
factured structures, which are balanced on the surface of the earth. Instinc-
tively, we assume that balance is the norm in most human enterprises.

In movies, however, there are some important exceptions to this rule.
When a visual artist wishes to stress a lack of equilibrium, many of the standard
conventions of classical composition are deliberately violated. In movies, the
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2-13a. Once Were Warriors (New Zealand, 1994), with Temuera Morrison and Rena
Owen, directed by Lee Tamahori. (Fine Line Features)

The movie frame is not an ornamental mounting for a self-contained image, as it is with a
painting or a drawing. The cinematic frame segments and isolates the photographic frag-
ment from its larger context, providing a subtle commentary on the subject matter. Once
Were Warriors is a harrowing account of a wife batterer, and the frame in this shot suggests a
symbolic prison, with the wife trapped in the same confined space with her volatile husband.
Note how he dominates most of the playing space, while she is crowded to the right, literally
up against the wall in fear. Similarly, the shot from The End of August at the Hotel Ozone is
taken from behind an adult character as he nearly obliterates our view of a scared youngster.
Compositions such as this would not be found in the fields of painting or live theater because
the frame in those mediums is essentially a neutral surround of the subject matter. In
movies, the frame (temporarily) presents us with a frozen moment of truth which will soon
dissolve into another composition.

2-13b. The End of August at the Hotel Ozone (Czechoslovakia, 1969), directed by Jan
Schmidt. (New Line Cinema)
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dramatic context is usually the determining (actor in composition. What is
superficially a bad composition might actually be highly effective, depending
on its psychological context. Many films are concerned with neurotic charac-
ters or events that are out of joint. In such cases, the director might well ignore
the conventions of classical composition. Instead of centering a character in
the image, his or her spiritual maladjustment can be conveyed symbolically by
photographing the subject at the edge of the frame. In this manner, the film-
maker throws off the visual balance and presents us with an image that's psy-
chologically more appropriate to the dramatic context (1-33).

There are no set rules about these matters. A classical filmmaker like
Buster Keaton used mostly balanced compositions. Filmmakers outside the
classical tradition tend to favor compositions that are asymmetrical or off cen-
ter. In movies a variety of techniques can be used to convey the same ideas and
emotions. Some filmmakers favor visual methods, others favor dialogue, still
others editing or acting. Ultimately, whatever works is right (2-14).

The human eye automatically attempts to harmonize the formal ele-
ments of a composition into a unified whole. The eye can detect as many as
seven or eight major elements of a composition simultaneously. In most cases,
however, the eye doesn't wander promiscuously over the surface of an image
but is guided to specific areas in sequence. The director accomplishes this
through the use of a dominant contrast, also known as the dominant. The dom-
inant is that area of an image that immediately attracts our attention because of
a conspicuous and compelling contrast. It stands out in some kind of isolation
from the other elements within the image. In black-and-white movies, the dom-
inant contrast is generally achieved through a juxtaposition oflights and darks.
For example, if the director wishes the viewer to look first at an actor's hand
rather than his face, the lighting of the hand would be harsher than that of the
face, which would be lit in a more subdued manner. In color films, the domi-
nant is often achieved by having one color stand out from the others.

After we take in the dominant, our eye then scans the subsidiary con-
trasts that the artist has arranged to act as counterbalancing devices. Our eyes
are seldom at rest with visual compositions, then, even with paintings or still
photographs. We look somewhere first, then we look at those areas of diminish-
ing interest. None of this is accidental, for visual artists deliberately structure
their images so a specific sequence is followed. In short, movement in film isn't
confined only to objects and people that are literally in motion.

In most cases, the visual interest of the dominant corresponds with the
dramatic interest of the image. Because films have temporal and dramatic con-
texts, however, the dominant is often movement itself, and what some aestheti-
cians call intrinsic interest. Intrinsic interest simply means that the audience,
through the context of a story, knows that an object is more important dramat-
ically than it appears to be visually. Thus, even though a gun might occupy only
a small portion of the surface of an image, if we know that the gun is dramati-
cally important, it will assume dominance in the picture despite its visual
insignificance.



2-14a.  Macbeth (U.S.A./Great
Britain, 1971), with Francesca Annis
and Jon Finch, directed by Roman
Polanski.

Movie images are generally scanned
in a structured sequence of eye-stops.
The eye is first attracted to a domi-
nant contrast that compels our most
immediate attention by virtue of its
conspicuousness, and then travels
to the subsidiary areas of interest
within the frame. In this photo, for
example, the eye is initially attracted
to the face of Lady Macbeth, which is
lit in high contrast and is surrounded
by darkness. We then scan the
brightly lit "empty" space between
her and her husband. The third area
of interest is Macbeth's thoughtful

face, which is lit in a more subdued manner. The visual interest of this photo corresponds to
the dramatic context of the film, for Lady Macbeth is slowly descending into madness and
feels spiritually alienated and isolated from her husband. (Columbia Pictures)

2-14b.  Macbeth (U.S.A., 1948),
with Peggy Webber, directed by Orson
Welles.

Realists and formalists solve prob-
lems in different ways, with different
visual techniques. Polanski's presen-
tation of Lady Macbeth's madness is
conveyed in a relatively realistic
manner, with emphasis on acting
and subtle lighting effects. Welles
took a more formalistic approach,
using physical correlatives to convey
interior states, such as the iron
fence's  knifelike  blades, which
almost seem to pierce Webber's
body. The fence is not particularly
realistic or even functional: Welles
exploited it primarily as a symbolic
analogue of her inner torment. Nei-
ther approach is better or worse. It all
depends on how well it's done.
(Republic Pictures)
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2-15. The Decline of the American Empire (Canada, 1986), with (clockwise from upper
left) Louise Portal, Dominique Michel, Dorothee Berryman, Genevieve Rioux; directed by Denys
Arcand.

A group of women work out, talk, and laugh in a health club while the men in their lives pre-
pare a gourmet meal in an apartment. The circular design in this shot reinforces the air of
camaraderie among the women. The shot's design embodies their shared experiences and
interconnectedness: literally, a relaxed circle of friends. (Cinepiex odeon Films)

Movement is almost always an automatic dominant contrast, provided
that the other elements in the image are stationary. Even a third-rate director
can guide the viewer's eyes through the use of motion. For this reason, lazy
filmmakers ignore the potential richness of their images and rely solely on
movement as a means of capturing the viewer's attention. On the other hand,
most directors will vary their dominants, sometimes emphasizing motion, other
times using movement as a subsidiary contrast only. The importance of motion
varies with the kind of shot used. Movement tends to be less distracting in the
longer shots but highly conspicuous in the closer ranges.

Unless the viewer has time to explore the surface ofan image at leisure,
visual confusion can result when there are more than eight or nine major com-
positional elements. If visual confusion is the deliberate intention of an
image—as in a battle scene, for example—the director will sometimes overload
the composition to produce this effect (2-22). In general, the eye struggles to
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2-16a. She's the One (U.S.A., 1996), with Mike McClone and Jennifer Aniston, directed by
Edward Burns. (Twentieth Century-Fox)

Parallelism is a common principle of design, implying similarity, unity, and mutual reinforce-
ment. The composition of the shot from She's the One links the characters romantically.
They're placed in parallel positions with similar gestures. Both are seated at a bar, with their
chins resting against their left hands, both with slightly embarrassed, bemused expressions.
The shot might almost be titled: Made for Each Other. Symmetrical parallelism is rarely
found in nature: Usually the parallel elements betray a human hand, sometimes with deliber-
ate comical effect, as in many of the shots of Men in Black.

2-16b. Men in Black (U.S.A., 1996), with Tommy Lee Jones and Will Smith, directed by
Barry Sonnenfeld. (Columbia Pictures)




2-17.  Superman (U.S.A./Great
Britain, 1978), with Glenn Ford,
directed by Richard Donner.

Because the top half of the frame
tends to be intrinsically heavier than
the bottom, directors usually keep
their horizon well above the middle
of the composition. They also place
most of the visual weights in the
lower portions of the screen. When a
filmmaker wishes to emphasize the
vulnerability of the characters, how-
ever, the horizon is often lowered,
and sometimes the heaviest visual
elements are placed above the char-
acters. In this witty shot, for exam-
ple, the parents of little Clark Kent
are astonished—and visually imper-
iled—by the superhuman strength of
their adopted son.

(Warner Bros.)

unify various elements into an ordered pattern. For example, even in a com-
plex design, the eye will connect similar shapes, colors, textures, etc. The very
repetition of a formal element can suggest the repetition of an experience.
These connections form a visual rhythm, forcing the eye to leap over the sur-
face of the design to perceive the overall balance. Visual artists often refer to
compositional elements as [ueights. In most cases, especially in classical cinema,
the artist distributes these weights harmoniously over the surface of the image.
In a totally symmetrical design—almost never found in fiction movies—the
visual weights are distributed evenly, with the center of the composition as the
axis point. Because most compositions are asymmetrical, however, the weight of
one element is counterpoised with another. A shape, for example, counteracts
the weight of a color. Psychologists and art theorists have discovered that cer-
tain portions of a composition are intrinsically weighted. The German art his-
torian Heinrich Wolfflin, for instance, pointed out that we tend to scan pic-
tures from left to right, all other compositional elements being equal.
Especially in classical compositions, the image is often more heavily weighted
on the left to counteract the intrinsic heaviness of the right.

The upper part of the composition is heavier than the lower. For this
reason, skyscrapers, columns, and obelisks taper upward or they would appear
top-heavy. Images seem more balanced when the center of gravity is kept low,
with most of the weights in the lower portions of the screen. A landscape is sel-
dom divided horizontally at the midpoint of a composition, or the sky would
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2-18. Jules and Jim (France, 1961), with Henri Serre, Jeanne Moreau, and Oskar Werner;
directed by Francois Truffaut.

Compositions grouped into units of three, five, and seven tend to suggest dynamic, unstable
relationships. Those organized in units of two, four, or six, on the other hand, tend to imply
fixed, harmonious relationships. This triangular composition is organically related to the
theme of the movie, which deals with the shifting love relationships between the three char-
acters. The woman is almost invariably at the apex of the triangle: She likes it that way.

(/anus  Films)

appear to oppress the earth. Epic filmmakers like Eisenstein and Ford created
some of their most disquieting effects with precisely this technique: They let
the sky dominate through its intrinsic heaviness. The terrain and its inhabitants
seem overwhelmed from above (see 1-9).

Isolated figures and objects tend to be heavier than those in a cluster.
Sometimes one object—merely by virtue of its isolation—can balance a whole
group of otherwise equal objects. In many movies, the protagonist is shown
apart from a hostile group, yet the two seem evenly matched despite the arith-
metical differences. This effect is conveyed through the visual weight of the
hero in isolation (3-13).

Psychological experiments have revealed that certain lines suggest direc-
tional movements. Although vertical and horizontal lines seem to be visually at
rest, if movement is perceived, horizontal lines tend to move from left to right,
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2-19. The Graduate (U.S.A., 1967), with Anne Bancroft and Dustin Hoffman, directed by
Mike Nichols.

Viewers can be made to feel insecure or isolated when a hostile foreground element (Ban-
croft) comes between us and a figure we identify with. In this scene, our hero, Benjamin
Braddock, college graduate, feels threatened. An older woman, a friend of his parents, tries to
seduce him—he thinks. He's not sure. His feelings of entrapment and imminent violation are
conveyed not by his words, which are stammering and embarrassed, but by the mise en
scene. Blocked off in front by her seminude body, he is also virtually confined at his rear by
the window frame—an enclosure within an enclosure (the room) within the enclosure of the

movie frame. (Avco Embassy Pictures)

vertical lines, from bottom to top. Diagonal or oblique lines are more
dynamic—that is, in transition. They tend to sweep upward. These psychological
phenomena are important to the visual artist, especially the filmmaker, for the
dramatic context is not always conducive to an overt expression of emotion. For
example, ifa director wishes to show a character's inward agitation within a calm
context, this quality can be conveyed through the dynamic use ofline: An image
composed of tense diagonals can suggest the character's inner turmoil, despite
the apparent lack of drama in the action. Some of the most expressive cinematic
effects can be achieved precisely through this tension between the composi-
tional elements of an image and its dramatic context (2-21).

A skeletal structure underlies most visual compositions. Throughout
the ages, artists have especially favored S and X shapes, triangular designs, and
circles. These designs are often used simply because they are thought to be
inherently beautiful. Visual artists also use certain compositional forms to
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2-20. The Grifters (U.S.A., 1990), with John Cusack and Anjelica Huston, directed by
Stephen  Frears.

Every shot can be looked at as an ideological cell, its mise en scene a graphic illustration of
the power relationships between the characters. Where the characters are placed within
the frame is more than an aesthetic choice—it's profoundly territorial. In this film, the pro-
tagonist (Cusack) has an unresolved Oedipal conflict with his mother (Huston). They are in
an almost constant struggle for dominance. The mise en scene reveals who's the stronger.
In a predominantly light field, the darker figure dominates. The right side of the frame is
heavier—more dominant—than the left. The standing figure towers over the seated figure.
The top of the frame (Huston's realm) dominates the center and bottom. She's a killer.

(Miramax  Films)

emphasize symbolic concepts. For example, binary structures emphasize paral-
lelism—virtually any two-shot will suggest the couple, doubles, shared space
(2-31). Triadic compositions stress the dynamic interplay among three main
elements. Circular compositions can suggest security, enclosure, the female
principle (2-15).

Design is generally fused with a thematic idea, at least in the best
movies. In Jules and Jim, for example, Truffaut consistently used triangular
designs, for the film deals with a trio of characters whose relationships are con-
stantly shifting yet always interrelated. The form of the images in this case is a
symbolic representation of the romantic triangle of the dramatic content.
These triangular designs dynamize the visuals, keeping them off balance, sub-
ject to change (2-18). Generally, designs consisting of units of three, five, and
seven tend to produce these effects. Designs composed of two, four, or six units
seem more stable and balanced (2-10).
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2-21a. The 400  Blows (France,
1959), with Jean-Pierre Leaud, directed
by Franqois  Truffaut.

The space between the main characters
and the camera is usually kept clear so
we can view the characters without
impediment. But sometimes filmmak-
ers deliberately obscure our view to
make a dramatic or psychological point.
The reckless young protagonist of The
400 Blows tries to act tough most of the
time, and that usually means: Stay cool,

and don't let them see you cry. When
the dramatic context or the character's
nature doesn't permit the film artist to express emotions openly, they can sometimes be con-
veyed through purely visual means. Here, the youth's anxiety and tenseness are expressed
through a variety of formal techniques. His inward agitation is conveyed by the diagonal lines
of the fence. His sense of entrapment is suggested by the tight framing (sides, top, bottom),
the shallow focus (rear), and the obstruction of the fence itself (foreground),  qanus Films)

2-21b.  Gattaca (U.S.A., 1997), with
Uma Thurman and  Ethan Hawke,
directed by Andrew Niccol.

Similar techniques can be used even in
less obviously dramatic scenes. For
example, why do these two look scared
and trapped? There are at least three
reasons: [) the dramatic context of the
story, which leads us to believe they
have good reason to feel paranoid: 2)
the acting, which de-emphasizes the
beauty of the performers in favor of
expressing a deepening anxiety and
increasing terror; and 3) the mise en
scene, which confines them in a tight
frame, pins them down in a high angle
shot, and corners them in a dark alcove,
with the shadow of an imprisoning cage
superimposed over their pale features.

(Columbia Pictures)

So far we've been concerned with the art of mise en scene primarily as
it relates to the structuring of patterns on a two-dimensional surface. But since
most movie images deal with the illusion of volume and depth, the film direc-
tor must keep these spatial considerations in mind while composing the visuals.
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2-22. Big (U.S.A., 1988), withJared Rushton and Tom Hanks, directed by Penny Marshall
In shots emphasizing disorder or confusion, the film director sometimes deliberately over-
loads the composition to produce a sense of visual chaos. In this photo, for example, the
lines, shapes, and compositional weights form no discernible design. (Twentieth Century-Fox)

It's one thing to construct a pleasing arrangement of shapes, lines, colors, and
textures; but movie images must also tell a story in time, a story that generally
involves human beings and their problems. Unlike notes of music, then, forms
in film are not usually pure—they refer specifically to objects in reality.

Directors generally emphasize volume in their images precisely because
they wish to avoid an abstract, flat look in their compositions. In most cases,
filmmakers compose on three visual planes: the foreground, the midground,
and the background. Not only does this technique suggest a sense of depth, it
can also radically alter the dominant contrast of an image, serving as a kind of
qualifying characteristic, either subtle or conspicuous. For example, a figure is
often placed in the midground of a composition. Whatever is placed in the
foreground will comment on the figure in some way (2-21). Some foliage, for
instance, is likely to suggest a naturalness and blending with nature. A gauzy
curtain in the foreground can suggest mystery, eroticism, and femininity. The
crosshatching of a window frame can suggest self-division. And so on, with as
many foreground qualifiers as the director and cinematographer can think of.
These same principles apply to backgrounds, although objects placed in these
areas tend to yield in dominance to mid- and foreground ranges.

One of the most elementary, yet crucial, decisions the film director
makes is what shot to use vis-a-vis the materials photographed. That is, how
much detail should be included within the frame? How close should the cam-
era get to the subject—which is another way of saying how close should we get
to the subject, since the viewer's eye tends to identify with the camera's lens.
These are not minor problems, for the amount of space included within the
frame can radically affect our response to the photographed materials. With
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any given subject, the filmmaker can use a variety of shots, each of which
includes or excludes a given amount of surrounding space. But how much
space isjust right in a shot? What's too much or too little?

Space is a medium of communication, and the way we respond to
objects and people within a given area is a constant source of information in life
as well as in the movies. In virtually any social situation, we receive and give off
signals relating to our use of space and those people who share it. Most of us
aren't particularly conscious of this medium, but we instinctively become alerted
whenever we feel that certain social conventions about space are being violated.
For example, when people enter a movie theater, they tend to seat themselves at
appropriate intervals from each other. But what's appropriate? And who or what
defines it? Why do we feel threatened when someone takes a seat next to us in a
nearly empty theater? After all, the seat isn't ours, and the other person has paid
for the privilege of sitting wherever he or she wishes. Is it paranoid to feel anxi-
ety in such a situation, or is it a normal instinctive response?

2-23. The Godfather Part II (U.S.A., 1974), with Troy Donahue, Al Pacino, and Talia Shire;
directed by Francis Ford Coppola.

Backgrounds are rarely neutral territory, especially in shots that are in deep focus and in
movies that are photographed on location. In this scene, a ne'er-do-well spoiled sister defies
her authoritarian brother (Pacino) by insisting on marrying a sleazy lounge lizard, whom the
brother scarcely deigns to acknowledge. The image is split in half, with the brother dominat-
ing his sister from the top right, even though he's in the background. The sleazoid is isolated
on the left by the imprisoning curved fireplace from above and a correspondingly curved
chair that keeps him distanced from his precious prey. Their touching hands is a brave ges-
ture of solidarity, though far too feeble to withstand the brother's wrath. He will prevail, as

Usual. (Paramount Pictures)
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2-24a. The Blue Angel (Germany, 1930), with Marlene Dietrich (left foreground), directed
by Josef von Sternberg, (jams Films)

Density of texture refers to the amount of visual detail in a picture. How much information
does the filmmaker pack into the image and why? Most movies are moderately textured,
depending on the amount of light thrown on the subject matter Some images are stark,
whereas others are densely textured. The degree of density is often a symbolic analogue of
the quality of life in the world of the film. The cheap cabaret setting of The Blue Angel is
chaotic and packed, swirling in smoke and cluttered with tawdry ornaments. The atmos-
phere seems almost suffocating. The stark futuristic world of THX /138 is sterile, empty.

2-24b. THX 1138 (U.S.A., 1971), with Robert Duvall and Donald Pleasence, directed by
George Lucas. (Warner Bros.)
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A number of psychologists and anthropologists—including Konrad
Lorenz, Robert Sommers, and Edward T. Hall—have explored these and
related questions. Their findings are especially revealing in terms of how space
is used in cinema. In his study On Aggression, for example, Lorenz discusses how
most animals—including humans—are territorial. That is, they lay claim to a
given area and defend it from outsiders. This territory is a kind of personal
haven of safety and is regarded by the organism as an extension of itself. When
living creatures are too tightly packed into a given space, the result can be
stress, tension, and anxiety. In many cases, when this territorial imperative is
violated, the intrusion can provoke aggressive and violent behavior, and some-
times a battle for dominance ensues over control of the territory.

Territories have a spatial hierarchy of power. That is, the most dominant
organism ofa community is literally given more space, whereas the less dominant
are crowded together. The amount of space an organism occupies is generally
proportioned to the degree of control it enjoys within a given territory. These
spatial principles can be seen in many human communities as well. A classroom,
for example, is usually divided into a teaching area and a student seating area,
but the proportion of space allotted to the authority figure is greater than that
allotted to each of those being instructed. The spatial structure of virtually any
kind of territory used by humans betrays a discernible concept of authority. No
matter how egalitarian we like to think ourselves, most of us conform to these
spatial conventions. When a distinguished person enters a crowded room, for
example, most people instinctively make room for him or her. In fact, they're giv-
ing that person far more room than they themselves occupy.

But what has all this got to do with movies? A great deal, for space is
one of the principal mediums of communication in film. The way that people
are arranged in space can tell us a lot about their social and psychological rela-
tionships. In film, dominant characters are almost always given more space to
occupy than others—unless the film deals with the loss of power or the social
insignificance of a character. The amount of space taken up by a character in a
movie doesn't necessarily relate to that person's actual social dominance, but to
his or her dramatic importance. Authoritarian figures like kings generally
occupy a larger amount of space than peasants; but ifa film is primarily about
peasants, they will dominate spatially. In short, dominance is defined contextu-
ally in film—not necessarily the way it's perceived in real life.

The movie frame is also a kind of territory, though a temporary one,
existing only for the duration of the shot. The way space is shared within the
frame is one of the major tools of the metteur en scene, who can define, adjust,
and redefine human relationships by exploiting spatial conventions. Further-
more, once a relationship has been established, the director can go on to other
matters simply by changing the camera setup. The film director, in other
words, is not confined to a spatial area that's permanent throughout the scene.
A master of mise en scene can express shifting psychological and social
nuances with a single shot—by exploiting the space between characters, the



2-25a. Grand  Illusion (France,
1937), with (center to right) Erich
von  Stroheim,  Pierre Fresnay, and
Jean Gabin; directed by Jean Renoir.
Tight and loose framing derive their
symbolic significance from the dra-
matic context: They're not intrinsi-
cally meaningful. In Renoir's World
War | masterpiece, for example, the
tight frame, in effect, becomes a
symbolic prison, a useful technique
in films dealing with entrapment,
confinement, or literal imprison-
ment. (Janus Films)

2-25b. What's Love Got to Do
With It (U.S.A., 1993), with Laurence
Fishburne and Angela Bassett.
directed by Brian Gibson.

In this scene, the Fishburne charac-
ter has just suffered a traumatic
shock, and Bassett tries to comfort
him by holding him close. The tightly
framed shot provides nurturing inti-
macy: Moving the camera so close to
the characters suggests a protective
buffer against the hostile outside
world. The tight framing doesn't con-
fine, it cocoons the characters.

(©Touchstone Pictures. All Rights Reserved.)




2-26a, b, c.

The full front position is the
most intimate type of staging;
the most accessible, direct, and
clear; and often the most
aggressive, especially if the
actors are moving toward the
camera.

2-26a. Sons of the Desert
(U.S.A., 1933), with Stan Lau-
rel and Oliver Hardy, directed
by William Setter

Actors almost never look at the
camera, but there have been a
few exceptions, especially
among comic performers. Like Eddie Murphy in our own time, Oliver

Hardy was a supreme master of this technique. Whenever Stan does
something really dumb (which usually results in a loss of dignity for his
partner), Ollie turns to the camera—to us—trying to restrain his exas-
peration, appealing to our sympathy as fellow superior beings. Only we
can truly appreciate the profound depths of his patience. The dimwitted
Stanley, totally puzzled as usual, is standing in a quarter-turn position,
absorbed by other matters entirely, wondering how he'll defend him-
self against Ollie's inevitable another-fine-mess accusation. cm>

2-26Db. Leaving Las Vegas (U.S.A., 1996), with Nicolas Cage and
Elizabeth Shue, directed by Mike Figgis.

The full front position offers us an intimate view of the characters,
especially in close-up: we can explore their faces as spiritual land-
scapes. In complex shots such as this, we are privy to more informa-
tion than the characters themselves. The Cage character is too
ashamed to look directly at his companion, and he recounts his sad
story with his back turned to her. We are allowed an intimate view of
his melancholy face as well as her compassionate expression as she
listens. (United Artists)

2-26¢. Armageddon (U.S.A., 1999),
with  Bruce  Willis  front and center),
directed by Michael Bay.

The full front position can also be con-
frontational, for the characters appear to
face us straight on, without flinching.
What could be more appropriate for a
group of space warriors who are prepar-
ing to save the planet as we know it?

(Touchstone Pictures and Jerry Bruckheimer. Inc.)



2-27. U-Turn (U.S.A., 1997), with Sean Penn and Jennifer Lopez,
directed by Oliver Stone.
The profile position catches characters unaware as they face each other or

look off frame left or right. We're allowed unimpeded freedom to stare, to
analyze. Less intimate than the full-front or quarter-turn position, the pro-
file view is also less emotionally involving. We view the characters from a
detached, neutral perspective, cmstarpictures)

depth planes within the images, the intrinsically weighted areas of the frame,
and the direction the characters are facing vis-a-vis the camera.

An actor can be photographed in any offive basic positions, each convey-
ing different psychological undertones: (1) ///// front—lacing the camera; (2) the
quarter turn;, (3) profile—looking off frame left or right; (4) the three-quarter turn;
and (5) hack to camera. Because the viewer identifies with the camera's lens, the
positioning of the actor vis-a-vis the camera will determine many of our reactions.
The more we see of the actor's face, the greater our sense of privileged intimacy;
the less we see, the more mysterious and inaccessible the actor will seem.

The full-front position is the most intimate—the character is looking in
our direction, inviting our complicity. In most cases, of course, actors ignore
the camera—ignore us—yet our privileged position allows us to observe them
with their defenses down, their vulnerabilities exposed. On those rare occa-
sions when a character acknowledges our presence by addressing the camera,
the sense of intimacy is vastly increased, for in effect we agree to become his or
her chosen confidants. One of the greatest masters of this technique was Oliver
Hardy, whose famous slow burn was a direct plea for sympathy and understand-
ing (2-26a).

The quarter turn is the favored position of most filmmakers, for it pro-
vides a high degree of intimacy but with less emotional involvement than the
full-front position. The profile position is more remote. The character seems
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unaware of being observed, losl in his or her own thoughts (2-27). The three-
quarter turn is more anonymous. This position is useful for conveying a charac-
ter's unfriendly or antisocial feelings, for in effect, the character is partially
turning his or her back on us, rejecting our interest (2-28). When a character
has his or her back to the camera, we can only guess what's taking place inter-
nally. This position is often used to suggest a character's alienation from the
world. It is useful in conveying a sense of concealment, mystery. We want to see
more (2-29).

The amount of open space within the territory of the frame can be
exploited for symbolic purposes. Generally speaking, the closer the shot, the
more confined the photographed figures appear to be. Such shots are usually
referred to as tightly framed. Conversely, the longer, loosely framed shots tend

2-28. Night Moves (U.S.A., 1975), with Gene Hackman (extreme right, in three-quarter-
turn position), directed by Arthur Penn.

The three-quarter-turn position is a virtual rejection of the camera, a refusal to cooperate with
our desire to see more. This type of staging tends to make us feel like voyeurs prying into the
private affairs of the character, who seems to wish we'd go away. In this shot, Penn's mise en

scene embodies a sense of alienation: Each character is imprisoned in his or her own space
cubicle. They look buried alive. (Warner Bros.)




2-29. Red Desert (Italy, 1964), with Carlo Chionetti, Monica Vitti and Richard Harris (back
to camera); directed by Michelangelo Antonioni.

When characters turn their backs to the camera, they seem to reject us outright or to be
totally unaware of our existence. We long to see and analyze their facial expressions, but
we're not permitted this privilege. The character remains an enigma. Antonioni is one of the
supreme masters of mise en scene, expressing complex interrelationships with a minimum
of dialogue. The protagonist in this film (Vitti) is just recovering from an emotional break-
down. She is still anxious and fearful, even of her husband (Chionetti). In this shot, she
seems trapped, like a wounded and exhausted animal, between her husband and his busi-
ness associate. Note how the violent splashes of red paint on the walls suggest a hemorrhag-
ing effect. (Rizzoli Film)

to suggest freedom. Prison films often use tightly framed close-ups and
medium shots because the frame functions as a kind of symbolic prison. In 4
Condemned Man Escapes, for example, Robert Bresson begins the movie with a
close-up of the hero's hands, which are bound by a pair of handcuffs. Through-
out the film, the prisoner makes elaborate preparations to escape, and Bresson
preserves the tight framing to emphasize the sense of claustrophobia that the
hero finds unendurable. This spatial tension is not released until the end of the
movie when the protagonist disappears into the freedom of the darkness out-
side the prison walls. His triumphant escape is photographed in a loosely
framed long shot—the only one in the film—which also symbolizes his sense of
spiritual release. Framing and spatial metaphors of this kind are common in
films dealing with the theme of confinement—either literal, as in Renoir's
Grand Illusion (2-25a), or psychological, as in The Graduate (2-19).
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2-30. Publicity photo for Much Ado About Nothing (Great Britain, 1993), with Michael
Keaton, Keanu Reeves, Robert Sean Leonard, Kate Beckinsale, Emma Thompson, Kenneth
Branagh, and Denzel Washington; directed by Branagh.

Publicity photos often feature performers who look directly into the camera, inviting us to
join their world, seducing us with their friendly smiles. Of course, during the movie itself,
actors almost never look into the camera. We are merely allowed to be voyeurs while they
Studiously ignore Our existence. (The Samuel Goldwyn Company)

Often a director can suggest ideas of entrapment by exploiting per-
fectly neutral objects and lines on the set. In such cases, the formal characteris-
tics of these literal objects tend to close in on a figure, at least when viewed on
the flat screen (2-28). Michelangelo Antonioni is a master of this technique. In
Red Desert, for example, the heroine (Monica Vitti) describes a mental break-
down suffered by a friend she once knew. The audience suspects she's speaking
of her own breakdown, however, for the surface of the image implies constric-
tion: While she talks, she's riveted to one position, her figure framed by the
lines of a doorway behind her, suggesting a coffinlike enclosure. When figures
are framed within a frame in this manner, a sense of confinement is usually
emphasized (see also 2-29).
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Territorial space within a frame can be manipulated with considerable
psychological complexity. When a figure leaves the frame, for example, the
camera can adjust to this sudden vacuum in the composition by panning
slightly to make allowances for a new balance of weights. Or the camera can
remain stationary, thus suggesting a sense of loss symbolized by the empty
space that the character formerly occupied. Hostility and suspicion between
two characters can be conveyed by keeping them at the edges of the composi-
tion, with a maximum of space between them (2-31d) or by having an intrusive
character force his or her physical presence into the other character's territory,
which is temporarily defined by the confines ofthe frame.

Spatial conventions vary from culture to culture, as anthropologist
Edward T. Hall demonstrated in such studies as The Hidden Dimension and The
Silent Language. Hall discovered that proxemic patterns—the relationships of
organisms within a given space—can be influenced by external considerations.
Climate, noise level, and the degree of light all tend to alter the space between
individuals. People in Anglo-Saxon and Northern European cultures tend to use
more space than those in warmer climates. Noise, danger, and lack oflight tend
to make people move closer together. Taking these cultural and contextual con-
siderations into account, Hall subdivided the way people use space into four
major proxemic patterns: (1) the intimate, (2) the personal, (3) the social, (4) the
public distances.

Intimate distances range from skin contact to about eighteen inches
away. This is the distance of physical involvement—of love, comfort, and ten-
derness between individuals. With strangers, such distances would be regarded
as intrusive. Most people would react with suspicion and hostility if their space
were invaded by someone they didn't know very well. In many cultures, main-
taining an intimate distance in public is considered bad taste.

The personal distance ranges roughly from eighteen inches away to
about four feet away. Individuals can touch if necessary, since they are literally
an arm's-length apart. These distances tend to be reserved for friends and
acquaintances rather than lovers or members of a family. Personal distances
preserve the privacy between individuals, yet these ranges don't necessarily sug-
gest exclusion, as intimate distances almost always do.

Social distances range from four feet to about twelve feet. These are the
distances usually reserved for impersonal business and casual social gatherings.
It's a friendly range in most cases, yet somewhat more formal than the personal
distance. Ordinarily, social distances are necessary when there are more than
three members of a group. In some cases, it would be considered rude for two
individuals to preserve an intimate or personal distance within a social situa-
tion. Such behavior might be interpreted as standoffish.



2-31 a. Like Water for Chocolate (Mexico, 1992), with Lumi Cavazos and Marco Leonardi,
directed by Alfonso Arau. (Miramax  Films)

2-31la,b,c,d.

Although each of these photos portrays a conversation between a man and a woman, each is
staged at a different proxemic range, suggesting totally different undertones. The intimate
proxemics of Like Water for Chocolate are charged with erotic energy: The characters are liter-
ally flesh to flesh. In Return to Paradise, the characters are strongly attracted to each other,

2-31b. Return to Paradise (U.S.A., 1998), with Vince Vaughn and Anne Heche, directed by
Joseph Ruben. (Polygram  Films)
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2-31c. Your Friends & Neighbors (U.S.A., 1998), with Ben Stiller and Catherine Keener,
directed by Neil LaBute. (Gramercy Pictures)

2-31 continued

but they remain at a more discreet personal proxemic range, with each respecting the other's
space. The characters in Your Friends & Neighbors are more wary, especially the woman, who
seems to find her blowhard date extremely resistible. The characters in Zabriskie Point are
barely on speaking terms. The social proxemic range between them implies a lot of suspicion
and reserve. Psychologically, they're miles apart. Each of these shots contains similar subject
matter, but the real content of each is defined by its form—in this case, the proxemic ranges
between the actors.

2-31d. Zabriskie Point (U.S.A., 1970), with Rod Taylor and Daria Halprin, directed by
Michelangelo Antonioni. (MGM)
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2-32. Persona (Sweden, 1966), with Liv Ullmann, directed by Ingmar Bergman.
Throughout this scene, which contains no dialogue, Bergman uses space to communicate his
ideas—space within the frame and the space implied between the camera (us) and the sub-
ject. The character is in a hospital room watching the news on television (a). Suddenly, she
sees a horrifying scene of a Buddhist monk setting himself on fire to protest the war in Viet-
nam. She retreats to the corner of the room, to the very edge of the frame (b). Bergman then
cuts to a closer shot (c), intensifying our emotional involvement. The full horror of her reac-
tion is conveyed by the extreme close-up (d), bringing us into an intimate proximity with her.
(United  Artists)

Public distances extend from twelve feet to twenty-five feet and more.
This range tends to be formal and rather detached. Displays of emotion are
considered bad form at these distances. Important public figures are generally
seen in the public range, and because a considerable amount of space is
involved, people generally must exaggerate their gestures and raise their voices
to be understood clearly.

Most people adjust to proxemic patterns instinctively. We don't usually
say to ourselves, "This person is invading my intimate space" when a stranger
happens to stand ecighteen inches away from us. However, unless we're in a
combative mood, we involuntarily tend to step away in such circumstances.
Obviously, social context is also a determining factor in proxemic patterns. In a
crowded subway car, for example, virtually everyone is in an intimate range, yet
we generally preserve a public attitude by not speaking to the person whose
body is literally pressed against our own.

80



;\\ise <"n Scene

Proxemic patterns are perfectly obvious to anyone who has bothered to
observe the way people obey certain spatial conventions in actual life. But in
movies, these patterns are also related to the shots and their distance ranges.
Although shots are not always defined by the literal space between the camera
and the object photographed, in terms of psychological effect, shots tend to
suggest physical distances.

Usually, filmmakers have a number of options concerning what kind of
shot to use to convey the action of a scene. What determines their choice—
though usually instinctively rather than consciously—is the emotional impact
of the different proxemic ranges. Each proxemic pattern has an approximate
camera equivalent. The intimate distances, for example, can be likened to the
close and extreme close shot ranges. The personal distance is approximately a
medium close range. The social distances correspond to the medium and full
shot ranges. And the public distances are roughly within the long and extreme
long shot ranges. Because our eyes identify with the camera's lens, in effect we
are placed within these ranges vis-a-vis the subject matter. When we are offered
a close-up of a character, for example, in a sense we feel that we're in an inti-
mate relationship with that character. In some instances, this technique can
bind us to the character, forcing us to care about him or her and to identify
with his or her problems. If the character is a villain, the close-up can produce
an emotional revulsion in us; in effect, a threatening character seems to be
invading our space.

In general, the greater the distance between the camera and the subject,
the more emotionally neutral we remain. Public proxemic ranges tend to
encourage a certain detachment. Conversely, the closer we are to a character,
the more we feel that we're in proximity with him or her and hence the greater
our emotional involvement. "Long shot for comedy, close-up for tragedy" was
one of Chaplin's most famous pronouncements. The proxemic principles are
sound, for when we are close to an action—a person slipping on a banana peel,
for example—it's seldom funny, because we are concerned for the person's
safety. [f we see the same event from a greater distance, however, it often strikes
us as comical. Chaplin used close-ups sparingly for this very reason. As long as
Charlie remains in long shots, we tend to be amused by his antics and absurd
predicaments. In scenes of greater emotional impact, however, Chaplin resorted
to closer shots, and their effect is often devastating on the audience. We sud-
denly realize that the situation we've been laughing at is no longer funny.

Perhaps the most famous instance of the power of Chaplin's close-ups
is found at the conclusion of City Lights. Charlie has fallen in love with an
impoverished flower vendor who is blind. She believes him to be an eccentric
millionaire, and out of vanity he allows her to continue in this delusion. By
engaging in a series of monumental labors—love has reduced him to work—he
manages to scrape together enough money for her to receive an operation that
will restore her sight. But he is dragged off tojail before she can scarcely thank
him for the money. The final scene takes place several months later. The young
woman can now see and owns her own modest flower shop. Charlie is released



2-33a. The Gold Rush (U.S.A.,
1925), with  Charles Chaplin  and
Georgia Hale, directed by Chaplin.

Both these scenes involve a fear of
rejection by a woman Charlie holds
in awe. The scene from The Gold
Rush is predominantly comical. The
tramp has belted his baggy pants
with a piece of rope, but he doesn't
realize it is also a dog's leash, and
while dancing with the saloon girl,
Charlie is yanked to the floor by the
jittery dog at the other end of the
rope. Because the camera remains
relatively distant from the action, we
tend to be more objective and
detached and we laugh at his futile
attempts 'to preserve his dignity. On
the other hand, the famous final shot
from City Lights isn't funny at all and
produces a powerful emotional
effect. Because the camera is in close,
we get close to the situation. The
proxemic distance between the cam-
era and the subject forces us to iden-
tify more with his feelings, which we
can't ignore at this range.

(rbc Films)

2-33b. City Lights (U.S.A., 1931),
with  Charles  Chaplin,  directed by
Chaplin.
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from prison, and disheveled and dispirited, he meanders past her shop win-
dow. She sees him gazing at her wistfully and jokes to an assistant that she's
apparently made a new conquest. Out of pity she goes out to the street and
offers him a flower and a small coin. Instantly, she recognizes his touch. Hardly
able to believe her eyes, she can only stammer, "You?" In a series ofalternating
close-ups, their embarrassment is unbearably prolonged (2-33b). Clearly, he is
not the idol of her romantic fantasies, and he is painfully aware of her disap-
pointment. Finally, he stares at her with an expression of shocking emotional
nakedness. The film ends on this image of sublime vulnerability.

The choice of a shot is generally determined by practical considera-
tions. Usually, the director selects the shot that most clearly conveys the dra-
matic action of a scene. If there is a conflict between the effect of certain prox-
emic ranges and the clarity needed to convey what's going on, most filmmakers
will opt for clarity and gain their emotional impact through some other means.
But there are many times when shot choice isn't necessarily determined by
functional considerations.

The concepts of open and closed forms are generally used by art histo-
rians and critics, but these terms can also be useful in film analysis. Like most
theoretical constructs, they are best used in a relative rather than absolute
sense. There are no movies that are completely open or closed in form, only
those that tend toward these polarities. Like other critical terms, these should
be applied only when they are relevant and helpful in understanding what actu-
ally exists in a movie.

Open and closed forms are two distinct attitudes about reality. Each has
its own stylistic and technical characteristics. The two terms are loosely related
to the concepts of realism and formalism as they have been defined in these
chapters. In general, realist filmmakers tend to use open forms, whereas for-
malists lean toward closed. Open forms tend to be stylistically recessive,
whereas closed forms are generally self-conscious and conspicuous.

In terms of visual design, open form emphasizes informal, unobtrusive
compositions. Often, such images seem to have no discernible structure and
suggest a random form of organization. Objects and figures seem to have been
found rather than deliberately arranged (2-35). Closed form emphasizes a
more stylized design. Although such images can suggest a superficial realism,
seldom do they have that accidental, discovered look that typifies open forms.
Objects and figures are more precisely placed within the frame, and the bal-
ance of weights is elaborately worked out.

Open forms stress apparently simple techniques, because with these
unself-conscious methods the filmmaker is able to emphasize the immediate,
the familiar, the intimate aspects of reality. Sometimes such images are pho-
tographed in only partially controlled situations, and these aleatory conditions



2-34. Mrs. Soffel (U.S.A., 1984), with Diane Keaton (center), directed by Gillian Armstrong.
Period films have a tendency to look stagey and researched, especially when the historical
details are too neatly presented and the characters are posed in a tightly controlled setting.
Armstrong avoided this pitfall by staging many of her scenes in open form, almost like a doc-
umentary caught on the run. Note how the main character (Keaton) and her children are
almost obscured by the unimportant extra at the left. A more formal image would have elim-
inated such "distractions" as well as the cluttered right side of the frame and brought the
principal characters toward the foreground. Armstrong achieves a more realistic and sponta-
neous effect by deliberately avoiding an "arranged" look in her mise en scene. (MCM/umted

Artists)

can produce a sense of spontaneity and directness that would be difficult to
capture in a rigidly controlled context (2-36).

Closed forms are more likely to emphasize the unfamiliar. The images
are rich in textural contrasts and compelling visual effects. Because the mise en
scene is more precisely controlled and stylized, there is often a deliberate artifi-
ciality in these images—a sense of visual improbability, of being one remove
from reality. Closed forms also tend to be more densely saturated with visual
information; richness of form lakes precedence over considerations of surface
realism. If a conflict should arise, formal beauty is sacrificed for truth in open
forms; in closed forms, on the other hand, literal truth is sacrificed for beauty.

Compositions in open and closed forms exploit the frame differently.
In open-form images, the frame tends to be deemphasized. It suggests a win-
dow, a temporary masking, and implies that more important information lies
outside the edges of the composition. Space is continuous in these shots, and
to emphasize its continuity outside the frame, directors often favor panning
their camera across the locale. The shot seems inadequate, too narrow in its
confines to contain the copiousness of the subject matter. Like many of the
paintings of Edgar Degas (who usually favored open forms), objects and even
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2-35. The Garden of the Finzi-Continis (Italy, 1970), with Dominique Sanda (center),
directed by Vittorio De Sica.
Realist directors are more likely to prefer open forms, which tend to suggest fragments of a

larger external reality. Design and composition are generally informal. Influenced by the aes-
thetic of the documentary, open-form images seem to have been discovered rather than
arranged. Excessive balance and calculated symmetry are avoided in favor of an intimate
and spontaneous effect. Still photos in open form are seldom picturesque or obviously artful.
Instead, they suggest a frozen instant of truth—a snapshot wrested from the fluctuations of
time. This scene deals with the exportation of Italian Jews to Nazi Germany. Their lives are
suddenly thrown into chaos.. (Cinema 5)

figures are arbitrarily cut off by the frame to reinforce the continuity of the sub-
ject matter beyond the formal edges of the composition.

In closed forms, the shot represents a miniature proscenium arch, with
all the necessary information carefully structured within the confines of the
frame. Space seems enclosed and self-contained rather than continuous. Ele-
ments outside the frame are irrelevant, at least in terms ofthe formal properties
of the individual shot, which is isolated from its context in space and time
(2-37).

For these reasons, still photos taken from movies that are predomi-
nantly in open form are not usually very pretty. There is nothing intrinsically
striking or eye-catching about them. Books about movies tend to favor photos
in closed form because they are usually more obviously beautiful, more "com-
posed." The beauty ofan open-form image, on the other hand, is more elusive.
It can be likened to a snapshot that miraculously preserves some candid rare
expression, a kind of haphazard instant of truth, a certain visual ambiguity.

In open-form movies, the dramatic action generally leads the camera.
In such movies as Faces and Husbands, for example, John Cassavetes emphasized
the fluidity of the camera as it dutifully follows the actors wherever they wish to
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2-36. Space Cowboys (U.S.A., 2000), with Clint Eastwood and Tommy Lee Jones; directed
by  Eastwood.

This photo is in open form, but it's also tightly framed, allowing the characters very little
room for movement. Open form always suggests an incomplete visual idea, with important
information missing or cut off by the unaccommodating frame. Of course, a// images have
to be cut off somewhere, but in open-form images, the outer edges of the picture often
seem inappropriately arbitrary, producing an unbalanced composition, as though the tumul-
tuous sprawl of the subject matter was too uncontrolled to be packaged tidily. Often, such
scenes are photographed with a hand-held camera to suggest a haphazard, impromptu

recording. (Warner Bros.)

go, seemingly placed at their disposal. Such films suggest that chance plays an
important role in determining visual effects. Needless to say, it's not what actu-
ally happens on a set that's important, but what seems to be happening on the
screen. In fact, many of the simplest effects in an open-form movie are
achieved after much painstaking labor and manipulation.

In closed-form films, on the other hand, the camera often anticipates
the dramatic action. Objects and actors are visually blocked out within the con-
fines of a predetermined camera setup. Anticipatory setups tend to imply fatal-
ity or determinism, for in effect, the camera seems to know what will happen
even before it occurs. In the films of Fritz Lang, for example, the camera often
seems to be waiting in an empty room: The door opens, the characters enter,
and the action then begins. In some of Hitchcock's movies, a character is seen at
the edge of the composition, and the camera seems to be placed in a disadvan-
tageous position, too far removed from where the action is apparently going to
occur. But then the character decicies to return to that area where the camera
has been waiting. When such setups are used, the audience also tends to antici-
pate actions. Instinctively, we expect something or someone to fill in the visual
vacuum of the shot. Philosophically, open forms tend to suggest freedom of
choice, a multiplicity of options open to the characters. Closed forms, con-



2-37. Another  Country (Great Britain, 1984), with Rupert Everett (center doorway),
directed by Marek Kanievska.

In closed form, the frame is a self-sufficient miniature universe with all the formal elements
held in careful balance. Though there may be more information outside the frame, for the
duration of any given shot this information is visually irrelevant. Closed forms are often used
in scenes dealing with entrapment or confinement, such as this shot in which the protagonist
is about to be disciplined by his boarding school superiors,  (Orion classics)

versely, tend to imply destiny and the futility of the will: The characters don't
seem to make the important decisions; the camera does—and in advance.

Open and closed forms are most effective in movies where these tech-
niques are appropriate to the subject matter. A prison film using mostly open
forms is not likely to be emotionally convincing. Most movies use both open
and closed forms, depending on the specific dramatic context. Renoir's Grand
lllusion, for example, uses closed forms for the prison camp scenes and open
forms after two of the prisoners escape.

Like most cinematic techniques, open and closed forms have certain
limitations as well as advantages. When used to excess, open forms can seem
sloppy and naive, like an artless home movie. Too often, open forms can seem
uncontrolled, unfocused, and even visually ugly. Occasionally, these techniques
are so blandly unobtrusive that the visuals are boring. On the other hand,
closed forms can seem arty and pretentious. The images are so unspontaneous
that their visual elements look computer-programmed. Many viewers are
turned off by the stiff formality of some closed-form films. At their worst, these
movies can seem decadently overwrought—all icing and no cake.

A systematic mise en scene analysis of any given shot includes the fol-
lowing fifteen elements:
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2-38. Full Metal Jacket (Great Britain/U.S.A., 1987), directed by Stanley Kubrick.

Even within a single scene, filmmakers will switch from open to closed forms, depending on
the feelings or ideas that are being stressed in each individual shot. For example, both of
these shots take place during a battle scene in the Vietnamese city of Hue. In (a), the charac-
ters are under fire, and the wounded soldier's head is not even in the frame. The form is
appropriately open. The frame functions as a temporary masking device that's too narrow in
its scope to include all the relevant information. Often, the frame seems to cut figures off in
an arbitrary manner in open form, suggesting that the action is continued off screen, like
newsreel footage that was fortuitously photographed by a camera operator who was unable
to superimpose an artistic form on the runaway materials. In (b), the form is closed, as four
soldiers rush to their wounded comrade, providing a protective buffer from the outside
world. Open and closed forms aren't intrinsically meaningful, then, but derive their signifi-
cance from the dramatic context. In some cases, closed forms can suggest entrapment
(2-37); in other cases, such as (b), closed form implies security, camaraderie,  (wamer Bros.)




J]Wise en Scene 89

1. Dominant. Where is our eye attracted first? Why?

2. Lighting key. High key? Low key? High contrast? Some combination of
these?

3. Shot and camera proxemics. What type of shot? How far away is the camera
from the action?

4. Angle. Are we (and the camera) looking up or down on the subject? Or
is the camera neutral (eye level)?

5. Color values. What is the dominant color? Are there contrasting foils? Is
there color symbolism?

6. Lens/filter/stock. How do these distort or comment on the pho-
tographed materials?

7. Subsidiary contrasts. What are the main eye-stops after taking in the
dominant?

8. Density. How much visual information is packed into the image? Is the
texture stark, moderate, or highly detailed?

9. Composition. How is the two-dimensional space segmented and organ-
ized? What is the underlying design?

10. Form. Open or closed? Does the image suggest a window that arbitrarily
isolates a fragment of the scene? Or a proscenium arch, in which the
visual elements are carefully arranged and held in balance?

11. Framing. Tight or loose? Do the characters have no room to move
around, or can they move freely without impediments?

12. Depth. On how many planes is the image composed? Does the back-
ground or foreground comment in any way on the midground?

13. Character placement. What part of the framed space do the characters
occupy? Center? Top? Bottom? Edges? Why?

14. Staging positions. Which way do the characters look vis-a-vis the
camera?

15. Character proxemics. How much space is there between the characters?

These visual principles, with appropriate modifications, can be applied
to any image analysis. Of course, while we're actually watching a movie, most of
us don't have the time or inclination to explore all fifteen elements of mise en
scene in each shot. Nonetheless, by applying these principles to a still photo,
we can train our eyes to "read" a movie image with more critical sophistication.

For example, the image from M (2-40) is a good instance of how form
(mise en scene) is actually content. The shot takes place near the end of the
movie. A psychotic child-killer (Lorre) has been hunted down by the members of
the underworld. These "normal" criminals have taken him to an abandoned
warehouse where they intend to prosecute and execute the psychopath for his
heinous crimes and in doing so take the police heat off themselves. In this scene,
the killer is confronted by a witness (center) who holds an incriminating piece of
evidence—a balloon. The components of the shot include the following:



2-39. Production photo from
Booty Call (U.S.A., 1997), with
(front to rear) director Jeff Pollack
and actor Jamie Foxx, co-producers
John M. Eckert and John Morrissey,
and (standing) actor Tommy David-
son.

Many filmmakers insist on using a
video assist monitor on their sets
as a quick-check device before
actually shooting a scene on film
stock. Stock is more expensive and
not nearly so immediate in terms
of feedback. By photographing a
scene with a video camera, the
director can correct any problems

in the staging and mise en scene.

The actors can check to see if their performances are too subdued or too broad or too what-
ever. The cinematographer can preview the lighting and camerawork. And the producers can
see if their money is going down the drain. When everyone is satisfied, they can then pro-
ceed to shoot the scene on movie stock. The video run-through is like a preliminary sketch
for a finished painting or a dress rehearsal for a stage play. (Columbia Pictures)

10.

. Dominant. The balloon, the brightest object in the frame. When the

photo is turned upside down and converted to a pattern of abstract
shapes, its dominance is more readily discernible.

. Lighting key. Murky low key, with high-contrast spotlights on the balloon

and the four main figures.

. Shot and camera proxemics. The shot is slightly more distant than a full

shot. The camera proxemic range is social, perhaps about ten feet from
the dominant.

. Angle. Slightly high, suggesting an air of fatality.

Color values. The movie is in black and white.

. Lens/filter/slock. A standard lens is used, with no apparent filter. Stan-

dard slow stock.

. Subsidiary contrasts. The figures of the killer, the witness, and the two

criminals in the upper left.

. Density. The shot has a high degree of density, especially considering

the shadowy lighting. Such details as the texture of the brick walls, the
creases in the clothing, and the expressive faces of the actors are high-
lighted.

Composition. The image is divided into three general areas—Ileft, center,
and right—suggesting instability and tension.

Form. Definitely closed: The frame suggests a constricting cell, with no
exit for the prisoner.
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11. Framing. Tight: The killer is trapped in the same territory with his
threatening accusors.
12. Depth. The image is composed on three depth planes: the two figures in

the foreground, the two figures on the stairs in the midground, and the
brick wall of the background.

13. Character placement. The accusers and balloon tower above the killer,
sealing off any avenue of escape, while he cowers below at the extreme

right edge, almost falling into the symbolic blackness outside the
frame.

14. Staging positions. The accusers stand in a quarter-turn position, implying
a greater intimacy with us than the main character, who is in the profile
position, totally unaware of anything but his own terror.

15. Character proxemics. Proxemics are personal between the foreground
characters, the killer's immediate problem, and intimate between the
men on the stairs, who function as a double threat. The range between
the two pairs is social.

Actually, a complete mise en scene analysis of a given shot is even more
complex. Ordinarily, any iconographical elements, in addition to a costume
and set analysis, are considered part of the mise en scene. But since these ele-
ments are discussed in Chapters 6 and 7, respectively, we confine ourselves only
to these fifteen formal characteristics.

In these first two chapters, we've been concerned with the most impor-
tant source of meaning in the movies—the visual image. But of course movies
exist in time and have many other ways of communicating information. Photog-
raphy and mise en scene are merely two language systems of many. For this rea-

2-40. M (Germany, 1931), with
Peter Lorre (extreme right),
directed by Fritz Lang. (fanus Films)
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son, a film image must sometimes be restrained or less saturated with meanings
than a painting or still photo, in which all the necessary information is con-
tained within a single image. The principles of variation and restraint exist in all
temporal arts. In movies, these principles can be seen in those images that seem
rather uninteresting, usually because the dominant is found elsewhere—in the
music, for example, or the editing. In a sense, these images are visual rest areas.

A filmmaker has literally hundreds of different ways to convey mean-
ings. Like the painter or still photographer, the movie director can emphasize
visual dominants. In a scene portraying violence, for example, he or she can
use diagonal and zigzagging lines, aggressive colors, close-ups, extreme angles,
harsh lighting contrasts, unbalanced compositions, large shapes, and so on.
Unlike most other visual artists, the filmmaker can also suggest violence
through movement, either of the subject itself, the camera, or both. The film
artist can suggest violence through editing, by having one shot collide with
another in a kaleidoscopic explosion of different perspectives. Furthermore,
through the use of the soundtrack, violence can be conveyed by loud or rapid
dialogue, harsh sound effects, or strident music. Precisely because there are so
many ways to convey a given effect, the filmmaker will vary the emphasis, some-
times stressing image, sometimes movement, other times sound. Occasionally,
especially in climactic scenes, all three are used at the same time.
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The opening of a door, a hand, or an eye can bring about a
climax as thrilling as a crash of locomotives on the screen.
—RicHARD DYER MACCANN
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Overview

How movement can '"mean." Different types of movement: realistic, pantomime,
mime. Dance and choreography: the art of motion. The psychology of movement: lat-
eral motions, left or right, up or down, toward or away from the camera? Movement in
relation to the shots and angles. Movement and film genres: slapstick comedies, action
films, dance movies, animation, and musicals. Movement as metaphor: Kinetic sym-
bolism. The moving camera: kineticizing space. Dolly shots versus editing: the implica-
tions of each. Stasis versus dynamism: tripods or tracks? The mercurial instability of
the hand-held camera. Lyricism: cranes and other flying forms. Faux movement: zoom
shots. Mechanical distortions of motion: animation, fast motion, slow motion, reverse
motion, and freeze frames.

"Movies," "motion pictures," "moving pictures"—all these phrases suggest the
central importance of motion in the art of film. Cinema derives from the Greek
word for "movement," as do the words kinetic, kinesthesia, and choreography—
terms usually associated with the art of dance. Yet oddly enough, filmgoers and
critics give surprisingly little consideration to movement per se as a medium of

communication, as a language system. Like the image itself, motion is usually

3-1. Publicity photo of cinematographer Billy Bitzer, perched in front of a moving rail-
road engine with his famous "Biograph camera,"” circa 1908.

Almost from the inception of movies, innovative film artists like D. W. Griffith attempted to
kineticize their images by moving the camera into the action or alongside it by mounting
these bulky recording machines on various moving vehicles. Billy Bitzer, Griffith's gifted D.P.,
is regarded as the cinema's first great cinematographer.  (Kino on video)
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thought of in terms of gross subject matter. We tend to remember "what hap-
pens" only in a general sense. Ifwe were to describe a sequence from a ballet in
such vague terms, our discussion would certainly strike the sophisticated dance
enthusiast as naive. Yet cinematic sequences—which can be choreographed
with just as much or even greater complexity—are seldom appreciated for their
kinetic richness and beauty.

Like images, motion can be literal and concrete or highly stylized and
lyrical. In the kinetic arts—pantomime, ballet, modern dance—we find a wide
variety of movements, ranging from the realistic to the formally abstract. This
stylistic spectrum can also be seen in movies. For example, a naturalistic actor
like Spencer Tracy used only realistic movements, the same sort that could be
observed in actual life. Tracy moves so simply in his films that he hardly seems
to be acting. Pantomimists are more stylized in their movements. Chaplin, for
example, tended to use motion more balletically, more symbolically. A swagger-
ing gait and a twirling cane symbolized Charlie's (usually fleeting) arrogance
and conceit.

Even more stylized are the movements of performers in a musical. In
this genre, characters express their most intense emotions through song and
dance. A dance number is seldom meant to be taken literally: It's a stylized con-
vention that we accept as a symbolic expression ofcertain feelings and ideas. In
Singin' in the Rain, for example, Gene Kelly does an elaborate dance routine in
a downpour. He twirls around lampposts, splashes through puddles like a
happy idiot, and leaps ecstatically through a pelting rain—Iliterally nothing can
dampen the exhilaration of his love. A wide gamut of emotions is expressed in
this sequence, with each kinetic variation symbolizing the character's feelings
about his girl. She can make him feel dreamy, childlike, erotically stimulated,
brave and forthright, dopey and moonstruck, and finally wild with joy. In some
kinds ofaction genres, physical contests are stylized in a similar manner. Samu-
rai and kung-fu films, for example, often feature elaborately choreographed
sequences (37).

Ballet and mime are even more abstract and stylized. A great mime like
Marcel Marceau was not so much concerned with expressing literal ideas
(which is more properly the province of pantomime) as the essence of an idea,
stripped of superfluities. A twisted torso can suggest an ancient tree, bent
elbows its crooked branches, fluttering fingers the rippling of its leaves. In bal-
let, movements can be so stylized that we can't always assign a discernible con-
tent to them, though the narrative context generally provides us with at least a
vague sense of what the movements are supposed to represent. On this level of
abstraction, however, movements acquire self-justifying characteristics. They
are lyrical: That is, we respond to them more for their own beauty than for
their function as symbolic expressions of ideas.
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3-2a. Temptress Moon (China/Hong Kong, 1997), with Cong Li (white dress), directed by
Chen Kaige  (Miramax Films)

Stasis and motion—two different worldviews. The image from Temptress Moon portrays a
static world of frozen possibilities, where women are expected to be subservient, silent, and
still. The world of professional football portrayed in Any Given Sunday is a breathless blur of
motion, where the whirling camera is hardly able to keep the (mostly male) characters in
focus.

3-2b. Any Given Sunday (U.S.A.,
1999), with Al Pacino, directed by
Oliver Stone. (Warner Bros.)
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The function of the choreographer is to translate feel-
ings and ideas into movement, sometimes dreamlike
and surreal, sometimes exquisitely lyrical, other
times vibrantly energetic.

3-3a. Oklahoma! (U.S.A., 1955), choreography by
Agnes de Mille, directed by Fred Zinnemann.

Though primarily a stage choreographer, Agnes de
Mille revolutionized the American musical by intro-
ducing lengthy ballet sequences. Often these ballets
developed the story and deepened the characteriza-
tion. This famous "dream ballet," a faithful transla-
tion of her choreography for the landmark 1943
stage musical by Rodgers and Hammerstein, is a pro-
jection of the heroine's anxieties. Like many dreams,
it combines concrete realistic details with symbolic
stylizations into a surrealistic space that's both famil-
iar and strange. Agnes de Mille exerted an enormous
influence on film choreography, especially the work
of Gene Kelly. (Miramax Films)

3-3b. An American in Paris (U.S.A., 1951), with
Gene Kelly and Leslie Caron, choreography by Kelly,
score by George Gershwin, directed by Vincente
Minnelli.

Kelly worked in a broad range of dancing styles—tap,
ballroom, modern, and ballet. He was usually at his
best in muscular, gymnastic styles, with an emphasis
on virile trajectories and bravura leaps. But he was
also charming in nonchalant styles, to which he usu-
ally added a characteristic swagger. He often incorpo-
rated lengthy ballet sequences in his movies, gener-
ally a dream sequence or a fantasy. Kelly's dancing is
sexy, with an emphasis on pelvic movements, tensed
loins, twisting torsos, and close-to-the-floor gyrations.
He usually wore close-fitting clothes to emphasize his
well-muscled body. He also allowed his personality to
shine through, breaking the formality of the choreogra-
phy with a cocky grin or an ecstatic smile that's as
hammy as it is irresistible, (MCM)

3-3c. Seven Brides for Seven Brothers (U.S.A.,
1954), with Jacques DAmboise (flying aloft), choreog-
raphy by Michael Kidd, directed by Stanley Donen.
Unlike such important film choreographers as Busby
Berkeley, Gene Kelly, and Bob Fosse, the versatile
Michael Kidd had no signature style. He could work
his magic in a variety of idioms. For example, his
choreography in this classic musical is athletic and
pumped up with testosterone. Kidd also choreo-
graphed the romantically ethereal "Dancing in the
Dark" number from The Band Wagon, with Fred Astaire and Cyd Charisse gliding ly
through New York's Central Park like enraptured apparitions. It is one of the all-time
dance numbers in the history of movies. In 1997, Michael Kidd was given an honorary
emy Award for lifetime achievement in film choreography.  <uem
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3-4. Enter the Dragon (Hong Kong, 1973), with Bruce Lee (dark trousers), directed by
Robert  Clouse.

Physical contests such as brawls, sword fights, and Oriental self-defense methods can be
choreographed with considerable kinetic grace. The kung-fu sequences staged by the leg-
endary Bruce Lee are particularly stylized, almost like an acrobatic dance.  (Wamer Bros.)

This concern with kinetic beauty for its own sake can be seen in certain
schools of modern dance. Many of the choreographies of Merce Cunningham
and Erick Hawkins, for example, aren't meant to symbolize anything of a nar-
rative nature. Abstract motion is presented for its own sake, somewhat in the
same manner that pure colors, shapes, and lines are offered for their own sakes
in abstract painting. In movies, nonrepresentational movements are most often
found in avant-garde films, which seldom tell stories.

In dance, movements are defined by the space that encloses the choreog-
raphy—a three-dimensional stage. In film, the frame performs a similar func-
tion. However, with each setup change, the cinematic "stage" is redefined. The
intrinsic meanings associated with various portions of the frame are closely
related to the significance of certain kinds of movements. For example, with ver-
tical movements, an upward motion seems soaring and free because it conforms
to the eye's natural tendency to move upward over a composition. Movements in
this direction often suggest aspiration, joy, power, and authority—those ideas
associated with the superior portions of the frame. Downward movements sug-
gest opposite ideas: grief, death, insignificance, depression, weakness, and so on.
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Because the eye tends to read a picture from left to right, physical
movement in this direction seems psychologically natural, whereas movement
from the right to left often seems inexplicably tense and uncomfortable. The
sensitive filmmaker exploits these psychological phenomena to reinforce the
dramatic ideas. Frequently the protagonists of a movie travel toward the right
of the screen, whereas the villains move toward the left. InJohn Huston's The
Red Badge of Courage, the hero moves from right to left when he runs away from
a battle in fear. Later, when he courageouslyjoins an infantry charge, his move-
ments are from left to right.

Movement can be directed toward or away from the camera. Because
we identify with the camera's lens, the effect of such movements is somewhat
like a character moving toward or away from us. If the character is a villain,
walking toward the camera can seem aggressive, hostile, and threatening, for in
effect, he or she is invading our space. If the character is attractive, movement
toward the camera seems friendly, inviting, sometimes seductive. In either case,
movement toward the audience is generally strong and assertive, suggesting
confidence on the part of the moving character (3-31).

Movement away from the camera tends to imply opposite meanings.
Intensity is decreased and the character seems to grow remote as he or she
withdraws from us. Audiences feel safer when villains move away in this man-

3-5. Shall We Dance? (Japan, 1997), with Koji Yakusyo directed by Masayuki Suo.
Dance as metaphor. This charming social comedy cen-
ters on a 42-year-old "sarariman" (salaryman) who
secretly takes up ballroom dancing—a totally foreign
concept in Japan where such a hobby would be consid-
ered weird. In a society that makes a fetish of social
conformity, any act of individualism is likely to be
viewed as ridiculous and laughable. "The nail that sticks
out gets hammered down" is a proverb that virtually all
Japanese schoolchildren learn when they're very
young. Even as adults, they are intensely afraid of
appearing different. Nonetheless, our accountant hero
decides to take dancing lessons. He's so ashamed that
he doesn't even tell his wife. Besides, they hardly speak
anymore, though they're unfailingly polite. He feels that
there's something pretentious about imitating "West-
ern" oddities, something unmanly about wanting to be
graceful. Most Japanese would agree that it's eccentric
and showoffy to perform strange steps in front of other
people. Yet his daily grind lacks excitement and
romance. He is virtually a stranger to his family. And
maybe—just once—he would like to stand out in a
crowd. This shot embodies his double life: Above the
desk, he's a conscientious accountant, but down below,
he's practicing his dance steps.  (Miramax Films)




3-6. Godzilla (U.S.A./Japan, 1998), directed by Roland Emmerich.

Movement in film is closely related to mise en scene. The top of the image is often associated
with power and control, the bottom with vulnerability. In this special effects shot, a newsreel
cameraman and city traffic are about to be flattened as Godzilla puts his foot down. People
are totally impotent before the monster's overwhelming force.  (TohoCo. udjmstar Pictures)

ner, for they thereby increase the protective distance between us and them. In
some contexts, such movements can seem weak, fearful, and suspicious. Most
movies end with a withdrawal of some sort, either of the camera from the locale
or of the characters from the camera.

There are considerable psychological differences between lateral move-
ments on the screen and depth movements—that is, movements toward or
away from the camera. A script might simply call for a character to move from
one place to another, but how the director chooses to photograph this move-
ment will determine much of its psychological implications. Generally speak-
ing, if the character moves from right to left (or vice versa), he or she will seem
determined and efficient, a person of action. Unless the camera is at extreme
long shot range, these movements are necessarily photographed in brief
takes—shots lasting only a few seconds. Lateral movements tend to emphasize
speed and efficiency, so they are often used in action movies.

On the other hand, when a character moves in or out of the depth ofa
scene, the effect is often one of slowness. Unless the camera is at close range or
an extreme wide-angle lens is used, movements toward or away from the cam-
era take longer to photograph than lateral movements. With a telephoto lens,
such movements can seem hopelessly dragged out. Furthermore, when depth
movement is photographed in an uninterrupted lengthy take, the audience
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tends to anticipate the conclusion of the movement, thus intensifying the sense
of tedium while we wait for the character to arrive at his or her destination.
Especially when a character's physical goal is apparent—the length of a long
corridor, for example—audiences generally grow restless if they are forced to
view the entire movement (3-7).

Most classical filmmakers would photograph the action in several dif-
ferent setups, thus compressing the time and space from the inception of the
movement to its conclusion. Classical filmmakers also tend to stage movement
diagonally, to create a more dynamic trajectory of motion.

The distance and angle from which movement is photographed deter-
mine much of its meaning. In general, the longer and higher the shot, the
slower the movement tends to appear. If movement is recorded from close and
low angles, it seems more intense, speeded up. A director can photograph the
same subject—a running man, for example—in two different setups and pro-
duce opposite meanings. If the man is photographed in an extreme long shot
from a high angle, he will seem ineffectual and impotent. Ifhe's photographed
from a low angle in a medium shot, he will seem a dynamo ofenergy. Although
the subject matter in each setup is absolutely identical, the true content ofeach
shot is its form.

Even film critics (who should know better) are often ignorant of these
perceptual differences, thinking of movement only in terms of story and gross
physical action. The result has been a good deal of naive theorizing on what is

"

"intrinsically cinematic." The more movement is perceived as extravagant in
real life, they argue, the more "filmic" it becomes. Epic events and exterior
locations are presumed to be fundamentally more suited to the medium than
intimate, restricted, or interior subjects. Such views are based on a misunder-
standing of movement in film. True, one can use the terms epic and psychologi-
cal in describing the general emphasis of a movie. Even on this general level,
however, arguments about intrinsically cinematic subjects are usually crude. No
sensible person would claim that Tolstoy's War and Peace is intrinsically more
novelistic than Dostoyevsky's Crime and Punishment, although we may refer to
one as an epic and the other as a psychological novel. In a similar vein, only a
naive viewer would claim that Michelangelo's Sistine Ceiling is intrinsically more
visual than a Vermeer painting of a domestic scene. It is different, yes, but not
necessarily better or worse, and certainly not through any intrinsic quality. In
short, there are some good and bad epic works of art, and some good and bad
psychological works. It's the treatment that counts, not the material per se.

Movement in film is a subtle issue, for it's necessarily dependent on the
kind of shot used. The cinematic close-up can convey as much movement as
the most sweeping vistas in an extreme long shot. In fact, in terms of the area
covered on the screen's surface, there is actually more movement in a close-up
showing tears running down a person's face than there is in an extreme long
shot of a parachutist drifting fifty feet (3-8).

Epic and psychological movies use movement in different ways, with
emphasis on different shots. Epic movies usually depend on the longer shots
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3-7 a & b. L'Avventura (Italy, 1960), with Monica Vitti, directed by Michelangelo Anto-
nioni.

Psychological films often use movements in and out of the depth of an image, especially to
create a sense of tediousness and exhaustion. Shots of this sort require anticipatory setups
that reinforce these qualities, for we see the destination of a character's movement long
before it's completed. Here, the heroine's search for her lover in the corridors of a hotel sug-
gests the futility of her love affair. The endless succession of doors, fixtures, and hallways
implies, among other things, the repetition of the frustration she is now experiencing. Much
of the meaning of shots such as these lies in their duration: Space is used to suggest time.
Needless to say, Antonioni's movies are among the slowest paced of the contemporary cin-
ema: Long after the viewer has had time to absorb the visual information of a shot, it contin-
ues on the screen. When this film was originally shown at the Cannes Film Festival, an audi-
ence of hostile critics kept shouting "Cut! Cut!" at the screen. The shots were so lengthy and
the pace so slow that viewers assumed the director was inept at editing. But like many of
Antonioni's works, LAvventura is about spiritual erosion, and the movie's slow rhythm is
organically related to this theme, yanus Fims)
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3-8a. The  Stunt Man  (U.S.A.,
1980), directed by Richard Rush.
(Twentieth Century-Fox)

3-8b. The Wild Child (France,

1969), with  Jean-Pierre Cargol,
directed by Frangois Truffaut. (United
Artists)

Unlike movement in dance or the
live theater, cinematic movement is
always relative. Only gross move-
ments are likely to be perceived in
an extreme long shot, whereas the
flicker of an eye can rivet our atten-
tion in a close-up. In these photos,
for example, the path of the boy's
tear covers more screen space than
the pilot's fall from the sky.

for their effects, whereas psychological films tend to use the closer shots. Epics
are concerned with a sense of sweep and breadth, psychological movies with
depth and detail. Epics often emphasize events, psychological films the implica-
tions of events. One stresses action, the other reaction.

Two filmmakers can approach the same story and produce totally dif-
ferent results. Hamlet is a good example. Laurence Olivier's film version of this
play is essentially an epic, with emphasis on the longer shots. Franco Zeffirelli's
version is primarily a psychological study, dominated by close and medium
shots. Olivier's movie emphasizes setting. There are many long shots, especially
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of the brooding castle of Elsinore. Much is made of Hamlet's interaction with
this moody locale. We are informed at the beginning of the film that the story
is about "a man who could not make up his mind." The long shots are used to
emphasize this interpretation visually. Most of them are loosely framed, sug-
gesting that Hamlet (played by Olivier) has considerable freedom of move-
ment, freedom to act. But he refuses to use this freedom, preferring to sulk in
dark corners, paralyzed with indecision. When he does move, the motion is
generally recorded from long distances, thus reinforcing the impotence of the
protagonist in relationship to his environment.

Zeffirelli's Hamlet (with Mel Gibson) is usually photographed in tightly
framed close and medium shots. Unlike Olivier's indecisive Hamlet, Gibson's is
impulsive and rash, a man who often acts before he thinks. Imprisoned by the
confining close shots, the tortured hero virtually spills off the edges of the
frame into oblivion. The unstable hand-held camera can barely keep up with
him as he lunges hyperkinetically from place to place. If the same movements
were photographed from a long-shot range, of course, the character would
seem to move more normally.

In the live theater, these two interpretations would have to be achieved
through other means. Although the drama is in part a visual medium, the
"frame" size (the confines of the set or the proscenium arch) remains the same
for the duration of the play. The live theater, in short, is restricted to "long
shots," where such distortions of movement are virtually impossible.

If there is a great deal of movement in the closer shots, its effect on the
screen will be exaggerated. For this reason, filmmakers tend to use these ranges
for relatively static scenes. The animation of two people talking and gesturing,
for example, has enough movement to prevent most medium shots from
appearing static.

Close-ups are even more subtle in their recording of movement. Robert
Bresson and Carl Dreyer often highlighted subtle movements by photograph-
ing an expressive face in close-up. In fact, these two filmmakers referred to the
human face as a spiritual "landscape." In Dreyer's Passion of Joan of Arc, for
instance, one of the most powerful scenes is a close shot of Joan as a tear slowly
trickles down her face. Expanded thousands of times by the close-up, the path
of the tear represents a cataclysmic movement on the screen, far more power-
ful than the inane cavalry charges and clashing armies of routine epic films.

Hackneyed techniques are almost invariably the sign of a second-rate
filmmaker. Certain emotions and ideas—likejoy, love, hatred—are so prevalent
in the cinema that serious artists are constantly searching for new methods of
presentation, methods that transform the familiar into something fresh and
unexpected. For example, death scenes are common in movies. But because of
their frequency, they are often presented tritely. Of course, death remains a
universal concern, one that can still move audiences ifhandled with any degree
of originality and imagination.



3-9. Hamlet (U.S.A./Great Britain/Italy, 1990), with Glenn Close and Met Gibson, directed
by Franco Zeffirelli.

When the camera is close to the action, as in this photo, even small gestures seem magnified
and highly kinetic. Gibson's portrayal of Shakespeare's tragic hero is volatile, exploding with

energy—a far cry from the contemplative and indecisive Hamlet made famous in Laurence
Olivier's 1 948 film version of the play, (icon Distribution, inc.)

One method of avoiding staleness is to convey emotions through
kinetic symbolism, kike the choreographer, the filmmaker can exploit the
meanings inherent in certain types of movements. Even so-called abstract
motions tend to suggest ideas and feelings. Some movements strike us as soft
and yielding, for example, whereas others seem harsh and aggressive. Curved
and swaying motions are generally graceful and feminine. Those that are
straight and direct strike us as intense, stimulating, and powerful. Further-
more, unlike the choreographer, the filmmaker can exploit these symbolic
movements even without having people perform them.

Ifa dancer were to convey a sense of grief at the loss ofa loved one, his
or her movements would probably be implosive, withdrawn, with an emphasis
on slow, solemn, downward movements. A film director might use this same
kinetic principle but in a totally different physical context. For instance, in Wal-
ter Lang's The King and I, we realize that the seriously ailing king (Yul Brynner)
has died when we see a close-up of his hand slowly slipping toward the bottom
of the frame, disappearing finally off the lower edge into darkness.

In Eisenstein's Old and New (also known as The General Line), a valuable
stud bull dies, and its death has disastrous consequences for the agricultural
commune that has purchased the animal. These consequences are expressed
through two parallel shots emphasizing the same kinetic symbolism. First,
Eisenstein shows us an extreme close-up of the dying bull's eye as it slowly
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3-10. Top Hat (U.S.A., 1935), with Ginger Rogers and Fred Astaire, choreography by
Astaire and Hermes Pan, directed by Mark Sandrich.

Astaire's dancing style is the epitome of cool—elegant, debonair, effortless. He influenced such
classical choreographers as Jerome Robbins and George Balanchine, and such dancers as
Rudolf Nureyev, who described Astaire as "the greatest dancer in American history." His range
was extraordinarily broad, encompassing the wit and speed of tap, the airy romanticism of
ballroom styles, and later in his career, the ethereal lyricism of modern dance. He insisted on
artistic control over his dance numbers. A perfectionist, he also insisted on a six-week rehearsal
period before production began. In his nine RKO musicals, he and Hermes Pan worked out the
choreography, then taught the steps to Ginger Rogers, who usually came in shortly before pro-
duction. The camera is essentially functional: It records the movements of the dancers in
lengthy takes, at full-shot range, panning and tilting after them as unobtrusively as possible.
Their dance numbers are actually love scenes: He woos his lady kinetically. In fact, they rarely
even kiss on screen. She is usually reluctant, cool to his verbal advances, but once the music
begins, their bodies undulate and sway in rhythmic syncopation, and soon she's a lost creature,
yielding completely to her kinesthetic destiny.  <rko>
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3-11. Two Tars (U.S.A., 1928), with Oliver Hardy and Stan Laurel (in sailor suits), directed
by James  Parrott.

The comedy of Laurel and Hardy—Ilike that of most slapstick comedians—is quintessential”
kinetic. They were unrivaled in their ability to swell a tiny gesture into an apocalyptic orgy of
destruction. Their comedies are filled with rituals of revenge and slow escalations of hostility,
snowballing finally into total mass demolition—a story formula they used many times with
brilliant results.  @cm>

closes. The mournful lowering of the eyelid is magnified many times by the
closeness of the shot. Eisenstein then cuts to a shot of the sun lowering on the
horizon, its streaming shafts of light slowly retracting as the sun sinks below
the earth's rim. Trivial as a bull's death might seem, to the hardworking mem-
bers of the commune it suggests an almost cosmic significance. Their hopes
for a better future die with the animal.

Of course, context is everything in movies. The kind of symbolism in
Old and MOT would probably seem pretentious and arty in a more realistic movie.
However, the same kinetic principle can be used in almost any kind of context. In
Mel Gibson's Braveheart, for example, the beheading of the rebel hero (played
by Gibson) exploits downward movements in several ways. As the executioner's
ax sweeps down toward the hero's neck, we see a close-up of Princess Isabelle, a
tear slowly rolling down her face. Just as the ax strikes the hero's neck, we see a
handkerchief (a memento of his dead wife's love) fall from his hand to the
ground in slow motion—a poetic symbol of his release from life.

In Charles Vidor's Ladies in Retirement, these same kinetic principles are
used in a totally different context. An impoverished housekeeper (Ida Lupino)
has asked her aging employer for financial assistance to prevent the house-
keeper's two retarded sisters from being put away in an asylum. The employer,
a vain, selfish woman who acquired her wealth as the mistress of a rich man,
refuses to help her employee. As a last resort, the desperate housekeeper
decides to kill the old woman and use her isolated cottage as a refuge for the
good-naturedly dotty sisters. The murder scene itself is conveyed through
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3-12. Frantic (U.S.A., 1988), with Harrison Ford, directed by Roman Polanski.
Filmmakers often exploit "negative space" to anticipate action that has not yet occurred. In
this photo, for example, the anticipatory camera seems to be waiting for something to fill in
the empty space on the right. The unsuspecting protagonist does not know that he will soon
be threatened by a careening auto that will almost run him down. But we have already been
forewarned of the impending action by Polanski's framing. Anticipatory setups like these are
especially common in thrillers. They are a kind of warning to the viewer to be prepared: Art
as well as nature abhors a vacuum. (WarnerBros.)

kinetic symbolism. We see the overdressed dowager playing a ditty at her piano.
The housekeeper, who plans to strangle the woman from behind, slowly creeps
up while she is singing. But instead of showing us the actual strangulation,
Vidor cuts to a medium close shot of the floor, where, one by one, the dowa-
ger's pearls drop to the floor. Suddenly, a whole clump of pearls splatters near
the old lady's now motionless feet. The symbolism of the dropping pearls is
appropriate to the context, for they embody not only the woman's superfluous
wealth, but her vanity and selfishness as well. Each falling pearl suggests an ele-
gantly encrusted drop of blood: Drop by drop, her life ebbs away, until the
remaining strands of pearls crash to the floor and the wretched creature is
dead. By conveying the murder through this kinetic symbolism, Vidor prevents
us from witnessing the brutal event, which probably would have lost the audi-
ence's sympathy for the housekeeper.

In each of these instances, the filmmakers—Lang, Eisenstein, Gibson,
and Vidor—were faced with a similar problem: how to present a death scene
with freshness and originality. Each director solved the problem by exploiting
similar movements: a slow, contracting, downward motion—the same kind of
movement that a dancer would use literally on a stage.

Kinetic symbolism can be used to suggest other ideas and emotions as
well. For example, ecstasy and joy are often expressed by expansive motions,
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3-13. Yojimbo (Japan, 1961), directed by Akira Kurosawa.

Kurosawa's movies are rich in symbolic kinetic techniques. He often creates dramatic ten-
sions by juxtaposing static visual elements with a small but dynamic whirlpool of motion. In
this scene, for example, the greatly outnumbered protagonist (Toshiro Mifune) prepares to do
battle with a group of vicious hoodlums. In static visual terms, the samurai hero seems
trapped by the enclosing walls and the human wall of thugs that blocks off his space. But sur-
rounding the protagonist is a furiously whipping wind (the dominant contrast of the shot),
which symbolizes his rage and physical power,  (anus Films)
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3-14. The French Connection (U.S.A., 1971), directed by William Friedkin.
Expansive outward movements and sunburst effects are generally associated with explosive

emotions, like joy or terror. In this shot, however, the symbolism is more complex. The scene
occurs at the climax of a furious chase sequence in which the protagonist (Gene Hackman,
with gun) finally triumphs over a vicious killer by shooting him—just as he seems on the
verge of eluding the dogged police officer once again. This kinetic outburst on the screen
symbolizes not only the bullet exploding in the victim's body, but ajoyous climax for the pro-
tagonist after his humiliating and dangerous pursuit. The kinetic "ecstasy of death" also
releases the dramatic tension that has built up in the audience during the chase sequence: In
effect, we are seduced into sharing the protagonist's joy in the kill.  (Twentieth Century-Fox)
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fear by a variety of tentative or trembling movements. Eroticism can be con-
veyed through the use of undulating motions. In Kurosawa's [liashomon, for
example, the provocative sexuality of a woman is suggested by the sinuous
motions of her silk veil—a movement so graceful and tantalizing that the pro-
tagonist (Toshiro Mifune) is unable to resist her erotic allure. Since most
Japanese viewers regard overt sexuality in the cinema as tasteless—even kissing
is rare in their movies—sexual ideas are often expressed through these sym-
bolic methods.

Every art form has its rebels, and cinema is no exception. Because
movement is almost universally regarded as basic to film art, a number of direc-

tors have experimented with the idea of stasis. In effect, these filmmakers are

3-15a 5L b. Highlander HI: The Sourcerer (U.S.A., 1995), with Mario Van Peebles and
Christopher Lambert,  directed by Andy Morahan.

The closer and tighter the shot, the more motion dominates, in longer, more loosely framed
shots, movement tends to recede in importance, usually in direct proportion to the distance of
the kinetic action from the camera. Even

the slightest alterations in framing can
affect our reactions. The two shots por-
trayed here imply subtle differences. In
the more loosely framed long shot (a),
the protagonist (Lambert) is dominated
by his enemy, who controls the left, top,
and right sides of the mise en scene. The
protagonist, who can barely move, is
squeezed into the lower right corner of
the screen—the most vulnerable posi-
tion. The villain's control over his adver-
sary is reinforced by the amount of
space allowed for his movements. By
allowing more space and distance, the
director is able to present the fight with a
greater degree of stylization and objec-
tivity. The control of the visual elements
within the frame becomes a spatial
metaphor for the villain's (temporary)
control over the hero. In the more des-
perate, tightly framed medium shot (b),
the protagonist is regaining control. He
dominates nearly two-thirds of the space
within the frame, and the villain has his
back against the wall. We know who's
winning in each of these shots by seeing
how much movement the characters can
command within the confines of the
frame. (Dimension Films)
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deliberately working against the nature of their medium, stripping it of all but
the most essential motions. Such filmmakers as Bresson, Ozu, and Dreyer have
been described as minimalists because their kinetic techniques are so austere
and restrained. When virtually nothing seems to be moving in an image, even
the slightest motion can take on enormous significance. In many cases, this sta-
sis is exploited for symbolic purposes: Lack of motion can suggest spiritual or
psychological paralysis, as in the movies of Antonioni, for example.

Before the 1920s, filmmakers tended to confine movements to the sub-
ject photographed. There were relatively few who moved their cameras during
a shot, and then usually to keep a moving figure within the frame. In the 1920s,
such German filmmakers as F. W. Murnau and E. A. Dupont moved the camera
within the shot not only for physical reasons but for psychological and thematic
reasons as well. The German experiments permitted subsequent filmmakers to
use the mobile camera to communicate subtleties previously considered impos-
sible. True, editing—that is, moving the camera between shots—is faster,
cheaper, and less distracting. But cutting is also abrupt, disconnected, and
unpredictable compared to the fluid lyricism ofa moving camera.

A major problem of the moving camera involves time. Films that use
this technique extensively tend to seem slow-moving, since moving in or out of

3-16. Circle of Friends (Ireland, 1994), with Minnie Driver and Chris O'Donnell, directed
by Pat O'Connor.

Movement is not always an automatic dominant. In this scene, for example, unimportant
characters dance in and out of the frame, occasionally obscuring our view of the two central
characters, who are not moving much as they dance and talk. Note how O'Connor shoots the
scene with a telephoto lens, with the romantic couple in focus and the other dancers blurred
into an undulating sea of irrelevance. What matters for these two is here and now in each
other's arms. The rest of the world seems very far away. (Savoy Pictures)




3-17. Forrest Gump (U.S.A.,
1994), with Tom Hanks, directed
by Robert Zemeckis.

Reverse dolly shots such as this
are more unsettling than conven-
tional traveling shots. When we
dolly into a scene, we can usually
see where we're headed, to a geo-
graphical goal of some sort. But
when the camera moves in
reverse, sweeping backwards as it
keeps the running protagonist in
frame, we have no sense of a final
destination, just the urgent, des-
perate need to flee. (Paramount

Pictures)

a scene is more time-consuming than a straight cut. A director must decide
whether moving the camera is worth the film time involved and whether the
movement warrants the additional technical and budgetary complications. Ifa
filmmaker decides to move the camera, he or she must then decide how.
Should it be mounted on a vehicle or simply moved around the axis of a sta-
tionary tripod? Each major type of camera movement implies different mean-
ings, some obvious, others subtle. There are seven basic moving camera shots:
(1) pans, (2) tilts, (3) crane shots, (4) dolly shots, (5) zoom shots, (6) hand-held
shots, and (7) aerial shots.

Panning .shots—those movements of the camera that scan a scene hori-
zontally—are taken from a stationary axis point, with the camera mounted on a
tripod. Such shots are time-consuming because the camera's movement must
ordinarily be smooth and slow to permit the images to be recorded clearly.
Pans are also unnatural in a sense, for when the human eye pans a scene, it
jumps from one point to another, skipping over the intervals between points.
The most common use ofa pan is to keep the subject within frame. Ifa person
moves from one position to another, the camera moves horizontally to keep the
person in the center of the composition. Pans in extreme long shots are espe-
cially effective in epic films where an audience can experience the vastness ofa
locale. But pans can be just as effective at medium and close ranges. The so-
called reaction shot, for instance, is a movement of the camera away from the
central attraction—usually a speaker—to capture the reaction of an onlooker
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or listener. In such cases, the pan is an effective way of preserving the
cause-effect relationship between the two subjects and of emphasizing the soli-
darity and connectedness of people.

The swish pan (also known as a flash pan and a zip pan) is a variation of
this technique and is often used for transitions between shots—as a substitute
cut. The swish pan involves a whirling of the camera at a speed so rapid that
only blurred images are recorded (3-2b). Although they actually take more
time than cuts, swish pans connect one scene to another with a greater sense of
simultaneity than cuts can suggest. For this reason, flash pans are often used to
connect events at different locales that might otherwise appear remote from
each other.

Pan shots tend to emphasize the unity of space and the connectedness
of people and objects within that space. Precisely because we expect a panning
shot to emphasize the literal contiguity of people sharing the same space, these
shots can surprise us when their realistic integrity is violated. In Robert Ben-
ton's Places in the Heart, for example, the final shot of the movie connects the

3-18. Cabaret (U.S.A., 1972), withJoel Grey, choreographed and directed by Bob Fosse.

A former dancer, Fosse was the foremost stage choreographer-director of his generation, win-
ning many Tony Awards for his Broadway musicals. He also directed a half dozen or so movies,
including this classic musical, his greatest work on film. Fosse's dancers are rarely elegant or
lyrical. Rather, they are more likely to scrunch their shoulders, hunch up their back, or thrust
out their pelvis. Fosse also loved glitzy/tacky costumes—usually accompanied by hats, which
were integrated into his dance numbers. He is also the most witty of choreographers, with his
dancers snapping their fingers in unison, mincing to a percussive beat like cartoon characters,
or locking their knees and pointing their toes inwardly. Above all, Fosse's dance numbers are
sexy—not the wholesome athletic sex appeal of a Gene Kelly choreography, but something
funkier, more raffish, and down-and-dirty. His mature style is uniquely cinematic, not merely
an objective recording of a stage choreography. In Cabaret, for example, he intercuts shots
from the musical numbers with shots of the dramatic action and vice versa. In some numbers,
he cuts to an avalanche of colliding shots to create a choreography that could not exist in the
literal space of a theatrical stage. (Allied Artists)
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world of the living with the dead. The film is a celebration of the simple Christ-
ian values that bind a small Texas community together during the troubled
times of the 1930s depression. The final shot takes place in church. The camera
begins to pan the congregation in a long sweeping motion down each row of
pews. Interspersed among the surviving characters are several that we know to
be dead, including a murderer and his victim, worshipping side by side.
Though the rest of the movie is realistically presented, this final shot leaps to a
symbolic level, suggesting that the unified spirit of the community includes all
its members, deceased as well as living.

Tilt shots are vertical movements of the camera around a stationary
horizontal axis. Many of the same principles that apply to pans apply to tilts:
They can be used to keep subjects within frame, to emphasize spatial and psy-
chological interrelationships, to suggest simultaneity, and to emphasize
cause-effect relationships. Tilts, like pans, can also be used subjectively in point-
of-view shots: The camera can simulate a character's looking up or down a
scene, for instance. Since a tilt is a change in angle, it is often used to suggest a
psychological shift within a character. When an eye-level camera tilts downward,
for example, the person photographed suddenly appears more vulnerable.

Dolly shots, sometimes called trucking or tracking shots, are taken from
a moving vehicle (dolly). The vehicle literally moves in, out, or alongside a
moving figure or object while the action is being photographed. Tracks are

3-19. Production photo from the set of Broken Arrow (U.S.A., 1996), with Christian
Slater, director John Woo (in white shirt), andJohn Travolta.

Action and adventure films are among the most kinetic of genres, stressing physical move-
ment above all other qualities. Action films also tend to be violent, fast-paced, and steeped in
machismo values. The genre is dominated by Americans, though it has attracted such interna-
tional talent as Hong Kong's John Woo. Asian films in general tend to be slow-paced, but
action films made in the East (and especially Hong Kong) are often frenzied, with one brawl
spilling over into the next, driving toward an orgiastic explosion of violence at the climax.
Woo's American movies have been somewhat less frantic, though still energetically and styl-
ishly directed. (Twentieth Century-Fox)
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3-20. Singin' in the Rain (U.S.A., 1952), with Gene Kelly and Cyd Charisse, choreographed
by Kelly, directed by Kelly and Stanley Donen.

Cyd Charisse, tall, elegant, and gorgeous, was the foremost female dancer during MGM's
golden age of musicals, the 1950s. Trained in ballet rather than tap, she was usually at her best
in classy numbers such as this balletic dream sequence. However, she could also convey a siz-
zling eroticism in such torrid dance numbers as those from It's Always Fair Weather and The
Band Wagon. Stage choreography is always viewed from a stationary position. Film choreogra-
phy can be more complex. In movies, the camera can be choreographed as well as the
dancers. Kelly's choreographies often feature lyrical crane shots in which the camera's

swirling motions are dreamily counterpointed by the motions of the dancers, a virtual pas de
trois. (MCM)

sometimes laid on the set to permit the vehicle to move smoothly—hence the
term tracking shot. 1f these shots involve long distances, the tracks have to be
laid or withdrawn while the camera is moving in or out. Today, any vehicular
movement of the camera can be referred to as a dolly shot. The camera can be
mounted on a car, a train, even a bicycle.

Tracking is a useful technique in point-of-view shots to capture a sense
of movement in or out of a scene. If a filmmaker wants to emphasize the desti-
nation of a character's movement, the director is more likely to use a straight
cut between the initiation of the movement and its conclusion. If the experi-
ence of the movement itself is important, the director is more likely to dolly.
Thus, if a character is searching for something, the time-consuming point-of-
view dolly helps to elongate the suspense of the search. Similarly, the reverse
dolly and the pull-back dolly are effective techniques for surprising the audi-
ence with a revelation (3-17, 3-21). By moving back, the camera reveals some-
thing startling, something previously off frame.

A common function of traveling shots is to provide an ironic contrast
with dialogue. InJack Clayton's The Pumpkin Eater, a distraught wife (Anne Ban-
croft) returns to an ex-husband's house, where she has an adulterous liaison
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3-21. Gone With the Wind (U.S.A., 1939), with Vivien Leigh deft, in front of boiling caul-
dron), directed by Victor Fleming.

The pull-back dolly or crane shot begins with a close view of a subject, then withdraws to
reveal the larger context. The contrast between the close and distant views can be funny,
shocking, or sadly ironic. In this famous scene, the camera begins with a close shot of the
heroine (Leigh), then slowly pulls back, revealing the wounded bodies of hundreds of sol-
diers, and stopping finally at a distant long-shot range, in front of a high flagpole, the tattered
Confederate flag blowing in the wind like a shredded remnant. (MGM)

with him. As the two lie in bed, she asks him if he had been upset over their
divorce and whether or not he missed her. He assures her that he wasn't upset,
but while their voices continue on the soundtrack, the camera belies his words
by slowly dollying through his living room, revealing pictures and mementos of
the ex-wife. The shot is a kind of direct communication between the director
and audience, bypassing the characters. These techniques are deliberate autho-
rial intrusions. They are favored by filmmakers who view their characters with
skepticism or irony—Lubitsch and Hitchcock, for example.

One ofthe most common uses of dolly shots is to emphasize psycholog-
ical rather than literal revelations. By slowly tracking in on a character, the film-
maker is getting close to something crucial. The movement acts as a signal to
the audience, suggesting, in effect, that we are about to witness something
important. A cut to a close-up would tend to emphasize the rapidity of the dis-
covery, but slow dolly shots suggest a more gradual revelation. For example, in
Clive Dormer's The Caretaker (also known as The Guest), this technique is used
several times. Based on Harold Pinter's play, the movie concerns two brothers
and an old tramp who tries to set one brother against the other. The dialogue,
as is often the case in a Pinter script, is evasive and not very helpful in providing
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3-22a. Strictly  Ballroom  (Australia, 1992),
with Tara Morice and Paul Mercurio, directed by
Baz Lurhmann. (Miramax  Films)

3-22b.  Dance with Me (U.S.A., 1998), with
Chayanne and Jane Krakowski, directed by Randa
Haines. (Mandalay Entertainment)

"Dance is the activity where the sexual connec-
tion is most explicit," Michael Malone has
pointed out, "which is why movies use it to sym-
bolize sex and why skillful dancing is an invari-
able movie clue to erotic sophistication, a prereq-
uisite for the lover." Eroticism underlies virtually
all dances centered on the couple, whether the
style is a sizzling flamenco with bodies literally
pressed together as in Strictly Ballroom: or an
edgy, pulsating Latin-American number as in
Dance with Me: or even a stately, formalized eigh-

teenth century English gavotte as in the Jane
Austen adaptation, Mansfield Park. In each, the
male courts his partner with sinuously seductive
urgency. See Michael Malone, Heroes of Eros:
Male Sexuality in the Movies (New York: E.P. Dut-
ton, 1979).

3-22c¢. Mansfield Park (Great Britain, 1999),
with  Frances O'Connor and Alessandro  Nivola,
directed by Patricia Rozema. (Miramax Films)

an understanding of the characters. The brothers are different in most
respects. Mick (Alan Bates) is materialistic and aggressive. Aston (Robert Shaw)
is gentle and withdrawn. Each brother has a crucial speech in which the cam-
era slowly tracks from a long range to a close-up. Neither of the speeches is

really very informative, at least not on a literal level. However, thejuxtaposition
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of the dialogue with the implications of the dolly shot helps the audience to
feel that it has finally "arrived" at an understanding of each character.

A stationary camera tends to convey a sense of stability and order, unless
there is a great deal of movement within the frame. The moving camera—by its
very instability—can create ideas of'vitality, flux, and sometimes disorder. Orson
Welles exploited the mobile camera to suggest the title character's dynamic
energy in Othello. Early in the movie, the confident Moor is often photographed
in traveling shots. In the ramparts scene, he and Iago walk with military brisk-
ness as the camera moves with them at an equally energetic pace. When Iago
tells him of his suspicions, the camera slows down, then comes to a halt. Once
Othello's mind has been poisoned, he is photographed mostly from stationary
setups. Not only has his confident energy drained away, but a spiritual paralysis
invades his soul. In the final shots of the movie, he barely moves, even within the
still frame. This paralysis motifis completed when Othello kills himself.

When the camera literally follows a character, the audience assumes
that it will discover something along the way. Ajourney, after all, usually has a
destination. But traveling shots are often symbolic rather than literal. In Fed-
erico Fellini's 82, for example, the moving camera is used to suggest a variety
of thematic ideas. The protagonist, Guido (Marcello Mastroianni), is a film
director who's trying to put together a movie near a bizarre health spa. Every-
where he turns, he's confronted by memories, fantasies, and realities more fan-
tastic than anything he can imagine. But he is paralyzed by indecision. What, if
anything, from all this copious flux will he select for his movie? He can't use it
all, for it won't fit together—the materials are too sprawling. Throughout the
film, the camera wanders restlessly, prowling over the fantastic locale, compul-
sively hoarding images of faces, textures, and shapes. All are absorbed by
Guido, but he is unable to detach them from their contexts to form a meaning-
ful artistic structure.

A number of film theorists have discussed the unique capacity of cin-
ema to convert space into time and time into space. The amount of time it
takes to photograph a concrete object can be the main purpose ofa shot, espe-
cially a traveling shot. The acknowledged master of these types of dolly shots
was Max Ophuls. In movies such as Letter From an Unknown Woman and The Ear-
rings of Madame De . . . , the heroines throw themselves into imprudent but glo-
rious love affairs. The camera tracks relentlessly as the women become more
irrevocably involved with their lovers. As critic Andrew Sarris pointed out,
Ophuls uses his dolly shots as metaphors of time's cruel prodigality. His world
is one oftragic flux and instability in which love is destined to run its eventually
bitter course. These lengthy tracking shots preserve the continuity of time by
preserving the continuity of space. There is no time for pause and reflection
"between shots" in these films. This symbolic technique can be overlooked by
the casual viewer because the dolly shots are to some degree functional: They
follow characters in their daily round of activities. But a stationary camera
would bejust as functional (not to mention less expensive), for the characters
could move toward or away from a fixed setup.

Hand-held shots are generally less lyrical, more noticeable than vehicular
shots. Hand-held cameras, which are usually mounted with a harness on the
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3-23. Born on the Fourth of July (U.S.A., 1989), with Tom Cruise, directed by Oliver Stone.
In film as in the other arts, subject matter usually determines technique. This scene portrays
an antiwar protest rally during the Vietnam War era. The scene is deliberately shot in a
ragged manner, with shaky hand-held shots, fragmentary editing, and open-form asymmetri-
cal compositions that look like newsreel footage captured in the midst of the chaos. A stable,
aesthetically balanced shot would be more beautiful, but such a composition would be com-
pletely at odds with the essence of the subject matter. (Universal city studios)

cinematographer's shoulder, were perfected in the 1950s to allow camera oper-
ators to move in or out of scenes with greater flexibility and speed. Originally
used by documentarists to permit them to shoot in nearly every kind of loca-
tion, these cameras were quickly adopted by many fiction film directors as well.
Hand-held shots are often jumpy and ragged. The camera's rocking is hard to
ignore, for the screen exaggerates these movements, especially if the shots are
taken from close ranges. For this reason, filmmakers often use the hand-held
camera for point-of-view shots. In Mike Nichols's The Graduate, for example, a
hand-held shot is used to simulate the hero's attempts to maneuver through a
crowded room of people.

Crane shots are essentially airborne dolly shots. A crane is a kind of
mechanical arm, often more than twenty feet in length. In many respects, it
resembles the cranes used by the telephone company to repair lines. It can lilt
a cinematographer and camera in or out ofa scene. It can move in virtually any
direction: up, down, diagonally, in, out, or any combination of these. In Hitch-
cock's Notorious, the camera sweeps from an extreme high-angle long shot ofa
ballroom to an extreme close-up of the hand of the heroine (Ingrid Bergman)
clasping a small key.

The Steadicam is a camera stabilizing device that was perfected in the
1970s. It allows cinematographers to move smoothly through a set or location
without shaking or bobbing. The Steadicam enables filmmakers to eliminate
the need for such expensive devices as cranes and dollies, which can restrict
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camera movements considerably. The Stedicam also reduced the need for
extra crew members to activate the cumbersome old technology of tracks,
hand-operated dollies, and many types of cranes. Perhaps the most impressive
use of the Steadicam during the 1970s was in Kubrick's horror classic, The Shin-
ing, where the camera was able to follow a young boy's tricycle as he eerily ped-
dled down empty hotel corridors.

Zoom lenses don't usually involve the actual movement of the camera,
but on the screen their effect is very much like an extremely fast tracking or
crane shot. The zoom is a combination of lenses, which are continuously vari-
able, permitting the camera to change from close wide-angle distances to
extreme telephoto positions (and vice versa) almost simultaneously. The effect
of the zoom is a breathtaking sense of being plunged into a scene, or an equally
jolting sense of being plucked out ofit. Zoom shots are used instead of dolly or
crane shots for a number of reasons. They can zip in or out of a scene much
faster than any vehicle. From the point of view of economy, they are cheaper
than dolly or crane shots since no vehicle is necessary. In crowded locations,
zoom lenses can be useful for photographing from long distances, away from
the curious eyes of passersby.

3-24. The Crucible (U.S.A., 1996), with Winona Ryder (behind smoking cauldron), directed
by Nicholas Hytner.

When adapting a play---especially a famous stage drama like Arthur Miller's The Crucible—the
film director must decide whether or not to "open it up." That is, whether the confined interi-
ors of most stage sets ought to be transferred to the wide open spaces afforded by natural
locations. To do so risks dissipating the spatial tension of the original, which is usually con-
ceived by the playwright as a kind of No Exit situation. Nicholas 1 lytner, who is one of Britain's
most famous stage directors, decided to open up Miller's tale of witch-hunt hysteria in seven-
teenth-century Puritan Salem. Hytner also decided to use movement as metaphor: "I had a
feeling that the whole hysteria should work like an infection, like a virus, which immediately
suggested that the thing should be moving around. You should not only see the hysterics, but
you should actually feel the hysterics traveling from one place to another, which means travel-
ing people and traveling cameras." This technique resulted in a brilliant movie, which height-
ened rather than lessened the impact of Miller's stagebound drama. (Miller wrote the screen-
play of the movie and was very pleased with Hytner's concept.)  (Twentieth century-Fox)




3-25. The Blair Witch Project (U.S.A., 1999), with Heather Donahue, directed by Dan
Myrick and Eduardo Sanche:z.
A rocking, turbulently roiling camera can produce a sense of nausea in some people, almost

like sea-sickness aboard a violently swaying boat on rough waters. This low-budget thriller
had its audiences literally hurling in the aisles—sometimes even before they reached the
aisles. Virtually the entire movie was shot with an unstable hand-held camera, to suggest an
on-the-spot documentary recording of events while they're actually taking place. The film is a
good example of how budgetary liabilities can be converted into aesthetic virtues. The story
centers on three college students who go to an isolated forest to explore a local myth about
witchcraft. They plan to videotape the entire project. There was no set to build, no lights to
set up, no costumes to sew, and no costly special effects to drain the budget. The cast con-
sisted of only three nonprofessional actors. The movie cost a piddling $35,000 and grossed

an astonishing $ 1 50 million. (Artisan Entertainment)

There are certain psychological differences between zoom shots and
those involving an actual moving camera. Dolly and crane shots tend to give
the viewer a sense of entering into or withdrawing from a set: Furniture and
people seem to stream by the sides of the screen as the camera penetrates a
three-dimensional space. Zoom lenses foreshorten people and flatten space.
The edges of the image simply disappear at all sides. The effect is one of sud-
den magnification. Instead of feeling as though we are entering a scene, we feel
as though a small portion ofit has been thrust toward us. In shots of brief dura-
tion, these differences are not significant, but in more lengthy shots, the psy-
chological differences can be pronounced.

Aerial shots, usually taken from a helicopter, are really variations of the
crane shot. Like a crane, the helicopter can move in virtually any direction.
When a crane is impractical—usually on exterior locations—an aerial shot can
duplicate the effect. The helicopter shot can be much more extravagant, of
course, and for this reason is occasionally used to suggest a swooping sense of
freedom. In Apocalypse Now, Francis Coppola used aerial shots to produce a
godlike sense of inexorability, as swirling American helicopters annihilate a
Vietnamese village. The sequence is a kinetic tour de force, suffusing the action
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with a sense of exhilaration—and horror. Virtually every shot in this brilliantly
edited sequence contains a forward rush, a sense of being swept up by events
that are out of control.

Movement in film is not a literal phenomenon but an optical illusion.
Present-day cameras record movement at twenty-four frames per second (fps).

3-26. Ballet Mecanique (France, 1924), directed by Fernand Leger.

Best known for his cubist paintings, Leger was also an avant-garde filmmaker. One of the first
to explore abstraction in the cinema, he created many striking kinetic effects by animating
and choreographing ordinary objects like crockery, dishes, and machine gears. (Museum of
Modem An)
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That is, in each second, twenty-four separate still pictures are photographed.
When the film is shown in a projector at the same speed, these still pho-
tographs are mixed instantaneously by the human eye, giving the illusion of
movement. This phenomenon is called the persistence of vision. By simply manip-
ulating the timing mechanism of the camera and/or projector, a filmmaker
can distort movement on the screen. There are five basic distortions of this
kind: (1) animation, (2) fast motion, (3) slow motion, (4) reverse motion, and
(5) freeze frames.

There are two fundamental differences between animation and live-
action movies. In animation sequences, each frame is photographed separately,
rather than continuously at the rate of twenty-four frames per second. Another
difference is that animation, as the word implies, doesn't ordinarily involve the
photographing of subjects that move by themselves. The subjects pho-
tographed are generally drawings or static objects. Thus, in an animated movie,
thousands of frames are separately photographed. Each frame differs from its
neighbor only to an infinitesimal degree. When a sequence of these frames is
projected at twenty-four fps, the illusion is that the drawings or objects are mov-
ing and, hence, are "animated."

A popular misconception about animated movies is that they are
intended primarily for the entertainment of children—perhaps because the
field was dominated for so many years by Walt Disney. In actuality, the gamut of
sophistication in the genre is as broad as in live-action fiction films. The works
of Disney and the puppet films of the CzechlJiri Trnka appeal to both children
and adults. A few of these films are as sophisticated as the drawings of Paul
Klee. There are even some X-rated animated films, most notably Ralph Bakshi's
Fritz the Cat and Heavy Traffic.

Another popular misconception about animated movies is that they are
simpler than live-action films. The contrary is more often the case. For every
second of screen time, twenty-four separate drawings usually have to be pho-
tographed. Thus, in an average ninety-minute feature, over 129,600 drawings
are necessary. Furthermore, some animators use transparent plastic sheets
(called eels), which they layer over each other to give the illusion of depth to
their drawings. Some single frames consist of as many as three or four layers of
eels. Most animated films are short precisely because of the overwhelming diffi-
culty of producing all the necessary drawings for a longer movie. Feature-
length animated movies are usually produced in assembly line fashion, with
dozens of artists drawing thousands of separate frames.

Technically, animated films can be as complex as live-action movies.
The same techniques can be used in both forms: traveling shots, zooms, angles,
various lenses, editing, dissolves, etc. The only difference is that animators
draw these elements into their images. Furthermore, animators also can use
most of the techniques of the painter: different kinds of paints, pens, pencils,
pastels, washes, acrylics, and so on.

Some filmmakers have even combined the techniques of live action
with animation. In Neighbors, for example, Norman McLaren used a technique



3-27a. Beauty and the Beast (U.S.A.,
1991), directed by Gary Trousdale and
Kirk Wise. (©Walt Disney Productions)

Beginning with the "Silly Symphonies"
of the early 1930s, the field of anima-
tion was dominated for many years by
Walt Disney. The Disney organization is
still in the forefront, with bold innova-
tions in subject matter, style, and tech-
nology. Like many of their movies,
Beauty and the Beast is adapted from a
well-known fairy tale, though the Dis-
ney version has a pronounced feminist
twist with its feisty, courageous hero-
ine, who is also an avid reader. Toy
Story is the first animated feature film
that was entirely created using com-
puter technology. The movie was a
huge commercial and critical success,
as was its sequel. Dinosaur is startlingly
realistic, considering its prehistoric cast
of characters. The movie combines
computer-generated characters with
live-action backgrounds and a wide
array of special effects.

3-27b. Toy Story (U.S.A., 1995),
directed by John Lasseter. <© The wait Dis-
ney Company)

3-27c.  Dinosaur (U.S.A., 2000),
directed by Ralph Zondag and Eric
Leighton. (© Disney Enterprises, Inc.)
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3-28a. Photocopy Cha Cha (U.S.A., 3-28b.  Can Film (Bulgaria, 1992), by Zlaten

1991), by Chel White, included in The Radev, included in The Fourth Animation Cele-
23rd  International — Tournee  of Anima- bration. (© Expanded Entertainment)
tion, (Expanded Entertainment)

A number of commentators have referred to
the contemporary animation scene as a
golden age, encompassing a broad spectrum
of styles and techniques from all over the
world. Photocopy Cha Cha is the first ani-
mated movie created on a copy machine, by
one of the most innovative of all animation
artists. Unconventional artists love to create
hybrid works, like Can Film, which combines
stewed tomato cans with clay animation.
Words, Words, Words, on the other hand, is
rather traditional, using deliberately crude
line drawings, but emphasizing a sophisti-
cated literary text.

3-28c. Words, Words, Words (Czech
Republic, 1993), by Michaela Ravlatova,
included in The  24th  International
Tournee of Animation. (The Samuel Gold-
wyn Company)

called pixillation, which involves photographing live actors frame by frame, a
method sometimes called slop-motion photography. When the sequence is pro-
jected on the screen, the actors move in abrupt, jerky motions, suggesting a
primitive cartoon figure. Other filmmakers have combined animation and the-
atrical film techniques within the same frame, either through the use of the
optical printer or through computer graphic special effects (3-29).

One of the most successful instances of combining live action with ani-
mation is Who Framed Roger Rabbit, directed by Robert Zemeckis. Richard
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Williams was the director of animation for the project, which involved over 320
animators. Nearly two million drawings were made for the movie. Some single
frames were so complex that they required two dozen drawings. The integra-
tion of real details with cartoon characters is startling. A cartoon rabbit drinks
from a real coffee cup, which rattles. Cartoon characters throw real shadows on
the set. They bump into live people, knocking them down.

Fast motion is achieved by having events photographed at a slower rate
than twenty-four fps. Ordinarily, the subject photographed moves at a normal
pace. But when the sequence is projected at twenty-four fps, the effect is one of
acceleration. This technique is sometimes used to intensify the natural speed of
a scene—one showing galloping horses, for example, or cars speeding past the
camera. Early silent comedies were photographed before the standardization
of cameras and projectors at twenty-four fps, and therefore their sense of speed
is exaggerated at present-day projector speeds. Even at sixteen or twenty fps,
however, some of these early directors used fast motion for comic effects.

According to the French aesthetician Henri Bergson, when people act
mechanically rather than flexibly, comedy is the result. People, unlike machines,
can think, feel, and act reasonably. A person's intelligence is measured by his or
her ability to be flexible. When behavior becomes machinelike and inflexible,
we find it laughable. One aspect of machinelike behavior is speed: When a per-

3-29. The Mask (U.S.A., 1994), withJim Carrey, special effects by Industrial Light & Magic,
directed by Chuck Russell

There have been several experiments in the past combining live action and animation within
the same frame, most notably Disney's Song of the South and Mary Poppins. Since the inven-
tion of computer graphics special effects, however, these two styles can be combined within
a single character, as this shot illustrates. Our love-smitten hero is so overcome with passion
that he can't restrain his thumping heart from throbbing out of his chest—a cartoon heart for
a human(ish) character.  (New Line Cinema)




128 ,\WMovement

son's movements are speeded tip on film, he or she seems unhuman, ridiculous.
Dignity is difficult in fast motion, for acceleration robs us of our humanity. The
Upton Inn mixup in Richardson's Tom Jones is funny precisely because the fast
motion captures the machinelike predictability of all the characters: Tom flies
from Mrs. Waters's bed, Mr. Fitzpatrick flies off the handle, Squire Western
screams for his daughter, and the servants scream for their lives (3-30).

Slow-motion sequences are achieved by photographing events at a faster
rate than twenty-four fps and projecting the lilmstrip at the standard speed.
Slow motion tends to ritualize and solemnize movement. Even the most com-
monplace actions take on a choreographic gracefulness in slow motion. Where
speed tends to be the natural rhythm of comedy, slow, dignified movements
tend to be associated with tragedy. In The Pawnbroker, Sidney Lumet used slow
motion in a flashback sequence, showing the protagonist as a young man on an
idyllic country outing with his family. The scenes are lyrical and otherworldly—
too perfect to last.

W'hen violent scenes are photographed in slow motion, the effect is
paradoxically beautiful. In The Wild Bunch, Sam Peckinpah used slow motion to
photograph the grisliest scenes of horror—flesh tearing, blood spattering,

3-30. Tom Jones (Great Britain, 1963), with George Cooper, Albert Finney, andJoyce Red-
man; directed by Tony Richardson.

Richardson uses fast motion in this movie when he wishes to emphasize the machinelike
behavior of the characters—especially of the randy hero (Finney) whose sex drive often over-
powers his judgment. In the famous Upton Inn mixup (pictured), Tom is rudely interrupted in
his nocturnal amours by the hot-tempered Mr. Fitzpatrick. The sequence is shot in fast
motion to heighten the comedy: The drunken Fitzpatrick flails at our besieged hero as his ter-
rified paramour screams for her life, thus waking all the inhabitants of the inn, including

Sophie Western, the only woman Tom truly loves. (The Samuel Gotdwyn company)




3-31a. Without Limits (U.S.A.,
1998), with Billy Crudup, directed by
Robert  Towne.

Slow motion is often used in movies
about athletic events. The technique can
prolong the balletic grace of an athlete's
movements. In other cases, such as this,
the slow motion heightens the agonized
strain in every muscle of an athlete's
body as he hurtles himself against the
finish wire. (Warner Bros.)

3-31b. The Last of the Mohicans
(U.S.A., 1992), with Daniel Day-Lewis,
directed by Michael Mann.

Slow motion, of course, prolongs time-
sometimes unbearably, as in this shot.
The hero is racing to the rescue of the
woman he loves, who is under attack
during a sudden Indian ambush. A
weapon in each hand, photographed at
the aggressive full-front position, with
the foreground and background an irrel-
evant blur, Hawkeye (Day-Lewis) is
totally focused on his enemy, but the
slow-motion photography seems to hold
him back—as an agonizing eternity
transpires. (Twentieth Century-Fox)

3-31c.  Glory (U.S.A., 1989), with
Matthew  Broderick  (left),  directed by
Edward  Zwick.

The great Japanese master, Akira Kuro-
sawa, sometimes used slow motion to
convey violence, especially in scenes of
battle. Zwick also uses this technique,
paradoxically converting a scene of bru-
tality and bloodshed during a famous
Civil War battle into a mesmerizing bal-
let of blasted limbs and flying trajecto-
ries of debris. (Tri-Star Pictures)
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horses toppling, an almost endless variety. By aestheticizing these scenes of ugli-
ness, Peckinpah demonstrates why the men are so addicted to a life of violence
when it seems so profitless. Violence becomes almost an aesthetic credo, some-
what as it's portrayed in the fiction of Hemingway. Slow-motion violence
became virtually a trademark in the works of Peckinpah.

Reverse motion simply involves photographing an action with the film
running reversed. When projected on the screen, the events run backward.
Since Melies's time, reverse motion has not progressed much beyond the gag
stage. In The Knack, Richard fester used reverse motion as a comic choreo-
graphic retake for a quick laugh when an egg "returns" to its shell. One of the
most expressive uses of reverse motion—combined with slow motion—is in
Jean Cocteau's Orpheus. The protagonist has taken ajourney into Hell to regain
his lost wife. He makes a serious blunder while there and expresses a wish to
return to his original point of decision to correct his mistake. Magically, he is
whisked into the past before our eyes, as the previous sequence unfurls back-
wards in slow motion—to the physical setting where the fateful decision was
made. The reverse motion in this sequence is a good instance of how space can
be temporalized and time spatialized in the cinema.

A freeze frame suspends all movement on the screen. A single image is
selected and reprinted for as many frames as is necessary to suggest the halting
of motion. By interrupting a sequence with a freeze shot, the director calls

3-32. Hair (U.S.A., 1979), choreography by Twyla Tharp, directed by Milos Forman.

Slow motion etherealizes movement, lending it a dreamy, otherworldly grace. Throughout
this musical, slow motion is used in the dance numbers to emphasize the individuality rather
than the uniformity of the dancers. Twyla Tharp's choreography is organic to the story, which
deals with the freewheeling lifestyle of some 1960s hippies. The dance numbers are loose
and spontaneous, with each dancer doing his or her own thing—Ilike jiggling links in a chain.
(United  Artists)
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attention to an image—offering it, as it were, for our delectation. Sometimes,
the image is a fleeting moment of poignance that is over in a fraction of a sec-
ond, as in the final shot of Truffaut's The 400 Blows. Directors also use freeze
frames for comic purposes. In Tom Jones, Richardson freezes the shot of Tom
dangling on a noose while the off-screen narrator urbanely explains to the
audience why Tom should not hang until his tale is finished.

In other instances, the freeze frame can be used for thematic purposes.
The final image of Richardson's The Loneliness of the Long Distance Runner is
frozen to emphasize the permanence of the protagonist's status at the end of
the picture. Freeze frames are ideal metaphors for dealing with time, for in
effect, the frozen image permits no change. Near the end of True Grit, for exam-
ple, Henry Hathaway froze a shot ofthe protagonist (John Wayne) and his horse
leaping over a fence. By halting the shot at the crest of the leap, Hathaway cre-
ates a metaphor of timeless grandeur: The image suggests a heroic equestrian
statue, immune from the ravages of time and decay. Of course, the total absence
of movement is often associated with death, and Hathaway's freeze frame also
implies this idea. Perhaps a more explicit metaphor of death can be seen in the
conclusion of the western Butch Gassidy and the Sundance Kid, where the two
heroes (Paul Newman and Robert Redford) are "frozen" just before they are
shot to death. The freeze frame suggests an ultimate triumph over death.

Most of these mechanical distortions were discovered by Melies. For
many years after, they were largely ignored by the majority of commercial film-

s

3-33. Viridiana (Mexico/Spain, 1961), directed by Luis Buhuel.

This notorious freeze-frame parody of Leonardo's Last Supper is only one example of
Bunuel's savage assault on the Church, sentimental liberalism, and middle-class morality. His
sardonic wit is often shocking, blasphemous. For example, the context of this freeze frame is
a drunken orgy of beggars who pose for a group photo to the accompaniment of Handel's
Messiah. A woman reeling in boozy stupor "snaps" the picture not with a camera but her
genitals. This raucous gesture throws the "disciples" into paroxysms of laughter Though a
nonbeliever, Bunuel was able to infuse a sense of scandal in these sacrilegious jokes. "Thank
God I am still an atheist," he once sighed.  (Audio-Brandon Films)
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makers until the late 1950s, when the French New Wave directors revived them.
Since then, many of these techniques have been used promiscuously. Zooms,
freeze frames, and slow-motion sequences have become almost de rigueur. In
many cases, they have degenerated into cliches—modish flourishes that are
tacked on to the materials, regardless of whether the techniques are organic to
the spirit of the subject.

In watching a movie, we ought to ask ourselves why a director is moving
the camera during a scene. Or why the camera doesn't move. Does the director
keep the camera close in to the action, thus emphasizing motion? Or does he
or she deemphasize movement through the use of longer shots, high angles,
and slow-paced action? Are the movements in a scene naturalistic or stylized?
Literal or symbolic? Are the camera's movements smooth or choppy? Lyrical or
disorienting? What are the symbolic implications of such mechanical distor-
tions as fast and slow motion, freeze frames, and animation?

Movement in film is not simply a matter of "what happens." The direc-
tor has dozens of ways to convey motion, and what differentiates a great direc-
tor from a merely competent one is not so much a matter of what happens, but
how things happen—how suggestive and resonant are the movements in a given
dramatic context? Or, how effectively does the form of the movement embody
its content?
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The foundation of film art is editing.
—V. . PUDOVKIN
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Real time versus reel time: the problem of continuity. Cutting to continuity: condens-
ing unobtrusively. D. W. Griffith and the development of a universal cutting style. The
invisible manipulation of classical cutting: editing for emphasis and nuance. The prob-
lem of time. Subjective editing: thematic montage and the Soviet school. Pudovkin and
Eisenstein: two early masters of thematic cutting. The famous Odessa Steps sequence
of Potemkin. The countertradition: the realism of Andre Bazin. How editing lies. When
not to cut and why. Real time and space and how to preserve them. The realist arsenal:
sound, deep focus, sequence shots, widescreen. Alfred Hitchcock, supreme master of
editing: storyboard sequence from North by Northwest.

So far, we've been concerned with cinematic communication as it relates to the
single shot, the basic unit of construction in movies. Except for traveling shots
and lengthy takes, however, shots in film tend to acquire meaning when they
arc juxtaposed with other shots and structured into an edited sequence. Physi-
cally, editing is simply joining one strip of film (shot) with another. Shots are
joined into scenes. On the most mechanical level, editing eliminates unneces-
sary time and space. Through the association of ideas, editing connects one
shot with another, one scene with another, and so on. Simple as this may now
seem, the convention of editing represents what critic Terry Ramsaye referred
to as the "syntax" of cinema, its grammatical language. Like linguistic syntax,
the syntax of editing must be learned. We don't possess it innately.

15

In the earliest years of cinema, the late 1890s, movies were brief, con-
sisting of short events photographed in long shot in a single take. The duration
of the shot and the event were equal. Soon, filmmakers began to tell stories—
simple ones, it's true, but requiring more than a single shot. Scholars have
traced the development of narrative to filmmakers in France, Great Britain,
and the United States.

By the early twentieth century, filmmakers had already devised a func-
tional style of editing we now call cutting to continuity. This type of cutting is a
technique used in most fiction films even today, if only for exposition scenes.
Essentially, this style of editing is a kind of shorthand, consisting of time-hon-
ored conventions. Continuity cutting tries to preserve the fluidity of an event
without literally showing all of it.

For example, a continuous shot of a woman leaving work and going
home might take forty-five minutes. Cutting to continuity condenses the action
into five brief shots, each of which leads by association to the next: (1) She
enters a corridor as she closes the door to her office. (2) She leaves the office



4-1. The Makioka Sisters (Japan, 1985), directed by Kon Ichikawa.

How a scene is edited can be very subjective, depending on who's doing the cutting and what
the editor wants to emphasize. In this domestic family quarrel, for example, the scene is
slanted toward the wronged wife (Keiko Kishi, lower right) and her bullying husband
(Teinosuke Sachiko, center left). Her sisters and brother-in-law observe from the rear of the
room. But another editor could focus on any of the other four characters, giving them more
prominence in the sequence by cutting to their reactions more often, thus conveying the
scene primarily from that character's perspective. In short, six different stories could be told,
depending on how the sequence is cut together, (RS/SS)

135



REALISM CLASSICISM FORMALISM

Cutting Classical Thematic Abstract
Sequence Shots to Cutting Montage Cutting
Continuity
The Arrival of ATripto The Birth of Thirty-Two Short Rhythmus
a Train the Moon a Nation Films About 21
Glenn Gould
4-2. Editing styles can be classified according to how intrusive or interpretive the cut-

ting is. The least manipulative style is found in a sequence shot, which contains no editing
at all. Cutting to continuity merely condenses the time and space of a completed action.
Classical cutting interprets an action by emphasizing certain details over others. Thematic
montage argues a thesis—the shots are connected in a relatively subjective manner.
Abstract cutting is a purely formalistic style of editing, totally divorced from any recogniz-
able subject matter.

building. (3) She enters and starts her car. (4) She drives her car along a high-
way. (5) Her car turns into her driveway at home. The entire forty-five-minute
action might take ten seconds of screen time, yet nothing essential is left out.
It's an unobtrusive condensation.

To keep the action logical and continuous, there must be no confusing
breaks in an edited sequence of this sort. Often, all the movement is carried
out in the same direction on the screen to avoid confusion. For example, if the
woman moves from right to left in one shot and her movements are from left to
right in the other shots, we might think that she is returning to her office.
Cause-effect relationships must be clearly set forth. If the woman slams on her
brakes, the director is generally obliged to offer us a shot of what prompted the
driver to stop so suddenly.

The continuity of actual space and time is fragmented as smoothly as
possible in this type of editing. Unless the audience has a clear sense of a con-
tinuous action, an editing transition can be disorienting. Hence, the termjump
cut, which means an editing transition that's confusing in terms of space and
time. To make their transitions smooth, filmmakers generally use establishing
shots at the beginning of their stories or at the beginning of any new scene
within the narrative.

Once the location is established, filmmakers then can cut to closer
shots of the action. If the events require a considerable number of cuts, the
filmmaker might cut back to a reestablishing shot—a return to the opening
long shot. In this way, the viewer is reminded of the spatial context of the closer
shots. "Between" these various shots, time and space can be expanded or con-
tracted with considerable subtlety.



4-3. The Arrival of a Train (France, 1895), directed by Louis and Auguste Lumiere.

The Lumiere brothers might be regarded as the godfathers of the documentary movement.
Their brief actualites (as they called them) are primitive documentaries shot for the most part
in single takes. These early newsreels often contained several different sequences, but rarely
is there much cutting within a sequence—hence the term sequence shot (that is. a complex
action photographed in a continuous take, without cuts). Audiences of this era were so aston-
ished by the novelty of a moving picture that this alone was enough to hold their attention.
See also Bill Nichols, Representing Reality: Issues and Concepts in Documentary (Bloomington:
Indiana University Press, 1991). (Museum of Modem An)

By 1908, when the American genius D. W. Griffith entered the field of
filmmaking, movies had already learned how to tell stories thanks to the tech-
nique of cutting to continuity. But the stories were simple and crude compared
to those in more sophisticated narrative mediums like literature and drama.
Nonetheless, movie storytellers already knew that by breaking up an action into
different shots, the event can be contracted or expanded, depending on the
number of shots. In other words, the shot, not the scene, was the basic unit of
film construction.



4-4. 4 Trip  to  the  Moon
(France, 1902), directed by
Georges Melies.

Around 1900, in America, Eng-
land, and France, filmmakers
began to tell stories. Their narra-
tives were crude, but they required
more than just one shot to com-
plete. Melies was one of the first to
devise the style of cutting to conti-
nuity. The narrative segments are
connected by a fade-out. The next
scene then fades in, often in a dif-
ferent location and at a different
time, though usually with the same
characters. Melies advertised these
films as stories in "arranged

scenes." (Museum of Modem Art)

Movies before Griffith were usually photographed in stationary long
shot—roughly the position of a close observer in the live theater. Because film
time doesn't depend on the duration of the literal event, filmmakers of this era
introduced a more subjective time, one that's determined by the duration of
the shots (and the elapsed time implied between them), not by the actual
occurrence.

The basic elements of editing syntax were already in place when Grif-
fith entered the field, but it was he more than any other individual who molded
these elements into a language of power and subtlety. Film scholars have called
this language classical cutting. Griffith has been called the Father of Film
because he consolidated and expanded many of the techniques invented by his
predecessors and was the first to go beyond gimmickry into the realm of art. By
1915, the year of his masterpiece The Birth of a Nation, classical cutting was
already an editing style of great sophistication and expressiveness. Griffith had
seized on the principle of the association of ideas in the concept of editing and
expanded it in a variety of ways.

Classical cutting involves editing for dramatic intensity and emotional
emphasis rather than for purely physical reasons. Through the use of the
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4-5. The Birth of a Nation (U.S.A., 1915), directed by D. W. Griffith.

Griffith's greatest gift to the cinema was classical cutting—a style of editing that still charac-
terizes most of the fiction films around the world. Classical cutting allows filmmakers to
inflect their narratives, to add nuances and emphasis. It also subjectivizes time. For exam-
ple, in this famous last-minute rescue finale, Griffith cross-cuts to four different groups.
Despite the sense of speed suggested by the brevity of the shots, the sequence actually
expands time. Griffith used 255 separate shots for about twenty minutes of screen time.
(Museum of Modern Art)

close-up within the scene, Griffith managed to achieve a dramatic impact that
was unprecedented. Close-ups had been used earlier, but Griffith was the first
to use them for psychological rather than physical reasons alone. Audiences
were now permitted to see the smallest details of an actor's face. No longer
were performers required to flail their arms and tear their hair. The slightest
arch of an eyebrow could convey a multitude of subtleties.

By splitting the action into a series of fragmentary shots, Griffith
achieved not only a greater sense of detail, but a far greater degree of control
over his audience's reactions. In carefully selecting and juxtaposing long,
medium, and close shots, he constantly shifted the spectator's point of view
within a scene—expanding here, excluding there, emphasizing, consolidating,
connecting, contrasting, paralleling, and so on. The possibilities were far rang-
ing. The space and time continuum of the real scene was radically altered. It
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4-6. Thirty-Two  Short Films About Glenn Gould (Canada, 1994), with Colm Feore,
directed by Frangois Girard.

This movie combines elements from documentary filmmaking, fiction films, and the avant-
garde. Its editing style is radically subjective. The movie features documentary footage of the
late Glenn Gould, a controversial and eccentric Canadian pianist considered to be one of the
great musicians of the twentieth century. There are also many re-created scenes with the bril-
liant Colm Feore playing the quirky and obsessive artist. The movie's structure is not a
straightforward narrative, but a series of fragments, loosely based on the thirty-two-part Gold-
berg Variations of Johann Sebastian Bach—one of Gould's most celebrated virtuoso perform-
ances. The film is structured around ideas rather than a linear story, and for this reason, the-
matic montage is its Style of editing. (The Samuel Goldwyn Company)

was replaced by a subjective continuity—the association of ideas implicit in the
connected shots.

In its most refined form, classical cutting presents a series of psycholog-
ically connected shots—shots that aren't necessarily separated by real time and
space (4-12). For example, if four characters are seated in a room, a director
might cut from one speaker to a second with a dialogue exchange, then cut to a
reaction shot of one of the listeners, then to a two-shot of the original speakers,
and finally to a close-up of the fourth person. The sequence of shots represents
a kind of psychological cause-effect pattern. In other words, the breakup of
shots is justified on the basis of dramatic rather than literal necessity. The scene
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4-7.  Rhythmus 21 (Germany,
1921), directed by Hans Richter.

In the avant-garde cinema, subject
matter is often suppressed or
exploited primarily as abstract data.
The continuity between shots has
nothing to do with a story but is
determined by purely subjective or
formal considerations. Along with
many other European abstract artists
of his generation, Richter was a
champion of the "absolute film,"
which consists solely of nonrepre-
sentational forms and  designs.

(Museum of Modern Art)

could be photographedjust as functionally in a single shot, with the camera at
long-shot range. This type of setup is known as a master shot or a sequence
shot. Classical cutting is more nuanced and more intrusive. It breaks down the
unity of space, analyzes its components, and refocuses our attention to a series
of details. The action is mental and emotional rather than literal.

During the golden years of the American studio system—roughly the
1930s and 1940s—directors were often urged (or forced) to adopt the master-
shot technique of shooting. This method involved shooting an entire scene in
long shot without cuts. This take contained all the dramatic variables and
hence served as the basic or "master" shot for the scene. The action was then
repeated a number of times, with the camera photographing medium shots
and close-ups of the principals in the scene. When all this footage was gathered
together, the editor had a number of choices in constructing a story continuity.
Often, disagreements arose over the proper sequence of shots. Usually, the stu-
dio director was permitted a first cut—that is, the sequence of shots represent-
ing his or her interpretation of the materials. Under this system, the studios
usually had the right to a final cut. Many directors disliked master-shot tech-
niques precisely because, with so much footage available, a meddling producer
could construct a radically different continuity.

Master shots are still used by many directors. Without a master, editors
often complain of inadequate footage—that the available shots won't cut
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4-8. Fat City (U.S.A., 1972), directed by John Huston.

Classical cutting involves editing for dramatic emphasis, to highlight details that might other-
wise be overlooked. In Huston's fight scene, for example, the entire boxing match could have
been presented in a single setup (a). Such a presentation would probably strike us as under-
whelming. Instead, Huston breaks up his shots according to the psychological actions and
reactions within the fighter protagonist (Stacy Keach), his manager (Nicholas Colosanto), and
two friends in the auditorium (Candy Clark and Jeff Bridges). (Columbia Pictures)

smoothly. In complex battle scenes, most directors are likely to shoot many
cover shots—that is, general shots that can be used to reestablish a sequence if
the other shots won't cut. In The Birth of a Nation, Griffith used multiple cam-
eras to photograph many of the battle scenes, a technique also used by Akira
Kurosawa in some sequences of The Seven Samurai.

Griffith and other classical filmmakers developed a variety of editing
conventions that they thought made the cutting "invisible," or at least didn't
call attention to itself. One of these techniques is the eyeline match. We see char-
acter A look off frame left. Cut to a shot—from his point of view—of character
B. We assume B is to A's left. Cause—effect.
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Another convention ofclassical cutting is matching action. Character A is
seated but begins to rise. Cut to another shot of character A concluding the ris-
ing action and then moving away. The idea is to keep the action fluid, to mask
the cut with a smooth linkage that's not noticed because the motion of the
character takes precedence. The continuity of the movement conceals the
suture.

The so-called 180° rule is still observed by filmmakers, though even dur-
ing the big-studio era there was nothing sacred about it. (For example, John
Ford loved violating the 180° rule. He loved violating almost any rule.) This
convention involves mise en scene as well as editing. The purpose is to stabilize
the space of the playing area so the spectator isn't confused or disoriented. An
imaginary "axis of action" line is drawn through the middle of a scene, viewed
from the bird's-eye angle (4—9). Character A is on the left; character B is on the
right. If the director wanted a two-shot, he or she would use camera 1. If we
then go to a close-up of A (camera 2), the camera must stay on the same side of
the 180° line to keep the same background—a continuity aid for the spectator.
Similarly, a close-up of character B (camera 3) would be shot on the same side
of the axis of action.

In shot reverse angle exchanges—common for dialogue sequences—
the director takes care to fix the placement of the characters from shot to shot.

4-9. Bird’s-eye view of the 180" rule.

No cameras allowed behind line

w— — e ===t }80° line

Camera #1
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Ifcharacter A is on the left and character B is on the right in the first shot, they
must remain that way in the reverse angle taken from over the shoulder of
character B. Usually the reverse angle is not literally 180° opposite, but we
agree to accept it as such.

Even today, filmmakers rarely take the camera behind the imaginary
axis line, unless their deliberate intention is to confuse the spectator. During
fight scenes and other types of chaotic clashes, the filmmaker often wants the
spectator to feel threatened, disoriented, anxious. This can be accomplished
by deliberately violating the 180° rule.

Griffith also perfected the conventions of the chase—still very much
with us. Many of his movies ended with a chase and last-minute rescue
sequence. Most of them feature parallel editing—the alternation of shots of

4-10. It's a Wonderful Life (U.S.A., 1946), with James Stewart, directed by Frank Copra.
Capra was a master of classical editing. His cutting style was fast, light, seamless. But he
never displayed his editing virtuosity for its own sake. Like every other technique, editing is
subordinated to the needs of the characters in action—the cardinal commandment of classi-
cal cutting. In this and other scenes, Capra included a "reactive character" who guides the
viewer's response to the action. This character represents a kind of norm, the way an average
person would respond to a given situation. In this scene, for example, Capra's charming fan-
tasy takes a whimsical turn. The forlorn hero (Stewart) listens to his guardian angel (Henry
Travers, left) explain why he isn't a very distinguished angel (he has yet to earn his wings). A
casual bystander (Tom Fadden, center) happens to overhear and is totally spooked by their
conversation. Capra is able to punctuate the comedy of the scene by cutting to this charac-
ter's response whenever the angel says something weird.  (RkO>
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one scene with another at a different location. By cross-cutting back and forth
between the two (or three or four) scenes, Griffith conveyed the idea of simul-
taneous time. For example, near the end of The Birth ofa Nation, Griffith cross-
cuts between four groups. In juxtaposing shots from these separate scenes, he
manages to intensify the suspense by reducing the duration of the shots as the
sequence reaches its climax. The sequence itself lasts twenty minutes of film
time, but the psychological effect of the cross-cutting (the shots average about
five seconds each) suggests speed and tension. Generally speaking, the greater
the number of cuts within a scene, the greater its sense of speed. To avoid the
risk of monotony during this sequence, Griffith changed his setups many times.
There are extreme long, long, medium, and close shots, varied angles, lighting
contrasts, even a moving camera (it was mounted on a truck).

If the continuity of a sequence is reasonably logical, the fragmentation
of space presents no great difficulties. But the problem of time is more com-
plex. Its treatment in film is more subjective than the treatment of space.
Movies can compress years into two hours of projection time. They can also
stretch a split second into many minutes. Most films condense time. There are
only a handful that attempt to make screen time conform to real time: Agnes
Varda's Cleo From Five to Seven and Fred Zinnemann's High Noon (4—22) are per-
haps the best-known examples. Both deal with about 90 minutes of time—also
the approximate length of the films. Even these movies cheat by compressing
time in the expository opening sequences and expanding it in the climactic
scenes. In actual practice, time exists in a kind of limbo: As long as the audi-
ence is absorbed by the screen action, time is what the film says it is. The prob-
lem, then, is to absorb the viewer.

On the most mechanical level, screen time is determined by the physi-
cal length of the filmstrip containing the shot. This length is governed gener-
ally by the complexity of the image subject matter. Usually, longer shots are
more densely saturated with visual information than close-ups and need to be
held longer on the screen. Raymond Spottiswoode, an early film theorist,
claimed that a cut must be made at the peak of the "content curve"—that is,
the point in a shot at which the audience has been able to assimilate most of its
information. Cutting after the peak of the content curve produces boredom
and a sense of dragging time. Cutting before the peak doesn't give the audi-
ence enough time to assimilate the visual action. An image with a complex mise
en scene requires more time to assimilate than a simple one. Once an image
has been established, however, a return to it during the sequence can be con-
siderably shorter, because it works as a reminder.

But the sensitive treatment of time in editing is largely an instinctive
matter that defies mechanical rules. Most great directors have edited their
own films, or at least worked in close collaboration with their editors, so cru-
cial is this art to the success of films. The best-edited sequences are deter-
mined by mood as well as subject matter. Griffith, for example, generally
edited love scenes in long lyrical takes, with relatively few setups. His chase



4-11a & b. Pulp Fiction (U.S.A.,
1994), with John Travolta and Uma
Thurman, written and directed by
Quentin  Tarantino. (Miramax ~ Films)

Why do some movie directors cut while others avoid cutting by including all the variables in
a single shot? Still other filmmakers prefer to move their camera along with the action rather
than cut between separate shots. The differences may seem unimportant to the average
viewer, but serious film artists realize that each of these three techniques suggests different
psychological undertones—undertones that even average viewers respond to, though they
might not be able to explain their response analytically.

The scene from Pulp Fiction takes place in a confined restaurant booth. Logically, Taran-
tino could have shot the scene with a single set-up, with both characters in profile facing each
other. But the dramatic context demands a different strategy. Travolta plays a junkie/hit man
whose gangster boss has asked him to take his wife to dinner while the boss is out of town.
Wary of her flaky, unpredictable behavior, and fully conscious that a careless slip-up could
cost him his life, the Travolta character "keeps his distance" from her—an aloofness that
intrigues her. By keeping the two in separate space cubicles with a traditional shot/counter-
shot technique, Tarantino stresses their psychological apartness. The editing keeps a distance
between them.

continued .
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4-l1lc. Gladiator (U.S.A., 2000), with Russell Crowe (right), directed by Ridley Scott.
(DreamWorks Pictures)

4-11d. GoodFellas (U.S.A., 1990),
with  Lorraine Bracco and Ray Liotta,
directed by  Martin  Scorsese. (Warner

Bros.)

The shot from Gladiator is more realistic in its presentation, with the sympathetic hero
(Crowe) trapped in the same arena with a hungry tiger and a hostile giant who's determined
to destroy him. In the movie itself, Ridley Scott cuts to all three of these dramatic variables to
stretch out the suspense, but the greatest danger is conveyed in shots like this, where all
three must fight to the finish in a relatively confined space.

Scorsese, who is a superlative editor, is also a master of the moving camera, and he often
prefers to move with the action rather than break it down into a series of separate shots.
Why? Mostly because the moving camera is more fluid, more lyrical. (It's also more expen-
sive and time consuming.) In this wedding dance scene from GoodFetlas, for example,
Scorsese conveys the couple's euphoria by swirling the camera along with the dancers. These
spontaneous eruptions destabilize the visual materials, infusing the action with a surge of
energy, almost a kinetic high.
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and batde scenes were composed of brief shots, jammed together. Paradoxi-
cally, the love scenes actually compress real time, whereas the rapidly cut
sequences elongate it.

There are no fixed rules concerning rhythm in films. Some editors cut
according to musical rhythms (see 5-12). The march of soldiers, for example,
could be edited to the beat ofa military tune, as can be seen in several marching
sequences in King Vidor's The Big Parade. This technique is also common with
American avant-garde filmmakers, who feature rock music soundtracks or cut
according to a mathematical or structural formula. In some cases, a director will
cut before the peak of the content curve, especially in highly suspenseful
sequences. In a number of movies, Hitchcock teases the audience by not provid-
ing enough time to assimilate all the meanings of a shot. Violent scenes are con-

4-12. The Last Picture Show (U.S.A., 1971), with Cybill Shepherd and Ellen Burstyn,
directed by Peter Bogdanovich.

In its subtlest form, classical cutting can break up even a confined action into smaller units of
meaning. Frangois Truffaut once observed that movies in which people tell lies require more
shots than those in which they tell the truth. For example, if a young daughter tells her
mother that she thinks she is in love with a boy, and the mother responds by warning the girl
of some of the emotional dangers involved, there is no reason why the scene shouldn't be
photographed in a single setup with both females in the same frame. Essentially, this is how
Bogdanovich presents a similar scene (a). However, if the mother were a lying hypocrite, and
the daughter suspected that the older woman might be in love with the boy herself, a director
would be forced to break the scene down into five or six shots (b-g) to give viewers emo-
tional information they wouldn't receive from the characters themselves. (Columbia Pictures)

a
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4-13. The Deer Hunter (U.S.A., 1978), directed by Michael Cimino.

Editing is an art as well as a craft. Like all art, it often defies mechanical formulations, taking
on a life of its own. For example, when sneak preview audiences were asked for their reac-
tions to this three-hour movie, most viewers responded enthusiastically but felt that the hour-
long wedding sequence of the opening could have been cut down. In terms of its plot, noth-
ing much "happens" in this sequence. Its purpose is primarily /yrical—a loving celebration of
the social rituals that bind the community together. The story content of the sequence could
be condensed to a few minutes of screen time—which is exactly what its makers did. When
the shortened version was shown to audiences, reactions were negative. Cimino and his edi-
tor, Peter Zinner, restored the cut footage. The long wedding sequence is necessary not for its
story content so much as for its experiential value. It provides the movie with a sense of bal-
ance: The community solidarity of the sequence is what the characters fightfor in the subse-
quent battle footage Of the film. (Universal Pictures)

ventionally cut in a highly fragmented manner. On the other hand, Antonioni
usually cuts long after the content curve has peaked. In La Notte, for example,
the rhythm is languorous and even monotonous: The director attempts to cre-
ate a sense of weariness in the audience, paralleling that of the characters. Anto-
nioni's characters are usually tired people—in every sense of the term (see 3-7).

Tact is another editing principle that's difficult to generalize about,
because it too depends on context. No one likes to have the obvious pointed
out to us, whether in real life or while watching a movie. Like personal tact,
directorial tact is a matter of restraint, taste, and respect for the intelligence of
others. Hack directors often present us with emotionally gratuitous shots,
falling over themselves to make sure we haven't missed the point.



4-14. The 4th Man (Holland, 1984), with
Jeroen Krabbe, directed by Paul Verhoeven.

Editing can shift the action from reality to
fantasy in an instant. Often, such shifts are
accompanied by a cue—eerie music, for
example, or a rippling image that suggests
a different level of consciousness. At other
times, the shift is undetectable, a deliberate
attempt to disorient the viewer. The novel-
ist hero of this movie often intermingles
reality with fantasy. In this scene, he is try-
ing to shave while suffering from a colossal
hangover. His roommate is practicing his
music, making the shaky hero even shakier.
In exasperation, he walks over to the room-
mate and strangles him. A moment later, we
see the hero shaving again and the room-
mate still practicing his music. The strangu-
lation took place only in the hero's vivid
imagination. Because it is presented with no
transitional cue, we too confuse reality with
fantasy—the theme of the film, (international

Spectrafilm  Distribution)

Griffith's most radical experiments in editing are found in his 1916
masterpiece, Intolerance. This movie was the first fiction film to explore the idea
of thematic montage. Both the film and the technique exerted an enormous
influence on movie directors of the 1920s, especially in the Soviet Union. The-
matic montage stresses the association of ideas, irrespective of the continuity of
time and space.

Intolerance is unified by the themes of bigotry and persecution. Rather
than tell one story, Griffith intercut four. One takes place in ancient Babylon.
The second deals with the crucifixion ofJesus. The third concerns the mas-
sacre of the Huguenots by the Catholic royalists in sixteenth-century France.
The last story takes place in America in 1916 and deals with a battle between
labor and management.

The four stories are developed not separately but in parallel fashion.
Scenes of one time period are intercut with scenes of another. At the conclu-
sion of the movie, Griffith features suspenseful chase sequences in the first and
last stories, a brutal scene of slaughter in the French story, and a slow, tragic cli-
max in the killing ofJesus. The concluding sequence contains literally hun-
dreds of shots, juxtaposing images that are separated by thousands of years and
by as many miles. All these different time periods and locations are unified by
the central theme of intolerance. The continuity is no longer physical, or even
psychological, but conceptual—that is, thematic.



4-15.  Royal Wedding (U.S.A., 1951),
with  Fred Astaire, directed by Stanley
Donen.

Even in the heyday of the Hollywood stu-
dio system, when the dominance of clas-
sical cutting was virtually unchallenged,
there were instances when the realistic
continuity of time and space had to be
preserved at the expense of editing. For
example, in this famous dance sequence,
Astaire begins to tap dance on the floor of
his hotel room and then—without a cut-
he taps up the wall, then onto the ceiling,
seemingly defying gravity. How was it
done? A revolving set and camera were
synchronized so that whenever the hotel
room began to turn. Astaire tapped his
way onto the new "floor" unobtrusively in
one continuous motion. Had director
Donen cut to separate shots, the sequence
would have lost much of its magical,
whimsy, (MGM)

Intolerance was not a commercial success, but its influence was
immense. The filmmakers of the Soviet Union were dazzled by Griffith's
movie and based their own theories of montage on his practices in this film. A
great many directors have profited from Griffith's experiments in the subjec-
tive treatment of time. In The Pawnbroker, for example, Sidney Lumel exploits
the art of editing to produce a series of parallels that are thematically rather
than chronologically related. He uses a kind of subliminal editing, in which
some shots are held on the screen for only a fraction of a second. The central
character is a middle-aged Jew who survived a Nazi concentration camp
twenty-live years earlier; all his loved ones, however, were killed there. He tries
to repress the memories of these earlier experiences, but they force their way
into his consciousness. Lumet suggests this psychological process by intercut-
ting a few frames of the memory shots during a scene that is occurring in the
present. A present-tense event detonates the protagonist's memory of some-
thing similar from his past. As past contends with present, the flickering mem-
ory shots endure longer, until a flashback sequence eventually becomes domi-
nant, and the present is momentarily suspended. With only a few exceptions,
however, it was not until the 1960s that such unorthodox editing practices
became widespread.
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4-16. Flashdance (U.S.A., 1983), with Jennifer Beats, directed by Adrian Lyne.

Editing is often used to deceive—to conceal rather than reveal. For example, the dance num-
bers in this film were performed by a double, a professional dancer whose identity is cun-
ningly concealed by the artful lighting and the discreetly distanced camera. The dance shots,
were intercut with closer shots of Jennifer Beals, wearing the same costume and moving to
the same music. With the musical number providing the continuity, these intercut shots cre-
ate the illusion of a continuous movement, with Beals featured throughout. These editing
techniques are also commonly used in such scenes as sword fights, dangerous stunts, and
many other activities requiring specialized skills. (Paramount Pictures)

Filmmakers can interrupt the present with shots not only of the past
but of the future as well. In Sydney Pollack's They Shoot Horses, Don't They? short
flash-forwards of a courtroom scene are interspersed throughout the present-
tense story. The flash-forwards suggest predestination: Like the dance contest
of the story proper, the future is rigged, and personal effort is equated with self-
deception. Flash-forwards are also used in Alain Resnais's La Guerre Est Einie
and Joseph Losey's The Go-Between.

Griffith also restructured time and place through the use of fantasy
inserts. In Intolerance, for example, a young woman on the verge of murdering
her unfaithful boyfriend imagines a scene where she is apprehended by the
police. Flashbacks, flash-forwards, and cutaways to fantasies allow filmmakers to
develop ideas thematically rather than chronologically, freeing them to explore
the subjective nature of time. The very flexibility of time in movies makes the
theme of temporality an ideal subject for the medium.

Like Faulkner, Proust, and other novelists, filmmakers have succeeded
in cracking the tyranny of mechanically measured time. One of the most com-
plex instances of the restructuring of time is found in Stanley Donen's Two for
the Road. The story deals with the development and gradual disintegration of a
love relationship. It unfolds in a series of mixed flashbacks. That is, the flash-
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4-17. West Side Story (U.S.A.,
1961), directed by Robert Wise
and Jerome  Robbins.

Musicals are often edited in a
radically formalist style, without
having to observe the cutting
conventions of ordinary dramatic
movies. The editing of West Side
Story is very abstract. The music,
by Leonard Bernstein, and the
dance numbers, choreographed
by Jerome Robbins, are edited
together for maximum aesthetic
impact, rather than to forward the
story. Nor are the shots linked by
some principle of  thematic
association. Rather, the shots are
juxtaposed primarily for their
lyrical and kinetic beauty,
somewhat like a music video.

(United  Artists)

backs are not in chronological sequence, nor are they completed in any one
scene. Rather, they are jumbled and fragmented, somewhat in the manner of a
Faulkner novel. To complicate matters, most of the flashbacks take place on the
road, during various trips the couple has taken in the past. If each of the time
periods of the film were designated with the letters A, B, C, D, and E, its tempo-
ral structure might be charted as follows: E (present), A (most distant past), B,
C,D,B,A,E, C,D,B...ending with E. The audience gradually learns to iden-
tify each time period through various continuity clues: the heroine's hair styles,
the modes of transportation, the particular crisis during each trip, and so on.

From its crude beginnings, Griffith expanded the art of editing to
include a wide variety of functions: locale changes, time lapses, shot variety,
emphasis of psychological and physical details, overviews, symbolic inserts, par-
allels and contrasts, associations, point-of-view shifts, simultaneity, and repeti-
tion of motifs.

Griffith's method of editing was also more economical. Related shots
could be bunched together in the shooting schedule, regardless of their posi-
tions (or "time" and "place") in the finished film. Especially in later years, in
the era of high-salaried stars, directors could shoot all the star sequences in a
brief period and out of cinematic continuity. Less expensive details (extreme
long shots, minor actors, close-ups ofobjects, etc.) could be shot at a more con-
venient time. Later, the shots would be arranged in their proper sequence on
the editor's cutting bench.
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Griffith was a practical artist, concerned with communicating ideas and
emotions in the most effective manner possible. In the 1920s, the Soviet film-
makers expanded his associational principles and established the theoretical
premises for thematic editing, or montage as they called it (from the French,
monter, to assemble). V. I. Pudovkin wrote the first important theoretical trea-
tises on what he called constructive editing. Most of his statements are explana-
tions of Griffith's practices, but he differed with the American (whom he
praises lavishly) on several points. Griffith's use of the close-up, Pudovkin
claimed, is too limited. It's used simply as a clarification of the long shot, which
carries most of the meaning. The close-up, in effect, is merely an interruption,
offering no meanings of its own. Pudovkin insisted that each shot should make
a new point. Through the juxtaposition of shots, new meanings can be created.
The meanings, then, are in the juxtapositions, not in one shot alone.

Filmmakers in the Soviet Union were strongly influenced by the psycho-
logical theories of Pavlov, whose experiments in the association of ideas served
as a basis for the editing experiments of Lev Kuleshov, Pudovkin's mentor.
Kuleshov believed that ideas in cinema are created by linking together fragmen-
tary details to produce a unified action. These details can be totally unrelated in
real life. For example, he linked together a shot of Moscow's Red Square with a

4-18. Dead Men Don't Wear Plaid (U.S.A., 1982), with Steve Martin and Carl Reiner (bald
pate), directed by Reiner.

Reiner's comic parody of Nazi films and other noir genres of the 1940s is a tour de force of
editing. A silly spy plot involving Martin is intercut with footage from such vintage 1940s
movies as Double Indemnity, Suspicion, The Bribe, Out of the Past, and Sorry. Wrong Number.
Pudovkin and Kuleshov would have understood perfectly.  (University City studios)
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shot of the American White House, close-ups of two men climbing stairs with
another close-up of two hands shaking. Projected as a continuous scene, the
linked shots suggest that the two men are in the same place at the same time.

Kuleshov conducted another famous experiment that provided a theo-
retical foundation for the use of nonprofessional actors in movies. Kuleshov
and many of his colleagues believed that traditional acting skills were quite
unnecessary in the cinema. First, he shot a close-up of an actor with a neutral
expression. He juxtaposed this with a close-up of a bowl of soup. Then he
joined the close-up of the actor with a shot of a coffin containing a female
corpse. Finally, he linked the actor's neutral expression with a shot of a little
girl playing. When these combinations were shown to audiences, they
exclaimed at the actor's expressiveness in portraying hunger, deep sorrow, and
paternal pride. In each case, the meaning was conveyed by juxtaposing two
shots, not by one alone. Actors can be used as raw material, as objects juxta-
posed with other objects. The emotion is produced not by the actor's perform-
ance, but by associations brought about by the juxtapositions. In a sense, the
viewer creates the emotional meanings, once the appropriate objects have been
linked together by the filmmaker (4—20).

4-19. Lifeboat (U.S.A., 1944), with Tullulah Bankhead (center), directed by Alfred Hitchcock.
Hitchcock was one of Pudovkin's most articulate champions. "Cinema is form," Hitchcock
insisted. "The screen ought to speak its own language, freshly coined, and it can't do that
unless it treats an acted scene as a piece of raw material which must be broken up, taken to
bits, before it can be woven into an expressive visual pattern." He referred to the piecing
together of fragmentary shots as "pure cinema," like individual notes of music that combine
to produce a melody. In this movie, he confined himself entirely to nine characters adrift at
sea in a small boat. In other words, this photo contains the raw material for every shot in the
film. Formalists insist that the artistry lies not in the materials per se, but in the way they are

taken apart and reconstructed expressively. (Twentieth century-Fox)




For Kuleshov and Pudovkin, a sequence was not filmed; it was con-
structed. Using far more close-ups than Griffith, Pudovkin built a scene from
many separate shots, all juxtaposed for a unified effect. The environment of
the scene is the source of the images. Long shots are rare. Instead, a barrage of
close-ups (often of objects) provides the audience with the necessary associa-
tions to link together the meaning. Thesejuxtapositions can suggest emotional
and psychological states, even abstract ideas.

The Soviet theorists of this generation were criticized on several counts.
This technique detracts from a scene's sense of realism, some critics com-
plained, for the continuity of actual time and place is totally restructured. But
Pudovkin and the other Soviet formalists claimed that realism captured in long
shot is foo near reality: It's theatrical rather than cinematic. Movies must cap-
ture the essence, not merely the surface, of reality, which is filled with irrele-
vancies. Only byjuxtaposing close-ups of objects, textures, symbols, and other
selected details can a filmmaker convey expressively the idea underlying the
undifferentiated jumble of real life.

Some critics also believe that this manipulative style of editing guides
the spectator too much—the choices are already made. The audience must sit
back passively and accept the inevitable linking of associations presented on,
the screen. Political considerations are involved here, for the Soviets tended to
link film with propaganda. Propaganda, no matter how artistic, doesn't usually
involve free and balanced evaluations.

Like many Soviet formalists, Sergei Eisenstein was interested in explor-
ing general principles that could be applied to a variety of apparently different
forms of creative activity. He believed that these artistic principles were organi-
cally related to the basic nature of all human activity and, ultimately, to the
nature of the universe itself. Like the ancient Greek philosopher Heraclitus,
Eisenstein believed that the essence of existence is constant change. He believed
that nature's eternal fluctuation is dialectical—the result of the conflict and syn-
thesis of opposites. What appears to be stationary or unified in nature is only
temporary, for all phenomena are in various states of becoming. Only energy is
permanent, and energy is constantly in a state of transition to other forms. Every
opposite contains the seed of its own destruction in time, Eisenstein believed,
and this conflict of opposites is the mother of motion and change.

The function of all artists is to capture this dynamic collision of oppo-
sites, to incorporate dialectical conflicts not only in the subject matter of art
but in its techniques and forms as well. Conflict is universal in all the arts,
according to Eisenstein, and therefore all art aspires to motion. Potentially, at
least, the cinema is the most comprehensive of the arts because it can incorpo-
rate the visual conflicts of painting and photography, the kinetic conflicts of
dance, the tonal conflicts of music, the verbal conflicts of language, and the
character and action conflicts of fiction and drama.

Eisenstein placed special emphasis on the art of editing. Like Kuleshov
and Pudovkin, he believed that montage was the foundation of film art. He
agreed with them that each shot of a sequence ought to be incomplete, con-



158 editing

a b

4~20a, b, ¢, d. An "edited sequence" from Rear Window (U.S.A., 1954), directed by
Alfred  Hitchcock.

Hitchcock's thriller centers on a photographic journalist (James Stewart) who is confined to
his apartment because of a broken leg. Out of boredom, he begins to observe the lives of his
neighbors, who live in the apartment building just behind his own. His high-society girlfriend
(Grace Kelly, 4-20a) wants to get married and sees no reason why marriage should interfere
with his work. But he puts her off, filling in his idle hours by speculating on the various prob-
lems of his neighbors. Each neighbor's window symbolizes a fragment of Stewart's divided
sentiments: They are projections of his own anxieties and desires, which center on love,
career, and marriage. Each window suggests a different option for the hero. One neighbor is
a desperately lonely woman. Another apartment is occupied by lusty newlyweds. A friend-
less bachelor musician occupies a third apartment. A shallow and promiscuous dancer lives
in another. In still another is a childless married couple, who fawn pathetically over their dog

continued

tributary rather than self-contained. However, Eisenstein criticized the concept
of linked shots for being mechanical and inorganic. He believed that editing
ought to be dialectical: The conflict of two shots (thesis and antithesis) pro-
duces a wholly new idea (synthesis). Thus, in film terms, the conflict between
shot A and shot B is not AB (Kuleshov and Pudovkin), but a qualitatively new
factor—C (Eisenstein). Transitions between shots should not be smooth, as

Pudovkin suggested, but sharp, jolting, even violent. For Eisenstein, editing
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c d

to fill in the vacuum of their lives. In the most sinister apartment is a tormented middle-aged
man (Raymond Burr, 4-20c), who is so harassed by his wife that he eventually murders her.
By cutting from shots of the spying hero to shots of the neighbors' windows, Hitchcock dram-
atizes the thoughts going through Stewart's mind. The audience is moved by the editing style
rather than by the material per se or even by the actors' performances. Somewhat like the
early experiments of Pudovkin and Kuleshov, who edited together unrelated bits of film to
create a new concept, this phony "edited sequence" is composed of totally random publicity
photos, and might be viewed as a kind of guilt by associational montage. Such editing tech-
niques represent a form of characterization. Actors sometimes complained that Hitchcock
didn't allow them to act. But he believed that people don't always express what they're think-
ing or feeling, and hence the director must communicate these ideas through the editing.
The actor, in short, provides only a part of the characterization. The rest is provided by Hitch-
cock's montage. (Paramount Pictures)

produces harsh collisions, not subtle linkages. A smooth transition, he claimed,
was an opportunity lost.

Editing for Eisenstein was an almost mystical process. He likened it to
the growth of organic cells. If each shot represents a developing cell, the cine-
matic cut is like the rupturing of the cell when it splits into two. Editing is done
at the point that a shot "bursts"—that is, when its tensions have reached their

maximum expansion. The rhythm of editing in a movie should be like the
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explosions of an internal combustion engine, Eisenstein claimed. A master of
dynamic rhythms, his films are almost mesmerizing in this respect: Shots of
contrasting volumes, durations, shapes, designs, and lighting intensities collide
against each other like objects in a torrential river plunging toward their
inevitable destination.

The differences between Pudovkin and Eisenstein may seem academic.
In actual practice, however, the two approaches produced sharply contrasting
results. Pudovkin's movies are essentially in the classical mold. The shots tend
to be additive and are directed toward an overall emotional effect, which is
guided by the story. In Eisenstein's movies, thejolting images represent a scries
of essentially intellectual thrusts and parries, directed toward an ideological
argument. The directors' narrative structures also differed. Pudovkin's stories
didn't differ much from the kind Griffith used. On the other hand, Eisenstein's
stories were much more loosely structured, usually a series of documentarylike
episodes used as convenient vehicles for exploring ideas.

When Pudovkin wanted to express an emotion, he conveyed it in terms
of physical images—objective correlatives—taken from the actual locale. Thus,
the sense of anguished drudgery is conveyed through a series of shots showing
details of a cart mired in the mud: close-ups of the wheel, the mud, hands coax-
ing the wheel, straining faces, the muscles of an arm pulling the wheel, and so
on. Eisenstein, on the other hand, wanted film to be totally free of literal conti-
nuity and context. Pudovkin's correlatives, he felt, were too restricted by realism.

Eisenstein wanted movies to be as llexible as literature, especially to
make figurative comparisons without respect to time and place. Movies should

4-21. A portion of the Odessa Steps sequence from Potemkin (U.S.S.R., 1925), directed
by Sergei Eisenstein.

Perhaps the most celebrated instance of editing virtuosity in the silent cinema, the Odessa
Steps sequence is an illustration of Eisenstein's theory of collision montage in practice. This
scene deals with the slaughter of civilians by Cossack troops in Czarist Russia. The director
juxtaposed lights with darks, vertical lines with horizontals, lengthy shots with brief ones,
close-ups with long shots, static setups with traveling shots, and so on. See also David Mayer,
Eisenstein's Potemkin: A Shot-by-Shot Presentation (New York: Grossman, 1972). (Audio-Brandon
Films)

continued .
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include images that are thematically or metaphorically relevant, Eisenstein
claimed, regardless of whether they can be found in the locale or not. Even in his
first feature, Strike (1925), Eisenstein intercut shots of workmen being machine-
gunned with images of oxen being slaughtered. The oxen are not literally on
location, but are intercut purely for metaphorical purposes. A famous sequence
from Potemkin links three shots of stone lions: one asleep, a second aroused and
on the verge ofrising, and a third on its feet and ready to pounce. Eisenstein con-
sidered the sequence an embodiment of a metaphor: "The very stones roar."

Ingenious as these metaphorical comparisons can be, the major prob-
lem with this kind of editing is its tendency to be obvious—or impenetrably
obscure. Eisenstein saw no difficulty in overcoming the space and time differ-
ences between film and literature. But the two mediums use metaphors in dif-
ferent ways. We have no difficulty in understanding what's meant by the com-
parison "he's timid as a sheep," or even the more abstract metaphor, "whorish
time undoes us all." Both statements exist outside of time and place. The simile
isn't set in a pasture, nor is the metaphor set in a brothel. Such comparisons
are not meant to be understood literally, of course. In movies, figurative devices
of this kind are more difficult. Editing can produce a number of figurative
comparisons, but they don't work in quite the same way that they do in litera-
ture. Eisenstein's theories of collision montage have been explored primarily in
the avant-garde cinema, music videos, and TV commercials. Most fiction film-
makers have found them too intrusive and heavy-handed.

WA TR
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Andre Bazin was not a filmmaker, but solely a critic and theorist. For a
number of years, he was the editor of the influential French journal Cahiers du
Cinema, in which he set forth an aesthetic of film that was in sharp opposition
to such formalists as Pudovkin and Eisenstein. Bazin was untainted by dogma-
tism. Although he emphasized the realistic nature of the cinema, he was gener-
ous in his praise of movies that exploited editing effectively. Throughout his
writings, however, Bazin maintained that montage was merely one of many
techniques a director could use in making movies. Furthermore, he believed
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that in many cases editing could actually destroy the effectiveness of a scene
(4-24 and 4-26).

Bazin's realist aesthetic was based on his belief that photography, TV,
and cinema, unlike the traditional arts, produce images of reality automatically,
with a minimum of human interference. This technological objectivity con-
nects the moving image with the observable physical world. A novelist or a
painter must represent reality by re-presenting it in another medium—through
language and color pigments. The filmmaker's image, on the other hand, is
essentially an objective recording of what actually exists. No other art, Bazin
felt, can be as comprehensive in the presentation of the physical world. No
other art can be as realistic, in the most elementary sense of that word.

Bazin's aesthetic had a moral as well as technological bias. He was influ-
enced by the philosophical movement called Personalism. This school of
thought emphasized the individualistic and pluralistic nature of truth. Just as
most Personalists agreed that there are many truths, Bazin felt that in the cin-
ema there are many ways of portraying the real. The essence of reality, he
believed, lies in its ambiguity. Reality can even be interpreted in opposing, and
equally valid, ways, depending on the sensitivities of the artist. To capture this
ambiguity, the filmmaker must be modest and self-effacing, a patient observer
willing to follow where reality leads. The film artists that Bazin admired most—
Flaherty, Renoir, and De Sica, for example—are those whose movies reflect a
sense of wonder before the ambiguous mysteries of reality.

4-22. High Noon (U.S.A., 1952), with Gary Cooper and Lloyd Bridges, directed by Fred
Zinnemann.

Almost all movies compress time, condensing many months or even years into a running
time of roughly two hours, the average length of most films. Zinnemann's movie is a rare
example of a literal adherence to the unities of time, place, and action, for the entire story

takes place in a breathless 84 minutes—the film's running time. (United Artists)
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Bazin believed that the distortions involved in using formalist tech-
niques—especially thematic editing—often violate the complexities of reality.
Montage superimposes a simplistic ideology over the infinite variability of
actual life. Formalists tend to be too egocentric and manipulative, he felt. They
are concerned with imposing their narrow view of reality, rather than allowing
reality to exist in its awesome complexity. He was one of the first to point out
that such great filmmakers as Chaplin, Mizoguchi, and Murnau preserved the
ambiguities of reality by minimizing editing.

Bazin even viewed classical cutting as potentially corrupting. Classical
cutting breaks down a unified scene into a certain number of closer shots that
correspond implicitly to a mental process. But the technique encourages us to
follow the shot sequence without our being conscious of its arbitrariness. "The
editor who cuts for us makes in our stead the choice which we would make in real
life," Bazin pointed out. "Without thinking, we accept his analysis because it con-
forms to the laws of attention, but we are deprived of a privilege." He believed
that classical cutting subjectivizes an event because each shot represents what the
filmmaker thinks is important, not necessarily what we would think.

One of Bazin's favorite directors, the American William Wyler, reduced
editing to a minimum in many of his films, substituting the use of deep-focus
photography and lengthy takes. "His perfect clarity contributes enormously to

4-23. Dog Day Afternoon (U.S.A., 1975), with Al Pacino, directed by Sidney Lumet.

Not all realists use an unobtrusive style of editing. Most of Lumet's gritty New York City dra-
mas like The Pawnbroker, Serpico, Prince of the City, and Dog Day Afternoon are based on
actual events and were shot mostly in the streets of the city. All are considered masterpieces
of realism, yet all of them are edited in a nervous, jumpy style that connects a wide assort-
ment of characters and explosive events. As early as 1910, the great Russian novelist Leo
Tolstoy realized that this fledgling new art form would surpass the magnificent achievements
of 19th century literary realism: "This little clinking contraption with the revolving handle will
make a revolution in our life—in the life of writers. It is a direct attack on the old methods of
literary art. This swift change of scene, this blending of emotion and experience—it is much
better than the heavy, long-drawn-out kind of writing to which we are accustomed. It is closer

to life."  (WarnerBros.)




4-24. Jurassic Park (U.S.A., 1993), withJoseph Mazzello, Sam Neill, Ariana Richards, and a
friendly  brachiosaurus;  directed by Steven Spielberg.

Cheap science-fiction films and low-budget adventure movies often combine realistic ele-
ments with the supernatural or the very dangerous, but seldom in the same frame. It's
cheaper and easier to keep the terrified people in one shot, then cut to the object of their ter-
ror (or fascination) in another shot. Kuleshov would have applauded such a solution. But
Bazin claimed that a realistic presentation—that is, not cutting, but keeping them both in the
same frame—is far more effective, for audiences instinctively sense when a scene of this
type is being faked with manipulative editing techniques. The most magical scenes in this
movie are those that feature startlingly realistic dinosaurs—never so realistic as when they
are combined in the same frame with humans. Bazin would have applauded. (Universal Pic-

tures/Amblin Enicrtainment)

the spectator's reassurance and leaves to him the means to observe, to choose,
and form an opinion," Bazin said of Wyler's austere cutting style. In such
movies as The Little Foxes, The Best Years of Our Lives (1-20b), and The Heiress,
Wyler achieved an unparalleled neutrality and transparency. It would be naive
to confuse this neutrality with an absence of art, Bazin insisted, for all of
Wyler's effort tends to hide itself.

Unlike some of his followers, Bazin did not advocate a simpleminded
theory of realism. He was perfectly aware, for example, that cinema—Iike all
art—involves a certain amount of selectivity, organization, and interpretation.
In short, a certain amount of distortion. He also recognized that the values of
the filmmaker will inevitably influence the manner in which reality is per-
ceived. These distortions are not only inevitable, but in most cases desirable.
For Bazin, the best films were those in which the artist's personal vision is held
in delicate balance with the objective nature of the medium. Certain aspects of
reality must be sacrificed for the sake of artistic coherence, then, but Bazin felt
that abstraction and artifice ought to be kept to a minimum. The materials
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4-25a. The  Sorrow  and  the  Pity
(France/ Switzerland/W. Germany, 1970),
directed by Marcel Ophuls.

Even in the world of documentary films,
editing styles can range from ultrarealistic
to ultraformalistic. Like most cinema-verite
documentarists, Marcel Ophuls keeps edit-
ing to an absolute minimum. Implicit in the
art of editing is artifice—that is, the manip-
ulation of formal elements to produce a
seductive aesthetic effect. Many documen-
tarists believe that an edited analysis of a
scene shapes and aestheticizes it—compro-
mising its authenticity. A selected sequence
of shots, however factually based, extrapo-
lates one person's truth from an event and,
in so doing, infuses it with an ideology. An
unedited presentation, on the other hand,
preserves a multiplicity of truths.  (Cinema 5)

4-25b. Looking for Richard (U.S.A.,
1996), with Al Pacino, directed by
Pacino.

The editing style of this documentary is
subjective and personal. The movie itself
is almost like an intimate diary by a
famous actor exploring one of his most
celebrated stage roles, Shakespeare's fas-
cinating disciple of evil, Richard IIL
Pacino's voice-over connects many of the
shots, which include interviews with other
actors, historical artifacts, views of Shake-
speare's Old Globe Theatre, and snippets
of scenes from the play in rehearsal and
performance. The movie is like a dazzling
lecture/presentation by someone who is
both an artist and an educator. (Twentieth

Century-Fox)

Most documentaries fall between these two extremes, as Albert Maysles has pointed out: "We can
see two kinds of truth here. One is the raw material, which is the footage, the kind of truth that you
get in literature in the diary form—it's immediate, no one has tampered with it. Then there's the
other kind of truth that comes in extracting and juxtaposing the raw material into a more meaning-
ful and coherent storytelling form which finally can be said to be more than just raw data. In a way,
the interests of the people in shooting and the people in editing (even if it's the same individual) are
in conflict with one another, because the raw material doesn't want to be shaped. It wants to main-
tain its truthfulness. One discipline says that if you begin to put it into another form, you're going to
lose some of the veracity. The other discipline says if you don't let me put this into a form, no one
is going to see it and the elements of truth in the raw material will never reach the audience with
any impact, with any artistry, or whatever. So there are these things which are in conflict with one
another and the thing is to put it all together, deriving the best from both. It comes almost to an
argument of content and form, and you can't do one without the other."
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should be allowed to speak for themselves. Bazinian realism is not mere news-
reel objectivity—even if there were such a thing. He believed that reality must
be heightened somewhat in the cinema, that the director must reveal the
poetic implications of ordinary people, events, and places. By poeticizing the
commonplace, the cinema is neither a totally objective recording of the physi-
cal world nor a symbolic abstraction ofit. Rather, the cinema occupies a unique
middle position between the sprawl of raw life and the artificially re-created
worlds of the traditional arts.

Bazin wrote many articles overtly or implicitly criticizing the art of
editing, or at least pointing out its limitations. If the essence of a scene is
based on the idea of division, separation, or isolation, editing can be an effec-
tive technique in conveying these ideas. But if the essence ofa scene demands
the simultaneous presence of two or more related elements, the filmmaker
ought to preserve the continuity of real time and space (4-26). He or she can
do this by including all the dramatic variables within the same mise en scene—
that is, by exploiting the resources of the long shot, the lengthy take, deep
focus, and widescreen. The filmmaker can also preserve actual time and space
by panning, craning, tilting, or tracking rather than cutting to individual shots.

John Huston's The African Queen contains a shot illustrating Bazin's
principle. In attempting to take their boat down river to a large lake, the two
protagonists (Humphrey Bogarl and Katharine Hepburn) get sidetracked on a
tributary of the main river. The tributary dwindles down to a stream and finally
trickles into a tangle of reeds and mud, where the dilapidated boat gets hope-

4-26. Safety Last (U.S.A., 1923), with
Harold Lloyd, directed by Fred Newmeyer
and Sam Taylor.

In direct opposition to Pudovkin, Bazin
believed that when the essence of a scene
lies in the simultaneous presence of two or
more elements, editing is ruled out. Such
scenes  gain  their emotional impact
through the unity of space, not through the
juxtaposition of separate shots. In this
famous sequence, for example, Lloyd's
comedy of thrills is made more comic and
more thrilling by the scene's realistic pre-
sentation: The dangling hero and the street
below are kept in the same frame. Actually,
the distance between the two is exagger-
ated by the cunning placement of the cam-
era, and there was always at least a plat-
form about three stories below him—"but
who wants to fall three stories?" Lloyd

asked. (Museum of Modern Art)
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lessly mired. The exhausted travelers resign themselves to a slow death in the
suffocating reeds, and eventually fall asleep on the floor of the boat. The cam-
era then moves upward, over the reeds, where—just a few hundred yards
away—is the lake. The bitter irony of the scene is conveyed by the continuous
movement of the camera, which preserves the physical proximity of the boat,
the intervening reeds, and the lake. If Huston had cut to three separate shots,
we wouldn't understand these spatial interrelationships, and therefore the
irony would be lost.

Bazin pointed out that in the evolution of movies, virtually every tech-
nical innovation pushed the medium closer to a realistic ideal: in the late
1920s, sound; in the 1930s and 1940s, color and deep-focus photography; in
the 1950s, widescreen. In short, technology, not critics and theorists, usually
alters technique. For example, when TheJazz Singer ushered in the talkie revo-
lution in 1927, sound eclipsed virtually every advance made in the art ofediting
since Griffith's day. With the coming of sound, films had to be more realistically
edited, whether their directors wished them so or not. Microphones were
placed on the set itself, and sound had to be recorded while the scene was
being photographed. Usually the microphones were hidden—in a vase of flow-
ers, a wall sconce, etc. Thus, in the earliest sound movies, not only was the cam-
era restricted, but the actors were as well. If they strayed too far from the micro-
phone, the dialogue couldn't be recorded properly.

The effects on editing of these early talkies were disastrous. Synchro-
nized sound anchored the images, so whole scenes were played with no cuts—a
return to the "primitive" sequence shot. Most of the dramatic values were aural.

4-27. Utamaro  and His  Five
Women (Japan, 1955), directed by
Kenji ~ Mizoguchi.

Bazin and his disciples were enthusi-
astic champions of the films of
Mizoguchi. The Japanese master
favored the wuse of lengthy takes
rather than editing. He generally cut
within a continuous take only when
there was a sharp psychological shift
within the scene. Used sparingly in
this way, the cut acquires a greater
dramatic impact than can be found
in  most conventionally edited
movies. (New Yorker Films)
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Even commonplace sequences held a fascination for audiences. If someone
entered a room, the camera recorded the fact, whether it was dramatically
important or not, and millions of spectators thrilled to the sound of the door
opening and slamming shut. Critics and filmmakers despaired: The days of the
recorded stage play had apparently returned. Later these problems were solved
by the invention of the blimp, a soundproof camera housing that permits the
camera to move with relative ease, and by the practice of dubbing sound after
the shooting is completed (see Chapter 5).

But sound also provided some distinct advantages. In fact, Bazin
believed that it represented a giant leap in the evolution toward a totally real-
istic medium. Spoken dialogue and sound effects heightened the sense of
reality. Acting styles became more sophisticated as a result of sound. No longer
did performers have to exaggerate visually to compensate for the absence of

4-28. Clerks (U.S.A., 1994), with Jeff Anderson and Brian O'Halloran; written, edited, and
directed by Kevin Smith.

Sometimes economics dictates style, as with this witty low-budget feature. Everyone worked
for free. Smith shot the movie in the same convenience store he worked at (for $5 an hour)
during the day. He also used lengthy takes in a number of scenes. The actors were required
to memorize pages of dialogue (often very funny) so that the entire sequence could be shot
without a cut. Why? Because Smith didn't need to worry about such costly decisions as
where to put the camera with each new cut or how to light each new shot or whether he
could afford to rent editing equipment to cut the sequence properly. Lengthy takes require

one setup: The lights and camera usually remain stationary for the duration of the scene. The
movie's final cost: a piddling $27,575. He charged it. It went on to win awards at the Sun-
dance and Cannes Film Festivals. (Miramax Films)
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voices. Talkies also permitted filmmakers to tell their stories more economi-
cally, without the intrusive titles that interspersed the visuals of silent movies.
Tedious expository scenes could also be dispensed with. A few lines of dia-
logue easily conveyed what an audience needed to know about the premise of
the story.

The use of deep-focus photography also exerted a modifying influence
on editing practices. Prior to the 1930s, most cameras photographed interiors
on one focal plane at a time. These cameras could capture a sharp image ofan
object from virtually any distance, but unless an enormous number of extra
lights were set up, other elements of the picture that weren't at the same dis-
tance from the camera remained blurred, out of focus. One justification for
editing, then, was purely technical: clarity of image.

The aesthetic qualities of deep-focus photography permitted composi-
tion in depth: Whole scenes could be shot in one setup, with no sacrifice of
detail, for every distance appeared with equal clarity on the screen. Deep focus
tends to be most effective when it adheres to the real time-space continuum.
For this reason, the technique is sometimes thought to be more theatrical than
cinematic, for the effects are achieved primarily through a spatially unified
mise en scene rather than a fragmented juxtaposition of shots.

Bazin liked the objectivity and tact of deep focus. Details within a shot
can be presented more democratically, as it were, without the special attention
that a close-up inevitably confers. Thus, realist critics like Bazin felt that audi-
ences woidd be more creative—less passive—in understanding the relation-
ships between people and things. Unified space also preserves the ambiguity of
life. Audiences aren't led to an inevitable conclusion but are forced to evaluate,
sort out, and eliminate "irrelevancies" on their own.

In 1945, immediately following World War II, a movement called neo-
realism sprang up in Italy and gradually influenced directors all over the world.
Spearheaded by Roberto Rossellini and Vittorio De Sica, two of Bazin's
favorite filmmakers, neorealism deemphasized editing. The directors favored
deep-focus photography, long shots, lengthy takes, and an austere restraint in
the use of close-ups. Rossellini's Paisan features a sequence shot that was
much admired by realistic critics. An American G.I. talks to a Sicilian young
woman about his family, his life, and his dreams. Neither character under-
stands the other's language, but they try to communicate in spite of this con-
siderable obstacle. By refusing to condense time through the use of separate
shots, Rossellini emphasizes the awkward pauses and hesitations between the
two characters. Through its preservation of real time, the lengthy take forces
us to experience the increasing, then relaxing, tensions that exist between
them. An abridgement of time through the use ofa cut would have dissipated
these tensions.

When asked why he deemphasized editing, Rossellini replied: "Things
are there, why manipulate them?" This statement might well serve as Bazin's the-
oretical credo. He deeply admired Rossellini's openness to multiple interpreta-



tions, his refusal to diminish reality by making it serve an a priori thesis. "Neore-
alism by definition rejects analysis, whether political, moral, psychological, logi-
cal, or social, of the characters and their actions," Bazin pointed out. "It looks on
reality as a whole, not incomprehensible, certainly, but inescapably one."

Sequence shots tend to produce (often unconsciously) a sense of
mounting anxiety in the viewer. We expect setups to change during a scene.
When they don't, we often grow restless, hardly conscious of what's producing
our uneasiness. Jim Jarmusch's bizarre comedy, Stranger Than Paradise, uses
sequence shots throughout (4-29). The camera inexorably waits at a predeter-
mined location. The young characters enter the scene and play out their
tawdry, comic lives, complete with boring stretches of silence, glazed expres-
sions of torpor, and random ticks. Finally, they leave. Or they just sit there. The
camera sits with them. Fade out. Very weird.

Like many technological innovations, widescrecn provoked a wail of
protest from many critics and directors. The new screen shape would destroy the

4-29. Stranger Than Paradise (U.S.A., 1984), directed by Jim Jarmusch.

Each scene in this movie is a sequence shot—a lengthy take without cuts. Far from being
"primitive," the sequence-shot technique produces a sophisticated, wry effect, bizarre and
funny. In this scene, the two protagonists (John Lurie and Richard Edson) eat yet another
goulash dinner while Lurie berates his stout, outspoken aunt (Cecillia Stark) for still speaking
Hungarian after years of living in America. The scene's comic rhythms are accented by the
staging: The bickering relatives must bend forward to see each other, while the visitor, caught

in the crossfire, tries unsuccessfully to stay neutral. (Samuel coidwyn)
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4-30. The Straight Story (U.S.A., 1999), with Richard Farnsworth, directed by David
Lynch.

American movies are usually edited at a fast pace without any slackness or "dead spots"
between the shots. The Straight Story is a conspicuous exception. Based on true life events,
the movie is a road picture, but instead of the usual vroom-vrooming vehicles racing down
streets and screeching 'round corners, the vehicle of choice is a '66 John Deere tractor that
the elderly hero (Farnsworth) drives from Iowa to Wisconsin where his estranged and ailing
brother lives. The movie is cut at a very, very slow pace—to approximate the chugging
progress Of his antiquated transport. (The Straight Story. Inc. and Disney Enterprises. Inc.)

close-up, many feared, especially of the human face. There simply was too much
space to fill, even in long shots, others complained. Audiences would never be
able to assimilate all the action, for they wouldn't know where to look. It was suit-
able only for horizontal compositions, some argued, useful for epic films, but too
spacious for interior scenes and small subjects. Editing would be further mini-
mized, the formalists complained, for there would be no need to cut to some-
thing ifeverything was already there, arranged in a long horizontal series.

At first, the most effective widescreen films were, in fact, westerns and
historical extravaganzas. But before long, directors began to use the new screen
with more sensitivity. Like deep-focus photography, scope meant that they had
to be more conscious of their mise en scene. More relevant details had to be
included within the frame, even at its edges. Films could be more densely satu-
rated and—-potentially, at least—more effective artistically. Filmmakers discov-
ered that the most expressive parts of a person's face were the eyes and mouth,
and consequently close-ups that chopped off the tops and bottoms of actors'
faces weren't as disastrous as had been predicted.
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Not surprisingly, the realist critics were the first to reconsider the
advantages of widescreen. Bazin liked its authenticity and objectivity. Here was
yet another step away from the distorting effects of editing, he pointed out. As
with deep focus, widescreen helped to preserve spatial and temporal continu-
ity. Close shots containing two or more people could now be photographed in
one setup without suggesting inequality, as deep focus often did in its variety
of depth planes. Nor were the relations between people and things frag-
mented as they were with edited sequences. Scope was also more realistic
because the widescreen enveloped the viewer in a sense of an experience,
even with its edges—a cinematic counterpart to the eye's peripheral vision. All
the same advantages that had been applied to sound and deep focus were now
applied to widescreen: its greater fidelity to real time and space; its detail,
complexity, and density; its more objective presentation; its more coherent
continuity; its greater ambiguity; and its encouragement of creative audience
participation.

Interestingly, several of Bazin's proteges were responsible for a return
to more flamboyant editing techniques in the following decades. Throughout
the 1950s, Godard, Truffaut, and Chabrol wrote criticism for Cahiers du
Cinema. By the end of the decade, they turned to making their own movies.
The nouvelle vague, or New Wave as this movement was called in English, was

4-31. The Hidden Fortress (Japan, 1958), directed by Akira Kurosawa.

Most filmmakers bemoaned the advent of widescreen in the 1950s almost as much as they
bemoaned sound in the late 1920s. Bazin and other realists embraced the innovation as yet
another step away from the distorting effects of montage. Widescreen tends to deemphasize
depth in favor of breadth, but Bazin believed that a horizontal presentation of the visual
materials could be more democratic—less distorting even than deep focus, which tends to

emphasize visual importance in terms of an object's closeness to the camera's lens. (Toho
Films)
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4-32. The Innocents (Great Britain, 1961), with Deborah Kerr, directed by Jack Clayton.
Throughout most of this psychological thriller (which is based on Henry James's novelette
The Turn of the Screw), we are not sure if the ghost is "real" or simply the hysterical projec-
tion of a repressed governess (Kerr), because we usually see the apparition through her
eyes. That is, the camera represents her point of view, which may or may not be reliable.
But when an objective camera is used, as in this photo, both the governess and the ghost
are included in the same space, with no cutting between separate shots. Hence, we con-
clude that the spirit figure has an independent existence outside of the governess's imagina-
tion. (Twentieth Century-Fox)

eclectic in its theory and practice. The members of this group, who were not
very tightly knit, were unified by an almost obsessional enthusiasm for film cul-
ture, especially American film culture. Unlike that of most previous move-
ments, the range of enthusiasms of these critic/filmmakers was extraordinarily
broad: Hitchcock, Renoir, Eisenstein, Hawks, Bergman, Ford, and many more.
Although rather dogmatic in their personal tastes, the New Wave critics
tended to avoid theoretical dogmatism. They believed that technique was
meaningful only in terms of subject matter. In fact, it was the New Wave that
popularized the idea that what a movie says is inextricably bound up with how
it's said. They insisted that editing styles ought to be determined not by fash-
ion, the limitations of technology, or dogmatic pronouncements, but by the
essence of the subject matter itself.



4-33. Annie Hall (U.S.A., 1977), with Diane
Keaton and Woody Allen, edited by Ralph Rosen-
blum, written and directed by Allen.

It's very hard to judge a movie's editing. You
have to know what was available before the cut-
ting even began—whether the footage was
excellent to begin with (which an incompetent
editor can still screw up), or whether the editor
had a pile ofjunk to sort through before manag-
ing to sculpt at least a moderately respectable
movie out of the shards he or she was presented
with. "A feature-length film generates anywhere

from twenty to forty hours of raw footage," says
editor Ralph Rosenblum. "When the shooting stops, that unfinished film becomes the movie's raw
material, just as the script had been the raw material before, it now must be selected, tightened,
paced, embellished, and in some scenes given artificial respiration." Annie Hall was originally con-
ceived by Woody Allen as a story about his own character, Alvy Singer, and his various romantic and
professional relationships. The character of Annie Hall (Keaton) was merely one of several plot lines.
But both Allen and Rosenblum agreed that the original concept didn't work on the cutting bench.
The editor suggested cutting away most of the footage and focusing on a central love story, between
Alvy and Annie Hall. The resultant romantic comedy went on to win a number of Oscars, including
Best Picture, Best Director, Best Screenplay, and Best Actress for Keaton. Ironically, no award for its
editor. See Ralph Rosenblum (and Robert Karen), When the Shooting Stops . . . The Cutting Begins
(New York: Viking, 1979).  (UnitedArtists)

Alfred Hitchcock is widely regarded as the greatest editor in the history
of the cinema. His precut scripts were legendary. No other director worked
from such precisely detailed plans. He often provided frame drawings of his
shots (a technique called storyboarding), especially for those sequences involv-
ing complex editing. Some of his scripts contained as many as 600 setup
sketches. Every shot was calculated for a precise effect. Nothing was superflu-
ous, nothing left to chance. "I would prefer to write all this down, however tiny
and however short the pieces of film are—they should be written down in just
the same way a composer writes down those little black dots from which we get
beautiful sound," he explained.

The following excerpt is not Hitchcock's shooting script of North by
Northwest, but perhaps the next best thing: a reconstruction of a sequence
taken directly from the movie by AlbertJ. LaValley, which appears in his vol-
ume, Focus on Hitchcock. Ernest Lehman's "literary" version of this scene is
reprinted in Chapter 9.

Each number represents a separate shot; drawings identified with a let-
ter as well represent a continuation of the previous shot, though with enough
new action to warrant an additional sketch. The numbers in parentheses indi-
cate the approximate length of the shots in seconds. The following abbrevia-
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\ N

1. E.L.S., aerial. Dissolve to empty
road across fields where rendezvous
with KAPLAN is to take place. We see
and hear bus arriving, door opening.

AN

2. L.S., low angle. THORNHILL at
roadside, waiting. (5)

4. M.S. THORNHILL near sign, turns
left to right, looking for someone. (3)

N\

RS
1b. THORNHILL emerges, bus leaves.
He is alone. (52)

Py

3. E.L.S., PO.V. Looking down main
road: bus going away in distance. (4)

5. L.S.,, PO.V. View across road,
empty fields with posts. (4)



6. M.S. THORNHILL by sign, turns
from right to left, looking. (3)

8. M.S. THORNHILL by sign again,
waiting, turns head and looks behind
him. (3)

10. M.S. THORNHILL by sign, wait-
ing, turning forward—long waiting feel-
ing. (6%)

C—ﬂitil\LF

K

.

7. L.S., PO.V. Across fields. (4)

= |

9. E.L.S,, PO.V. The field behind him,
road. (4)

=

11. E.L.S. Empty landscape across
road, signs, post. (3)



3

12. M.S. THORNHILL by sign. Turns
right. (2)

-

14. M.S. THORNHILL by sign, looking
at car approaching. (%)

|

16. M.S. THORNHILL by sign, moves
back to left, follows car with his eyes.
(2)

11

13. E.L.S. Empty main road, car com-
ing in distance. (4)

15. L.S. Car goes by fast, whizzing
sound, camera pans slightly to right.
(1%)

L

17. E.L.S., PO.V. Road, car going,
sound recedes. (4)



18. M.S. THORNHILL by sign, hands
in pockets, turns from left to right. (3)

20. M.S. THORNHILL by sign, same
pose, still looking, turns from right to
left. (2%)
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19. L.S., PO.V. Field across road
again. (3)

7

21. E.L.S. Road, car in distance,
sounds begin. (3%)

d

22. M.S. THORNHILL by sign, looking
at car, no movement. (2}%)

23. E.L.S. Car coming closer, sound
increasing. (37%)



186 editing

i

24. M.S. THORNHILL by sign, looking
at car coming. (3)

26. M.S. THORNHILL by sign, takes
hands from pockets, turns left to right
to follow car. (3)

28. M.S. THORNHILL by sign, waiting
again. (2%)

\

25. L.S. Car closer, rushes past, cam-
era pans a bit to follow it. (3)

e\

27. E.L.S.View of road, car in distance
receding. (3%)

\

29, E.L.S. Road, truck coming;, we
hear its sound. (4)



30. M.S. THORNHILL by sign, sound
of truck increasing. (3)

1

32. M.S. THORNHILL by sign. (2%)

33b. Kicking up dust, obscuring
THORNHILL, camera pans slightly left,
and he emerges out of the dust gradu-
ally. (4)

N

31. E.L.S. Truck coming down road,
sound still increasing. (3%)

Ll 82
e

33. L.S. Truck whizzes by.

“\

34. M.S. THORNHILL wiping dust
from his eyes, turns to right. (7)



\

35. E.L.S. Fields across way, car
coming out behind corn. (5)

37. E.L.S. Car making turn on dirt
road. (4)

39. L.S. Car nearing main road, cam-
era pans following it to right, a sign
there. (4)

/

36. M.S. THORNHILL by sign puzzled
by car. (5)

\

il

38. M.S. THORNHILL awaiting car.
(3%)

/

40. M.S. THORNHILL waiting to see
what will happen. (3%4)




~
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41. L.S. MAN getting out of car, talk-
ing to driver, we hear the door of the
car slam. (3%)

43. L.S. Sound of car turning around,
dust raised, car turns around and the
MAN walks toward main road opposite
THORNHILL, looking back at the car

leaving. (1%)
ul\lmﬂﬂ“j
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45. L.S. Camera pans right slightly;
the MAN goes over by the sign and
turns his head to look up the road and
over at THORNHILL. (4}%)
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42. M.S. THORNHILL reacting, won-
dering, getting ready to meet this man.

2

44. M.S. THORNHILL, closer than
previous shots, eyeing the man. (1%)

—

46. M.S. Same as 44. THORNHILL's
reaction, his head tilts and he looks
across the road. (3%)
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P~

47. L.S., low angle. Road in the middle
stretching to infinity, two men oddly sta-
tioned on either side of road, the other
MAN looking up the road a bit. (7)

A

49. L.S. Same as 45, only the MAN
turns his head looking the other way.
(3%)

/

A3,

48. M.S. THORNHILL's reaction, takes
hands out of pockets, opens coat, puts
hands on hips, contemplates situation.
(6%)

/

Bl |

1y

50. M.S. Same as 48, but THORNHILL
has both hands on hips now, his head
looking across. His head turns up road
to see if anyone is coming; he looks
back, one hand on hip, other at side, at
MAN across way.

_/ )

50b. Starts walking across road part
way. (10)

51. L.S., PO.V. The man on the other
side of road, as THORNHILL crosses,
camera tracks across road part way,
acting as his eyes. (2%)
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52. M.S. THORNHILL walks across 53. LS., PO.V.Same as 49, 51 of other
road; synchronous tracking camera MAN across road, but camera tracks in
continuing movement begun in 50b. on him, acting as THORNHILL's eyes,

continues movement begun in 50b.

1 jy m—

l | :
54. M.S. THORNHILL on other side of 54b. Camera continues tracking to
road, but camera tracks to continue other side of road until other man
movement of 50, 52. comes in view and THORNHILL begins

to talk to him. THORNHILL's hands are
a bit nervous in movement; he plays

\ with his little finger; the other man has
hands in pockets.

THORNHILL (after a long wait): Hi!
[ (a long pause follows) Hot day.

(another pause)
" " MAN: Seen worse,
THORNHILL (after a long pause):

Are you supposed to be meeting

someone here?
MAN: Waitin' for the bus. Due any
minute.

) THORNHILL: Oh. (another pause)
MAN: Some of them crop duster
55. E.L.S. Fields with plane at great pilots get rich if they live long
distance in far left of frame coming enough.

right. (2%) THORNHILL: Yeah! (very softly) (21)
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56. M.S. Reaction shot of both look-
ing at plane.
THORNHILL: Then ...a... (pause)
then your name isn't Kaplan?
MAN: Can't say that it is 'cause it
ain't. (pause) Here she comes (as
he looks down the road). (11)

58. M.S. Same as 56, two talking then
looking again across road at crop duster.
MAN: That's funny.
THORNHILL: What? (very softly)
MAN: That plane’s dustin’ crops
where there ain't no crops.
THORNHILL turns to look. (8)

(

R

60. M.S. Two men off center looking
at plane. THORNHILL's hands con-
tinue nervous movements; the other's
are in his pockets as before. Sound of
approaching bus. (3%4)

57. E.L.S. Bus coming down the road.
MAN: (voice off) . . . right on time.
(2%)

59. E.L.S. Same as 55, field with the
plane over it. (4)

61. L.S. Bus arriving and coming quite
close to camera. (1%)
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62. M.S. MAN gets on as door of bus
opens and seems to shut THORNHILL
out. The bus leaves.

\

63. E.L.S., PO.V. Same as 59, what
THORNHILL sees across the road;
the plane goes to end of frame and
turns left, toward him. (5%)

65. E.L.S. Plane coming toward cam-
era, still far, but closer and with sound
increasing. (3%)
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62b. THORNHILL puts hands on hips
and looks across, then looks at his
watch. For a second he is alone in the
frame as the bus goes out of sight.
(2%)

()

64. M.S. THORNHILL in front of road by
sign, puzzled and rather innocent look-
ing; sound of plane approaching. (2%4)

66. M.S. Same as 64. THORNHILL
reacting. (24)
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67. E.L.S. Same as 65 but plane closer
and louder. (2%)

=

E A

68. M.S. Closer shot of THORNHILL,
still puzzled and confused as plane
comes at him. (4%)

69. L.S. Plane clearly coming at him,
filling mid-frame, very loud. (1%)

71. L.S. THORNHILL falling on ground,
both arms on ground, plane behind him,

he in a hole. (3%)

\

70. THORNHILL drops, a short held
shot, he falls out of frame at bottom. (#)

72. L.S. Plane going away from him. (3)



73. L.S. THORNHILL on ground getting
up, kneeling on left knee. (3%)

L —

75. L.S. THORNHILL getting up. (2%)

77. M.S. THORNHILL up and about
to run. (2%)
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74. E.L.S. Plane going farther away
and sound receding. (2%)

76. E.L.S. Plane in distance banking.
(2%)

78. L.S. Plane approaching again,
sound getting louder. (2)
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79. M.S. THORNHILL runs and falls in
ditch. (1%)

o

81. L.S. Plane getting ready again,
banking. (5})

Py

83. E.L.S., PO.V.The road as THORN-
HILL sees it, car in distance. (2%)

w
N

N

80. L.S. THORNHILL in ditch, sound
of plane and bullets sprayed on him,
smoke; he turns head to left and faces
camera to watch when plane is gone.
(5%)

—_——— e

82. M.S. THORNHILL in ditch coming
up, gets up on left arm, sound of
receding plane. (2%)

84. M.S. Same as 82, THORNHILL
rising from ditch, receding plane
sound. (1%)
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85. L.S,, low angle. THORNHILL runs
to road to try to stop car.

86. M.S. THORNHILL's back after
turning left as the car whizzes by. (4%)

A

88. L.S. THORNHILL's back with plane
in distance at far left coming at him.

197

85b. He tries to flag it down. Car
sounds approach and it whizzes by.
(9%)

7 <

87. E.L.S. Plane in distance, sounds
again. (2%)

88b. L.S. He looks at plane, turns
around looking for a place to hide, looks
at plane again, turns around and runs
toward camera. Camera reverse tracks.



198 editing

88c. M.S. THORNHILL running toward
camera, camera reverse tracking. He
turns around twice while running to
look at plane; it goes over his head just
missing him. (13%)

90. L.S., PO.V. Cornfiel