Film Art

The Significance of Form in Film
-in films, a pattern exists; an internal system governs the relations among parts and engages your interest.  This system of relationships among parts we shall call form
-we can analyze how a film’s parts relate to one another to create the spectator’s overall experience

-our experience of artworks is patterned and structured.  The human mind craves form.  For this reason, form is of central importance in any artwork, regardless of its medium.  This entire study of the nature of artistic form is the province of the aesthetician

-artistic form is best thought of in relation to a perceiver, the human being who watches the film

-perception in all phases of life is an activity

-the mind is never at rest.  It is constantly seeking order and significance, testing the world for breaks in the habitual pattern

-artworks rely on this dynamic, unifying quality of the human mind.  They provide organized occasions in which we exercise and develop our ability to pay attention, to anticipate upcoming events, to draw conclusions, and to construct a whole out of parts

-every film coaxes us to connect sequence into a larger whole

-our activity cannot be in the artwork itself.  A film is merely patterns of lights and dark on a screen.  Objects do nothing.  Evidently, the artwork and the perceiver depend on one another
-the artwork cues us to perform a specific activity.  Without the artwork’s prompting, we could not start or maintain the process.  Without our playing along and picking up the cues, the artwork remains only an artifact
-a painting uses color, line, and other techniques to invite us to imagine the space portrayed, to recall the moment before the one depicted or to anticipate the next one, to compare color and texture, to run our eye over the composition in a certain direction

-any work of art presents cues that can elicit a particular activity from the perceiver

-these cues are not simply random; they are organized into systems.  Let us take a system as any set of elements that depend on and affect one another  

-a film is not simply a random batch of elements.  Like all artworks, a film has form.  By film form, in its broadest sense, we mean the total system that the viewer perceives in the film.  Form is the overall system of relations that we can perceive among the elements in the whole film

-the viewer makes sense of the film by recognizing these elements and reacting to them in various ways, we shall also be considering how form and style involve the spectator’s activity

-stylistic elements derive from the various film techniques

-the perceiver relates the elements within each set to one another.  We link and compare narrative elements

-we attribute unity to the film by positing two subsystems – a narrative one and a stylistic one – within the larger system of the total film

-our minds seek to tie these subsystems to one another

-it is the overall pattern of relationships among the various subsystems of elements that make up the form 

-if form is the total system which the viewer attributes to the film, there is no inside or outside.  Every component functions as part of the overall pattern that is perceived

-from our standpoint, subject matter and abstract ideas all enter into the total system of the artwork.  They may cue us to frame certain expectations or draw certain inferences.  The perceiver relates such elements to one another and makes them interact dynamically.  Consequently, subject matter and ideas become somewhat different from what they might be outside the work
-subject matter is shaped by the film’s formal context and our perceptions of it

-one way in which form affects our experience, then, is to create the sense that “everything is there.”  The film has its own organizing laws or rules – its own system

-an artwork’s form creates a special sort of involvement on the part of the spectator

-we watch a pattern which is no longer just “out there” in the everyday world, but which has become a calculated part within a self-contained whole.  Film form can even make us perceive things anew, shaking us out of our accustomed habits and suggesting fresh ways of hearing, seeing, feeling, and thinking

-your expectations limit possibilities as well as select them

-you enter into an active participation of the parts, creating and readjusting expectations about form as the 

experience develops

-expectation pervades our experience of art

-from beginning to end, our involvement with a work of art depends largely on expectations

-this does not mean that the expectations must be immediately satisfied.  The satisfaction of our expectations may be delayed.  What we normally call suspense involves a delay in fulfilling an established expectation.  Suspense leaves something “suspended” – not only the next element in a pattern but also our urge for completion

-expectations may also be cheated, as when we expect ABC but get ABA.  Surprise is a result of an expectation that is revealed to be incorrect 

-comedy often depends on cheating expectations

-sometimes an artwork will cue us to hazard guesses about what has come before this point in the work.

-this ability of the spectator to frame hypotheses about prior events, creates curiosity.  Curiosity is an important factor in narrative form

-artistic form may cue us to make expectations and then gratify them, either quickly or eventually.  Or form may work to disturb our expectations.  We often associate art with peace and serenity, but many artworks offer us conflict, tension, and shock.  An artwork’s form may even strike us as unpleasant because of its imbalance or contradictions
-a film may rely on contradictions and gaps.  The point is not to condemn or wish away such films but to understand that in disturbing us, such films still arouse formal expectations 
-such disturbing artworks may display new kinds of form to which we are not accustomed.  Our initial disturbance may diminish as we grasp the work’s unique formal system

-there are no limits to the number of possible formal arrangements which films can create, and our enjoyment of the cinema as a whole can only increase if we are prepared to explore the less familiar kinds of cues which challenging films offer us

-one guide to our hunches is prior experience.  This fact suggests that aesthetic form is not a pure activity isolated from other experiences.  The idea that our perception of form depends on prior experience has important implications for both artist and spectator

-because the artist lives in history and society, he cannot avoid relating the work, in some way, to other works and to aspects of the world in general.  A tradition, a dominant style, a popular – some such elements will be common to several different artworks.  Such common traits are usually called conventions (i.e. resolution of problems)
-bodies of conventions constitute norms of what is appropriate or expected in a particular tradition.  Through obeying or violating norms, artists relate their works to other works

-from the spectator’s standpoint, the perception of artistic form will arise from cues within the work and from prior experiences.  Our ability to recognize formal cues may be innate; the particular habits and expectations we bring to the artwork will be guided by other experiences, experiences derived from everyday life and other artworks
-our ability to spot cues, to see them as forming systems, and to create expectations is guided by our real-life experiences and our knowledge of formal conventions
-in recognizing film form, the audience must be prepared to understand formal cues through knowledge of life and other artworks

-very often conventions demarcate art from life, saying implicitly, “In artworks of this sort the laws of everyday reality don’t operate.  By the rules of this game, something ‘unreal’ can happen.”

-all stylized art depends on the audience’s willingness to suspend the laws of ordinary experience and to except popular conventions

-very often the most relevant prior experience for perceiving form is not everyday experience but previous encounter with works having similar conventions

-Genres, or types of artworks, offer many examples of widely accepted conventional usage

-film often asks us to adjust our expectations to the conventions which a particular genre uses
-artworks can create new conventions.  A highly innovative work can at first seem odd because it refuses to conform to the norms we expect

-a closer look may show that unusual artwork has its own rules, creating an unorthodox formal system, which we can learn to recognize and respond to.  Eventually, the new systems offered by such unusual works may themselves furnish conventions and thus create new expectations

-certainly emotion plays a large role in our experience of film

-let us distinguish between emotions represented in the artwork and an emotional response felt by the spectator

-emotions represented within the film interact as part of the film’s total system

-all emotions present in any film may be seen as systematically related to one another through that film’s form

-form can create new responses instead of harping on old ones

-form may lead us to override our everyday emotional responses.  People with whom we would despise in life may become spellbinding as characters in a film.  We can watch a film about a subject that normally repels us and find it fascinating.  One cause of these experiences lies in the systematic way we become involved in form

-it is first and foremost the dynamic aspect of form that engages our feelings.  Expectation, for instance, spurs emotion.  To make an expectation about “what happens next” is to invest some emotion in the situation.  Delayed fulfillment of an expectation – suspense – may produce anxiety or sympathy.  Gratified expectations may produce a feeling of satisfaction or relief.  Cheated expectations and curiosity about past material may produce puzzlement or keener interest
-note that all of these possibilities may occur.  There is no general recipe by which a novel or film can be concocted to produce the “correct” emotional response.  It is all matter of context – that is, of the particular system that is each artwork’s overall form.  

-the emotion felt by the spectator will emerge from the totality of formal relationships he or she perceives in the work.  This is one reason why we should try to perceive as many formal relations as possible in a film; the richer our perception, the more exact and complex our responses may become

-taken in context, the relations between the feelings represented in the film and those felt by the spectator can be quite complex

-how the emotions onscreen and our responses depend on the context created by form

-like emotion, meaning is important to our experience of artworks.  As an active perceiver, the spectator is constantly testing the work for larger significance, for what it says or suggests
-we can call tangible meanings referential, since the film refers to things or places already vested with significance

-like referential meanings, explicit meanings function within the film’s overall form.  Explicit meanings are typically the “point” of the film, what it seems to be trying to “get across”
-but like feelings, meanings are formal entities.  They play a part along with other elements to make up a total system.  We usually cannot isolate a particularly significant moment and declare it to be the meaning of the whole film
-the explicit meanings of a film arise from the whole film and are set in dynamic formal relation to one another
-in trying to see the meaningful moments of a film as parts of a larger whole, it is useful to set individually significant moments against one another.  The juxtaposition of this versus that
-instead of asking “What is the films meaning?” we can ask, “How do all the film’s meanings interrelate formally?”
-by perceivers ascribe implicit (what the films suggest or implies) meanings to an artwork, they are usually said to be interpreting it

-one of the appeals of artworks is that they seem to ask us to interpret them, often in several ways at once.  Again, the artwork cues the spectator to perform certain activities – here, building up implicit meanings.  But once again the artwork’s overall form shapes the viewer’s sense of implicit meanings

-the abstract quality of implicit meanings can lead to very broad concepts (often called themes)
-we suggest that the search for implicit meanings should not leave behind the particular and concrete features of a film

-we should strive to make our interpretations precise by seeing how each film’s thematic meanings are suggested by the film’s total system

-in a film both explicit and implicit meanings depend closely on the relations among the elements or narrative and style.

-interpretation need not be an end in itself.  Nor does interpretation exhaust the possibilities of a device

-interpretation may be seen as one kind of formal analysis, one that seeks to analyze a film’s implicit meanings.  Those meanings should be constantly tested by reimmersing them in the concrete texture of the whole film

-an explicit meaning can be treated as a manifestation of a wider set of values characteristic of a whole society.  We could treat implicit meanings the same way.  It is possible to understand a film’s explicit or implicit meanings as bearing traces of a particular set of social values.  We can call this sort of meaning symptomatic meaning, and the set of values that get revealed can be considered to be a social ideology 
-the possibility of noticing symptomatic meanings remind us that all meaning, whether referential, explicit, or implicit, is a social phenomenon.  Many meanings of films are ultimately ideological; that is, they spring form systems of culturally held, deep-seated notions of life – all these constitute our ideological frame of reference
-thus films, like other artworks, can be examined for their symptomatic meanings.  Again, however, the abstract and general quality of such meanings can lead us away from the concrete form of the film
-the viewer should strive to ground symptomatic meanings in the film’s aspects.  A film enacts ideological meanings through its particular and unique formal system

-in short, films “have” meaning only because we attribute meanings to them.  We cannot therefore regard meaning as a simple product to be extracted from the film.  Our minds will probe an artwork for significance at several levels, seeking different types of meaning.  As analysts, we must balance our concern for that concrete system with our urge to assign it wider significance

-most people evaluate films only on the basis of their own, idiosyncratic tastes

-there is a difference between personal taste and evaluative judgment

-we may set aside personal preference as the sole basis for judging a film’s quality.  Instead, the critic who wishes to make a relatively objective evaluation will use specific criteria.  A criterion is a standard which can be applied in the judgment of many works.  By using a criterion, the critic gains a basis for comparing films for relative quality

-there are many different criteria.  Weak categories are realism, or moral criteria to evaluate films.  Viewers and critics may employ moral criteria to evaluate a film’s overall significance, and here the film’s complete formal system becomes pertinent.  A film might be judged good because of its overall view of life, its willingness to show opposed points of view, or its emotional range

-criteria should allow us to take a film’s form into account as much as possible

-coherence is one such criterion.  This quality, often conceived as unity, has traditionally been held to be a positive feature of artworks.  So too has intensity of effect.  If an artwork is vivid, striking, and emotionally engaging, it may be considered more valuable
-another criterion is complexity.  We can argue that, all other things being equal, complex films are good.  A complex film engages our perception on many levels, creates a multiplicity of relations among many separate formal elements, and tends to create interesting formal patterns

-another criterion is originality.  Originality for its own sake is pointless, of course.  Just because something is different does not mean that it is good.  But if an artist takes a familiar convention and uses it in a way that makes it fresh again or creates a new set of formal possibilities, then (all other things being equal) the resulting work may be considered good from an aesthetic standpoint

-note that all these criteria are matters of degree.  There is often a give and take among the criteria

-evaluation can serve many useful ends

-but just as the discovery of meanings is not the only purpose of formal analysis, we suggest that evaluation is most fruitful when it is backed up by a close examination of the film

-usually an evaluation is helpful insofar as it points to aspects of the film and shows us relations and qualities we have missed.  Like interpretation, evaluation is most useful when it drives us back to the film itself as a formal system, helping us to understand that system better

-our experience of an artwork is also a concrete one.  Picking up cues in the work, we can create specific expectations which are aroused, guided, delayed, cheated, satisfied, or disturbed.  We undergo curiosity, suspense, and surprise.  We compare the particular aspects of the artwork with the general conventions we know from life and from art.  The concrete context of the artwork expresses and stimulates emotions and enables us to construct many types of meanings.  And even when we apply general criteria in evaluating artworks, we ought to use those criteria to help us discriminate more, to penetrate more deeply into the particular aspects of the artwork

Principles of Film Form

-because the film is a formal system – that is a unified set of related, interdependent elements – there must be some principles which help create the relationships among the parts.  In disciplines other than the arts, principles may be sets of rules or laws

-in practical work, such principles provide firm guidelines about what is possible

-in the arts, however, there are no absolute principles of form which all artists must follow.  Artworks are products of culture.  Thus many of the principles of artistic form are matters of convention.  The artists obeys (or disobeys) norms – bodies of conventions, not laws

-but within these social conventions, each artwork tends to set up its own specific formal principles.  The forms of different films can vary enormously.  We can distinguish five general principles which the spectator perceives in a film’s formal system: function, similarity and repetition, difference and variation, development, and unity/disunity

-if form in cinema is the overall interrelation among various systems of elements, we can assume that every element in this totality has one or more functions.  That is, every element will be seen as fulfilling one or more roles within 
the whole system.

-of any element within a film, we can ask: What are its functions?

-functions are almost always multiple; both narrative and stylistic elements have functions

-one useful way to grasp the function of an element is to ask what other elements demand that it be present

-note that the concept of function does not depend on the filmmaker’s intention

-in asking about formal function, we ask not, “How did this element get here?” but rather, “What is this element doing here?”

-one way to notice the functions of an element is to consider the elements motivation.  Because films are human constructs, we can expect that any one element in a film will have some justification for being there.  This justification is the motivation for that element

-motivation is so common in films that spectators tend to take it for granted
-the movement of a character across from a room may motivate the moving of the camera to follow the action and keep the character within the frame

-films contain regular patterns of repeated elements.  Similarity and repetition compose an important principle in film form

-repetition is basic to our understanding any film.  Throughout any film we can observe repetitions of everything from lines of dialogue and bits of music to camera positions, characters’ behavior, and story action
-it is useful to have a term to help describe formal repetitions, and the most common term is motif.  We shall call any significant repeated element in a film a motif.  A motif may be an object, a color, a place, a person, a sound, or even a character trait.  We may call a pattern of lighting or camera position a motif if it is repeated through the course of a film

-film form utilizes general similarities as well as exact duplication

-parallelism, the process whereby the film cues the spectator to compare two or more distinct elements by highlighting some similarity 

-motifs can assist in creating parallelism

-our recognition of parallelism provides part of our pleasure in watching a film, much as the echo of rhymes contributes to the power of poetry

-the form of a film could hardly be composed only of repetitions.  There must also be some changes or variations, however small.  Thus difference is another fundamental principle of film form
-we readily understand the need for variety, contrast, and change in films.  Characters must be distinguished, environments must be delineated, different times or activities must be established
-even within the image, we must distinguish differences in tonality, texture, direction, and speed of movement, etc.  Form needs its stable “background” of similarity and repetition, but it also demands that difference be created

-this means that although motifs (scenes, settings, actions, objects, stylistic devices) may be repeated, those motifs will seldom be repeated exactly.  Variation will appear

-parallelism thus requires a degree of difference, as well as striking similarity.  Determination of a character is typically a stable and recurrent motif, but it expresses itself in varied ways because of the different obstacles the characters encounters
-differences among the elements may often sharpen into downright opposition among them.  We are most familiar with formal oppositions as clashes among characters
-a film’s formal system derives many dynamics from characters in conflict.  But the character conflict is not the only way the formal principle of difference may manifest itself.  Settings, actions, and other elements may be opposed.  

-voice quality, musical tunes, and a host of other elements play off against one another, demonstrating that any motif may be opposed by another motif

-not all differences are simple oppositions, of course

-other films rely on less sharp differences, suggesting a scale of gradations among the characters

-repetition and variation are two sides of the same coin.  To notice one is to notice the other.  In analyzing films, we ought to look for similarities and differences.  Constantly poised between the two, we can point out motifs and contrast the changes they undergo, recognize parallelisms as a repetition, and still spot crucial variations

-one way to keep ourselves aware of how similarity and difference operate in a film is to look for principles of development from part to part of the film.  Development will constitute some patterning of similar and differing elements
-a principle of development is progression. 

-think of formal development as a progression moving from X through Y to Z

-many films use a journey as their basic plot development

-within a film there can pattern of mystery, which usually has the same X-Y-Z format

-in order to analyze a film’s pattern of development, it is usually a good a idea to make a segmentation.  A segmentation is simply a written outline of the film that breaks it into its major and minor parts, with the parts marked by consecutive numbers or letters 
-segmenting a film enables us not only to notice similarities and differences among parts but also to plot the overall progression of the form

-another way to size up how a film develops formally is to compare the beginning with the ending.  By looking at the similarities and differences between the beginning and ending, we can start to understand the overall pattern of the film
-film form engages our emotions and expectations in a dynamic way, and now we can see why.  The constant interplay between similarity and difference, repetition and variation, leads the viewer to an active, developing awareness of the film’s formal system.  It may be handy to visualize the film’s development in static terms, but we ought not to forget that formal development is a process

-all of the relationships among elements in a film create the total filmic system.  Even if an element seems utterly out of place in relation to the rest of the film, we cannot really say that it “isn’t part of the film.”  At most, the unrelated element is enigmatic or incoherent.  It may be a flaw in the otherwise integrated system of the film – but it does affect the whole film
-when all the relationships we perceive within a film are clear and economically interwoven, we say that the film has unity.  We call a unified film “tight” because there seem to be no gaps in the formal relationships.  Every element present has a specific set of functions, similarities and differences are determinable, the form develops logically, and there are no superfluous elements
-unity is, however, a matter of degree.  Almost no film is so tight as to leave no end dangling

-since perfect unity is scarcely ever achieved, we ought to expect that a “unified” film may contain some un-integrated elements or unanswered 

-such disunities may become particularly noticeable when the filmic system of a whole is striving for unity.  If we look at unity as a criterion of evaluation, we may judge the film a failure.  But unity and disunity may be looked at non-evaluatively as well, as the results of particular formal conventions

-some films create disunity as a positive quality of their form.  This does not mean that these films become incoherent.  Their disunity is systematic, and it is brought so consistently to our attention as to constitute a basic formal feature of the film

-inevitably such films will be formally disunified only to a relative degree.  They have less unity than we may be used to, but do not simply fall apart before our eyes
-we can summarize the principles of film form as a set of questions which we can ask of any film:
1. Of any element in the film you can ask: What are its functions in the overall film?  How is it motivated?

2. Are elements or patterns repeated throughout the film?  If so, how and at what points?  Are motifs and parallelisms asking us to compare elements?

3. How are elements contrasted and differentiated from one another?  How are different elements opposed to one another?

4. What principles of progressions or development are at work throughout the form of the film?  More specifically, how does a comparison of the beginning and ending reveal the overall form of the film?

5. What degree of unity is present in the film’s overall form?  Is disunity subordinate of the overall unity, or does disunity dominate?

Narrative as a Formal System

-stories surround us
-much of our conversation is taken up with stories of one sort or another – recalling an event from the past or telling a joke

-perhaps narrative is a fundamental way that humans make sense of the world

-films may embody narrative form.  Narrative film – a film that tells a story

-because stories are all around us, spectators approach a narrative film with definite expectations.  We may know a great deal about the particular story the film will tell
-more generally though, we have anticipations that are characteristic of narrative form itself.  We assume that there will be characters and some action that will involve them with one another.  We expect a series of incidents that 

will be connected in some way.  We also probably expect that the problems or conflicts arising in the course of the action will achieve some final state – either they will be resolved, or at least a new light will be cast on them.  We have many other assumptions and expectations, but these broad ones suggest the degree to which a spectator comes prepared to make sense of a narrative film

-as the viewer watches the film, they pick up cues, recall information, anticipate what will follow, and generally participates in the creation of the film’s form.  The film shapes particular expectations by summoning up curiousity, suspense and surprise.  The viewer also develops specific hunches about the outcome of the action, and these may control our expectations right up to the end

-the ending has the task of satisfying or cheating the expectations prompted by the film as a whole.  The ending may also activate memory by cueing the spectator to review earlier events, possibly considering them in a new light.  As we examine narrative form, we will consider at various points how it engages the viewer in a dynamic activity

-a narrative is a chain of events in a cause-effect relationship occurring in time and space
-typically, a narrative begins with one situation; a series of changes occurs according to a pattern of cause and effect; finally, a new situation arises that brings about the end of the narrative.  

-causality and time are central components of narrative.  With them we have a narrative, we can then connect the events spatially

-events are part of a series of causes and effects

-narrative develops from a initial situation of conflict, through a series of events caused by conflict, to the resolution of the conflict

-the fact that a narrative relies on causality, time, and space does not mean that other formal principles cannot enter the film

-parallelism posits a similarity among different elements

-a narrative may cue us to draw parallels among characters, settings, situations, times of day, or any other elements

-we compare and contrast actions and situations, that is, we draw parallels

-we make sense of a narrative, then, by identifying its events and linking them by cause and effect, time, and space.  As viewers, we do other things as well.  We often infer events that are not explicitly presented, and we recognize the presence of material that is extraneous to the story world

-in order to describe how we perform such activities, we can draw a distinction between story and plot

-we often make many assumptions and inferences about events in a narrative

-we infer that we have come in on the middle of a string of events in time.  We infer causes, a temporal sequence and other locales even though none of this information has been directly presented.  We are probably not aware of having made these interferences, but they are no less firm for going unnoticed

-the set of all the events in a narrative, both the ones explicitly presented and those the viewer infers, composes the story
-the total world of the story action is sometimes called the film’s diegesis (Greek word for “recounted story).  All diegetic elements are assumed to exist in the world that the film depicts

-the term plot is used to describe everything visibly and audibly present in the film before us.  The plot includes, first, all the story events that are directly depicted

-the film’s plot may contain material that is extraneous to the story world.

-credits and such extraneous music are thus nondiegetic elements.  

-at this point, we need only notice that the film’s plot – the totality of the film – can bring in nondiegetic material

-nondiegetic material may not be restricted to credit sequences

-story and plot overlap in one respect and diverge in others.  The plot explicitly presents certain story events, so these events are common to both domains.  The story goes beyond the plot in suggesting some events which we never witness.  The plot goes beyond the story world by presenting nondiegetic images and sounds which may affect our understanding of the story

-from the standpoint of the storyteller, the filmmaker, the story is the sum of all the events in the narrative.  The storyteller can present some of these events directly (that is make them part of the plot), can hint at some events that are not presented, and can simply ignore other events

-from the perceiver’s standpoint, things look somewhat different.  All we have before us is the plot – the arrangement of material in the film as it stands.  We create the story in our minds on the basis of cues in the plot.  We also recognize when the plot presents nondiegetic material

-if you want to give someone a synopsis of a narrative film, you can proceed in two ways.  You can summarize the story, starting from the very earliest incident which the plot cues you to infer and running straight through to the end.  Or you can tell the plot, starting with the first incident you encountered in watching the film

-our initial definition and the distinction between plot and story constitute a set of tools for analyzing how narrative works.  The plot-story distinction affects all three aspects of narrative: causality, time, and space

-what kinds of things can function as causes in a narrative?  Usually the agents of cause and effect are characters.  By creating and reacting to events, characters play roles within the film’s formal system.  They are not identical to real people.  In a narrative, characters are constructed beings

-characters have several properties: they usually have a body, and they often possess character traits.   When we say that a character in a film was “complex” or “well-developed” we really mean that the character was a collection of several or varying traits.  A minor character may have only one or two traits
-a character’s traits are designed to play a causal role in the narrative.  A particular trait that is presented is typically not a natural part of a person.  It is a trait that helps make up a character and it serves a particular narrative function

-character traits can involve attitudes, skills, preferences, psychological drives, details of dress and appearance, and any other specific quality the film creates for a character.  

-causes may be supernatural.  Or causes may be natural.  A film may tend to “personify” these natural causes by assigning them human traits.
-once natural occurrences set the situation up, human desires and goals usually enter the action to develop the narrative

-the spectator seeks to connect events by means of cause and effect.  Given an incident, we tend to hypothesize what might have caused it, or what it might in turn cause.  That is, we look for causal motivation

-causal motivation often involves the “planting” of information in advance of a scene

-the plot can also lead us to infer causes and effects and thus build up a total story

-the mystery tale thus depends strongly on curiosity, our desire to know the events that have occurred before the plot action begins
-in the detective film the climax of the plot (the action that we see) is a revelation of prior incidents in the story (events which we did not see)

-horror and science fiction films often leave us in the dark about what forces lurk behind certain events

-whenever any film creates a mystery, it does so by suppressing certain story causes and by presenting only effects in the plot

-the plot may also present causes but withhold story effects, prompting the viewer to make them

-a plot’s withholding of effects is most noticeable at the end of a film

-causes and their effects are basic to narrative, but they take place in time

-as we watch a film, we construct story time on the basis of what the plot presents

-the plot may present only certain periods of time; the viewer thus infers that some story duration has been skipped over.  Still another possibility is to have the plot present the same story event many times, as when a character repeatedly recalls a traumatic incident.  This means that in constructing the film’s story out of its plot, the viewer tires to put events in chronological order and to assign them duration and frequency
-from the plot order we infer the story order
-order – the aspect of temporal manipulation that involves the sequence in which the chronological events of the story are arranged in the plot

-duration – the aspect of temporal manipulation that involves the time span presented in the plot and assumed to operate in the story

-in general, a film’s overall plot duration consists of highlighting certain stretches of story duration.  This could involve selecting a short, relatively cohesive time span or by presenting stretches of time from a period of many years

-we need on more distinction.  There is a third duration involved in a narrative film, which we call screen duration.  The relationships among story duration, plot duration, and screen duration are complex

-just as plot duration selects from story duration, so screen duration selects from overall plot duration

-at a more specific level, the plot can use screen duration to override story time.  For example, screen duration can expand story duration

-the plot can also use screen duration to compress the story time, as when a lengthy process is condensed in a rapid series of shots.  Film techniques play a central role in creating screen duration

-frequency – the aspect of temporal manipulation that involves the number of times any story event is shown in the plot

-a film’s plot may change story frequency in several ways.  If the story contains habitual action that happens several times, the plot will present one or a few occurrences and let these sum up the rest
-occasionally, a single story event may appear twice or even more in plot treatment

-this may allow us to see the same action in several ways.  The plot may also provide us with more information, so that we understand the event in a new context when it reappears

-the plot supplies cues about chronological sequence, the time span of the actions, and the number of times an event occurs, and it is up to the spectator to make inferences and form expectations

-often we must motivate manipulations of time by the all-important principle of cause and effect

-the plot may skip over years of story duration if they contain nothing important to the chains of cause and effect.  The repetition of actions may also be motivated by the plot’s need to communicate certain key causes very clearly to the spectator

-events tend to occur in particular locales.  Plot and story can manipulate space

-normally, the place of the story action is also that of the plot, but we sometimes the plot leads us to infer other locales as part of the story.  Thus the narrative may ask us to imagine spaces and actions that are never shown.  Thus the filmmaker makes us use our imagination to fill in the missing pieces

-besides story space and plot space, cinema employs screen space: The visible space within the frame

-a narrative’s use of causality, time, and space usually involves a change from an initial situation to a final situation

-a film does not start, it begins.  The opening provides a basis for what is to come and integrates us into the narrative.  Typically, the plot will seek to arouse curiosity by bringing us into a series of actions that has already started (this is called opening in media res, a Latin phrase meaning “in the middle of things”)

-the viewer speculates on possible causes of the events presented.  Typically, some of the actions that took place before the plot will be stated or suggested so that we can start to construct story events and character traits important in the opening situations is called exposition.  In general, the opening raises our expectations by setting up a specific range of possible causes for and effects of what we see

-as the plot proceeds, the causes and effects will define narrower patterns of development

-most patterns of plot development depend heavily upon the ways that causes and effects create a change in a character’s situation.  The most common general pattern is a change in knowledge.  Very often, a character learns something in the course of the action, with the most crucial knowledge coming at the turning point of the plot

-there are goal-oriented plots, in which a character takes steps to achieve a desired object or state of affairs.  Plots based on searches would be instances of the goal plot.  (goals can be either external or internal, but typically involve use of both)

-a variation on the goal-oriented plot pattern is the investigation, so typical of detective films, in which the protagonist’s goal is not an object, but information, usually about mysterious causes.  In more strongly psychological films, the search and the investigation become internalized as the protagonist

-time or space may also provide plot patterns

-the plot may also create a specific duration of the action, a deadline

-or the plot may create patterns of repeated action via cycles of events:  The familiar “here we go again” pattern

-space can also become the basis for a plot pattern

-a given plot, can combine these patterns

-for any pattern of development, the spectator will create specific expectations.  As the film “trains” the viewer in its particular form, these expectations become more and more precise

-the pattern of development in the middle portion may exploit suspense, the delay of an expected outcome

-the pattern of development may also create surprise, the cheating of an expectation

-the whole point of patterns of development is to engage the spectator in making long-term expectations which can be delayed, cheated, or gratified

-a film also does not simply stop, it ends.  By the time we reach the end, there may be very few possibilities for further development

-very often the ending will resolve, or “close off,” the chains of cause and effect

-an ending can be relatively “open.”  In other words, the plot presents story events that leave us uncertain as to the nature of the final consequences
-our response also becomes less firm.  The form may thus encourage us to reflect on other ways in which our expectations might have been fulfilled

Narration: The Flow of Story Information

-one of the functions that a plot performs is to present or imply story information

-filmmakers have long realized that the spectator’s interest can be aroused and manipulated by carefully divulging story information at various points

-the plot may arrange cues in ways that withhold information for the sake of curiosity or surprise

-all these processes constitute narration, the plot’s way of disturbing story information in order to achieve specific effects.  Narration is the moment-by-moment process that guides us in building the story out of the plot

-the range and depth of story information that the plot presents are important

-when a narration is very unrestricted; we know more, we see and hear more, than any or all the characters can.  Such extremely knowledgeable narration is often called omniscient narration
-with hardly any exceptions, when we see or hear only what the main character sees and hear, the narration is restricted
-by confining our range of knowledge, a film can create curiosity and surprise.  Restriction is important to mystery films

-the narration’s range of knowledge functions to achieve specific affects on the viewer

-unrestricted and restricted narration are not watertight categories but rather two ends of a continuum.  Range is a matter of degree

-any film may oscillate between restricted and unrestricted presentation of story information

-similarly, a completely restricted narration is not common.  Even if the plot is built around a single character, the narration will present a few scenes that the character is not present to witness

-the plot’s range of story information creates a hierarchy of knowledge.  At any given moment, we can ask if the viewer knows more than, less than, or as much as the characters do

-an easy way to analyze the range of narration is to ask “who knows what when?
-restricted narration tends to create greater curiosity and surprise for the viewer

-our superior range of knowledge creates suspense because we can anticipate effects that the character cannot

-a film manipulates the depth of our knowledge.  Here we are referring to how “deeply” the plot plunges into a character’s psychological states.  Just as there is a spectrum between restricted and unrestricted narration, so there is a continuum between objectivity and subjectivity
-a plot might confine us wholly to information about what characters say and do; their external behavior.  Here the narration is relatively objective.

-or a film’s plot may give us access to what characters see and hear.  We might see shots taken from a character’s optical standpoint (the point-of-view shot, POV) or hear sounds as the character would hear them (called sound perspective).  This would offer a greater degree of subjectivity, one might call perceptual subjectivity
-there is the possibility of still greater depth if the plot plunges into the character’s mind.  We might hear an internal commentary reporting the character’s thoughts, or we might see the character’s “inner images,” representing memory, fantasy, dreams, or hallucinations.  This can be called mental subjectivity
-in short, narrative films can present story information at various depths of the character psychological life

-range and depth of knowledge are independent variables

-manipulating the depth of knowledge can have many functions and effects.  Plunging to the depths of mental subjectivity can increase our identification with a character and can cue stable expectations about what the characters will later say or do

-a subjectively motivated flashback can create parallels among characters

-a plot can create curiosity about a character’s motives and then use some degree of subjectivity – for example, inner commentary, or subjective flashback – to explain the cause of the behavior

-on the other hand, objectivity can be an effective way of withholding information

-ask yourself at any moment in the film “How deeply do I know the character’s perceptions, feelings, and thoughts?”  The answer will point directly to how the narration is presenting or withholding story information in order to achieve a formal function or a specific effect on the viewer

-most films insert subjective moments into an overall framework of objectivity
-flashbacks offer a fascinating instance of the overarching power of objective narration.  They are usually motivated as mental subjectivity, since the events we see are triggered by a character’s recalling the past.  Yet, once we are “inside” the flashback, events will typically be presented from a wholly objective standpoint

-in other words, most films take “objective” narration as a baseline from which we may depart in search of subjective depth but to which we will return

-any choice about range or depth has concrete effects on how the spectator thinks and feels about the film as it progresses

-narration, then, is the process by which the plot presents story information to the spectator.  This process may shift between restricted and unrestricted ranges of knowledge, and greater and lesser degrees of subjectivity.  Narration may also utilize a narrator, some specific agent who purports to be telling us the story.  The narrator may be a character in the story
-a film may also employ a noncharacter narrator
-note that either sort of narrator may present various sorts of narration.  A character narrator is not necessarily restricted and may tell of events that she or he did not witness.  A noncharacter narrator need not be omniscient and could confine the commentary to what a single character knows.  

-a character narrator might be highly subjective, telling us details of his or her inner life, or might be objective, confining his or her recounting strictly to externals.  A noncharacter narrator might gives us access to subjective depths, or might stick simply to surface events

-in any case, the viewer’s process of picking up cues, erecting expectations, and constructing an ongoing story of the plot will be governed by what the narrator tells or does not tell

-genres, or types, of films are a major source of audience expectations

-genres are based on a tacit agreement between filmmakers and audiences
-a genre forms a set of “rules” for narrative construction that both filmmaker and audience know

-there is no single principle by which genres can be defined.  Some genres are distinguished chiefly by shared subject matter

-the flexibility of genre definitions is shown by the ability of genres to crossbreed freely

-the fact that genres can intermingle does not, however, mean that there are no boundaries among them

-the number of possible narratives is unlimited.  Historically, however, the cinema has tended to be dominated by a single mode of narrative form (classical Hollywood cinema)

-this conception of narrative depends on the assumption that the action will spring primarily from individual characters as causal agents

-the narrative invariably centers on personal psychological causes: decisions, choices, traits of character

-often an important trait that functions to get the narrative moving is a desire.  The character wants something.  The desire sets up a goal, and the course of the narrative’s development will most likely involve the process of achieving that goal

-but there is a counterforce in the classical narrative: an opposition that creates conflict.  The protagonist comes up against a character whose traits and goals are opposed to his.  As a result, the protagonist must seek to change the situation so that he or she can achieve the goal

-cause and effect imply change.  Therefore characters and their traits, particularly desire, are a strong source of causes and effects
-the chain of actions that results from predominantly psychological causes tends to motivate most or all other narrative events.  Time is subordinated to the cause-effect chain in a host of ways.  The plot will omit significant durations in order to show only events of causal importance
-the plot will order story chronology so as to present the cause-effect chain most strikingly.  Specific devices weld plot time to story’s cause-effect chain

-there is a strong tendency for it to be “objective.”  That is, there is basically “objective” story reality, against which various degrees of perceptual or mental subjectivity can be measured

-most classical narrative film displays strong degrees of closure at the end.  Leaving no loose ends unresolved, these films seek to end their causal chains with a final effect.  We usually learn the fate of each character, the answer to each mystery, and the outcome of each conflict

-again, none of these features is necessary to narrative form in general.  There is nothing to prevent a filmmaker from presenting the “dead time” or narrativley unmotivated intervals between more significant events

-the filmmaker can also include material that is unmotivated by narrative cause and effect
-finally, the filmmaker need not resolve all of the action at the close: films made outside the classical tradition tend to have quite “open” endings

-the classical Hollywood mode is, however, only one system among many that have been and could be used for constructing films

Narrative form in Citizen Kane

-desire propels narrative, that causality is defined around traits and goals, that conflicts lead to consequences, that time is motivated by plot necessity, and that narration is objective, mixing restricted and unrestricted passages
-the first step in analyzing any film is to segment it into sequences.  Sequences are often demarcated by cinematic devices (fades, dissolves, cuts, blank screen, and so on) and form meaningful units.  In a narrative film, the sequences constitute the parts of the plot
-most sequences in a narrative film are called scenes.  The term is used in its theatrical sense, to refer to distinct phases of the action occurring within a relatively unified space and time

-in most cases, the major parts consist of several scenes, and each of these is identified by a lowercase letter

-our segmentation lets us see at a glance the major divisions of the plot and how scenes are organized within them

-motivation makes us take things for granted in narratives

-in looking ate any narrative film, we can ask the following questions to help understand its formal structure

1. Which story events are directly presented to us in the plot, and which must we infer?  Is there any nondiegetic material given in the plot?

2.  What is the earliest story event of which we learn?  How does it relate through a series of cause and effects to later events?

3.  What is the temporal relationship of story events?  Has temporal order, frequency, or duration been manipulated in the plot to affect our understanding of events

4.  Does the closing reflect a clear-cut pattern of development that relates it to the beginning?  Do all narrative lines achieve closure, or are some left open?

5.  How does the narration present story information to us?  Is it restricted to one or a few character’s knowledge, or does it range freely among the characters in different spaces?  Does it give us considerable depth of story information by exploring the character’s mental states?

6.  Does this film belong to a familiar genre?  If so, what conventions of that genre does the narrative employ in order to guide our expectations?

7.  How closely does the film follow the conventions of the classical Hollywood cinema?  If it departs significantly from those conventions, what formal principles does it use instead?
-to understand form in any art, we must be familiar with the medium which that art utilizes.  Consequently, our understanding of a film must also include features of the film medium
-we shall look at four sets of cinematic techniques: two techniques of the shot, mise-en-scene and cinematography; the technique that relates to shot to shot editing; and the relation of sound to film images
-we shall concentrate on the formal functions of each technique.  We will try to answer such questions as these: How may a technique guide expectations or furnish motifs for the film?  How may it direct our attention, clarify or emphasize meanings, shape our emotional response?

-every film develops specific techniques in patterned ways.  This unified, developed, and significant use of particular technical choices we shall call style.  Each filmmaker creates a distinctive stylistic system

-we shall find that film style interacts with the formal system.  Often film techniques support and enhance narrative form.  In a narrative film, style can function to advance the cause-effect chain, create parallels, manipulate story-plot relations, or sustain the narratives flow of information
-some uses of film technique can call attention to patterns of style

The Shot: Mise-En-Scene

-in the original French mise-en-scene means “staging an action.”  

-it is the director’s control over what appears in the film frame

-mise-en-scene includes those aspects of film that overlap with the art of the theater: setting, lighting, costume, and the behavior of the figures.  In controlling the mise-en-scene, the director stages the event for the camera

-viewers often judge mise-en-scene by standards of realism
-realism as a standard of value, however, raises several problems.  Notions of realism vary across cultures, through time, and even among individuals

-realism has become on of the most problematic issues in the philosophy of art

-to insist rigidly on realism for all films can blind us to the vast range of mise-en-scene possibilities

-it is better, then, to examine the functions of mise-en-scene than to dismiss this or that element that happens not to match our conception of realism

-analyze its function in the total film – how mise-en-scene is motivated, how it varies or develops, how it works in relation to narrative form

-mise-en-scene as a technique has the power to transcend normal conceptions of reality
-most times, it has to be planned and staged for the camera

-what possibilities for selection and control does mise-en-scene offer the filmmaker?  We can think out four general areas and indicate potential uses for each: setting, costume and makeup, lighting, and figure expression and movement

-cinema setting, can come to the forefront; it need not be only a container for human events but can dynamically enter the narrative action

-the filmmaker may control setting in many ways.  One way is to select an already existing locale in which to stage the action

-on the other hand, the filmmaker may choose to construct the setting

-realism in settings is largely a matter of viewing conventions.  What strikes us as realistic today may well seem highly stylized to future audiences
-color can also be an important component of settings.  You can create parallels among its various settings

-in manipulating a shot’s setting, the filmmaker may create props.  When an object in the setting is motivated to operate actively within the ongoing action, we can call it a “prop”

-in the course of a narrative a prop may become a motif
-when the filmmaker uses color to create parallels among elements of setting, a color or motif becomes associated with several props

-costume can have specific functions in the total film, and the range of possibilities is huge
-on the other hand, costumes may be quite stylized, calling attention to their purely graphic qualities

-like settings, costume may furnish props for the film’s ongoing narrative system

-in cinema any portion of a costume may become a prop

-film genres make extensive use of costume props

-since the filmmaker usually wants to emphasize the human figures, setting may provide a more or less neutral background, while costume helps pick out the characters

-or the director may also choose to match the color values of setting and costume more closely

-by integrating itself with setting, costume may function to reinforce the film’s narrative and thematic patterns

-makeup can aim at complete realism

-women often wear makeup that looks like the ordinary street cosmetics currently in fashion, and most men’s makeup is designed to look as if they were not wearing any

-in recent years the craft of makeup has developed in response to the popularity of fantasy, horror, and science-fiction genres

-in such contexts, makeup, like costume, becomes important in creating character traits or motivating plot action

-much of the impact of an image comes from its manipulation of lighting

-lighter and darker areas within the frame help create the overall composition of each shot and thus guide our attention to certain objects and actions.  A brightly illuminated patch may draw our eye to a key gesture, while a shadow may conceal a detail, or build up suspense about what may be present. 

-lighting can also articulate textures: the soft curve of a face, the rough grain of a piece of wood, the delicate tracery of a spider’s web, the sheen of glass, the sparkle of a faceted gem

-lighting shapes objects by creating highlights and shadows.  A highlight is a patch of relative brightness on a surface

-highlights provide important cues to the texture of the surface

-there are two basic types of shadows, each of which is important in filmic composition: attached shadows, or shading, and cast shadows.  

-an attached shadow occurs when light fails to illuminate part of an object because of the object’s shape or surface features.  This phenomenon is also called shading
-cast shadows are when shadows are projected from some object

-highlights and shadows help create our sense of a scene’s space

-lighting also shapes a shot’s overall composition

-lighting also affects our sense of the shape and texture of the objects

-“the proper use of light can embellish and dramatize every object”

-we can isolate four major features of film lighting: its quality, direction, source, and color

-lighting quality refers to the relative intensity of the illumination.  “Hard” lighting creates clearly defined shadows, whereas “soft” lighting creates a diffused illumination.
-in nature, the noonday sun creates hard light, while an overcast sky creates soft light.  The terms are relative, and many lighting situations will fall in between the extremes, but we can in practice easily recognize the differences
-hard lighting creates bold shadows and crisp textures and edges

-the direction of lighting in a shot refers to the path of light from its source or sources to the object lit.  “Every light, had itself completely….the journey of rays from that central core to the outposts of blackness is the adventure and drama of light.”  For convenience we can distinguish among frontal lighting, sidelighting, backlighting, underlighting, and top lighting

-frontal lighting can be recognized by its tendency to eliminate shadows 
-a hard sidelight (also called a crosslight) can be used to sculpt the characters’ features

-backlighting as the name suggests, comes from behind the subject.  It can be positioned at many angles: high above the figure, at various angles off to the side, pointing straight at the camera, or from below.  Used with no other sources of light, backlighting tends to create silhouettes.  Combined with more frontal sources of light, the technique can create an unobtrusively illuminated contour
-underlighting suggests that the light comes from below the subject.  The underlighting can suggest an offscreen fire.  Since underlighting tends to distort features, it is often used to create dramatic horror effects, but it may also simply indicate a realistic light source, such as a fireplace.  As usual, a particular technique can function differently according to context

-top lighting, the spotlight shines down from almost directly above

-lighting can also be characterized by its source.  Most fictional films, however, use extra light sources to obtain greater control of the image’s look.  In most fictional films, the table lamps and street lights you see in the mise-en-scene are not the principal sources of illumination for the filming

-the filmmaker will usually strive to create a lighting design that is consistent with the sources in the setting

-directors and cinematographers manipulating the lighting of the scene will start from the assumption that any subject normally requires two light sources: a key light and a fill light.  The key light is the primary source providing the dominant illumination and casting the strongest shadows.  A fill is less intense illumination which “fills in,” softening or eliminating shadows cast by the key light.  Through a combination of key and fill, and through the addition of supplementary sources, lighting can be controlled quite exactly
-the key lighting source may be aimed at the subject from any angle

-classical Hollywood filmmaking developed the custom of using at least three light sources per shot: key light, fill light, and backlight

-the key will usually be closer to the figure or brighter than the fill.  Typically, each major character in a scene will have his or her won key, fill, and backlight

-this “three-point” lighting system demands that the lamps be rearranged virtually every time the camera shifts to a new framing of the scene
-such variations in the light sources do not conform to reality, but they do enable the filmmakers to create clear compositions for each shot

-high-key lighting  refers to an overall lighting design which uses fill light and backlight to create low contrast between brighter and darker areas.  Usually, the light quality is soft, making shadow areas fairly transparent

-have relied on this for comedies, adventure films, and most dramas

-high-key lighting  is an overall approach to illumination that can suggest different lighting conditions or times of day

-low-key illumination creates contrasts and sharper, darker shadows.  Often the lighting is hard, and fill light is lessened or eliminated altogether.  The effect is of chiaroscuro, or extremely dark and light regions within in the image

-low-key lighting has usually been applied to somber or mysterious scenes

-when the actors move, the director must decide whether to alter the lighting.  There are advantages to maintaining a constant lighting 

-like any technique, lighting can become a motif in the course of a film

-we tend to think of film as limited to two colors – the white of sunlight or the soft yellow of incandescent interior lamps.  In practice, filmmakers who choose to control lighting typically work with as purely white light as they can.  By use of filters placed in front of the light source, the filmmaker can color the onscreen illumination in any fashion.  There may be a realistic source in the scene to motivate the hue of the light

-we are used to ignoring the illumination of our everyday surroundings, so film lighting is also easy to take for granted.  Yet the look of a shot is centrally controlled by light quality, direction, source, and color.  The filmmaker can manipulate and combine these factors to shape the viewer’s experience in a great many ways.  No component of mise-en-scene is more important than “the drama and adventures of light”

-the director may also control the behavior of various figures in the mise-en-scene.  Here the word “figures” cover a wide range of possibilities, since the figure may represent a person but could be an animal

-mise-en-scene allows such figures to express feelings and thoughts; it can also dynamize them to create various kinetic patterns

-like other aspects, the performance is created in order to be filmed.  An actor’s performance consists of visual elements (appearances, gestures, facial expressions) and sound (voice, effects)

-acting is often approached as a question of realism

-for one thing, conceptions of realistic acting have changed over film history

-but not all films try to achieve realism.  Since the performance an actor creates is part of the overall mise-en-scene, films contain a wide variety of acting styles.  We should try to understand what kind of acting style the film is aiming at

-when we use the phrase “larger than life” to describe an effective performance, we seem to be tacitly acknowledging the actor’s deliberate craft.  In analyzing a particular film, it is usually necessary to go beyond assumptions about realism and consider the functions and purposes which the actor’s craft serves

-this suggests that in order to determine the acting’s functions, we need to determine overall formal factors, such as narrative causality and genre conventions

-if the actor behaves in a manner appropriate to his or her character’s function in the context of the film, the actor has given a good performance – whether or not he or she looks or behaves as a real person would

-we can consider performance styles along two dimensions.  The performance will be more or less individualized, and it will be more or less stylized
-it will create a unique character, and it will not seem too exaggerated or too underplayed

-while being considered individualized to one degree or another, the performance can also be located on a continuum of stylization

-comedy does not provide the only motivation for greater stylization

-some films create stylized performances through extroversion and exaggeration.  The director can also explore the possibilities of very muted performances.  Compared to normal practice, highly restrained acting can seem quite stylized

-we can also notice how acting cooperates with other film techniques.  For instance, the actor is always a graphic element in the film, but some films underline this fact

-the context of  a performance may also be shaped by the technique of film editing

-if a shot has been done over and over, the editor may select the best gestures and expressions and create a composite performance better than any one sustained performance could be.  Through the addition of sound and the combination of shots, the performance can be built up still further  
-camera techniques also create a controlling context for acting
-actually cinema calls for a stronger interplay between restraint and emphasis

-the actor must be able to adjust to each type of camera distance.  If the actor is far from the camera, he or she will have to gesture broadly or move around to be seen as acting at all.  But, if the camera and actor are inches apart, a twitch of a mouth muscle will come across clearly.  In between these extremes, there is a whole range of adjustments to be made

-basically, a scene can concentrate on either the actor’s facial expression or on pantomimic gestures of the body
-but if the actor is far away from the camera, or turned to conceal the face, his or her bodily gestures become the center of the performance

-thus both the staging of the action and the camera’s distance from it determines how we will see the actor’s performances

-acting cannot be judged on a universal scale that is separate from the concrete context of the entire film’s form

-one element of mise-en-scene appears in isolation.  Each usually combines with others to create a specific system in every film

-what are some ways in which mise-en-scene affects our attention?  What pulls our eye to a portion of the frame at a given moment?

-most basically, our visual system is attuned to perceiving change, both in time and space.  Our eyes and brains are better suited for noticing differences than for concentrating on uniform, prolonged stimuli.  Thus aspects of mise-en-scene will attract our attention by means of changes in light, shape, movement, and other aspects of the image

-moreover, looking is purposeful; what we loot at is guided by our assumptions and expectations about what to look for
-in viewing a film image, we make hypothesis on the basis of many factors
-one general factor is the total organization of the film’s form

-the elements and patterns in the mise-en-scene contains a host of purely spatial and temporal factors to guide our expectations and hence shape our viewing of the image

-the arrangement of the mise-en-scene creates the composition of the screen space.  That two-dimensional composition consists of the organization of shapes, textures, and patterns of light and dark.

-since the image projected on the screen is flat, the mise-en-scene must give the audience cues that will enable us to infer the three-dimensionality of the scene
-the filmmaker uses mise-en-scene to guide our attention across the screen, shaping our sense of the space that is represented and emphasizing certain parts of it

-in cinema, our vision is attuned to changes of several kinds: movement, color differences, balance of distinct components, and variations in size.  Our sensitivity to these changes allows the filmmaker to direct our notice across the two-dimensional space of the frame

-almost invariably, a moving item draws our attention more quickly than a static item does

-the filmmaker, like the painter, can also exploit principles of color contrast to shape our sense of screen space.  For instance, bright colors set against a more subdued background are likely to draw the eye

-another pertinent principle is that when lightness values are equal, “warm” colors in the red-orange-yellow range tend to attract attention, while “cool” colors like purple and green are less important
-compositional balance refers to the extent to which the areas of screen space have equally distributed masses and points of interest.  Filmmakers often assume that the spectator will concentrate more on the upper half of the frame (probably because where the characters faces tend to be placed).  Thus because of viewers’ prior expectations the upper half needs less “filling up” than the lower

-since the film is composed within a horizontal rectangle, the director usually takes care to balance the left and right halves.  The extreme type of such balancing is bilateral symmetry
-the simplest way to achieve compositional balance is to center the frame on the human body.  Filmmakers often place a single figure at the center of the frame and minimize distracting elements at the sides

-compositional balance helps shape our expectations about where significant action will be located on the screen
-looking at a static shot, we will register the larger shapes first and then discriminate the smaller ones.  Thus affecting our sense of onscreen size

-nevertheless movement, color, or balance can override size as a compositional cue and can draw our attention quickly to very small areas of the screen

-mise-en-scene functions to suggest a three-dimensional space, real or fictitious
-the factors in the image which help create such a sense of space are broadly called depth cues.  There is no real space extending behind the screen, of course, but depth cues prompt us to imagine that space, to construct a three--dimensional world 

-in cinema, depth cues are largely provided by lighting, setting, costumes, and figure behavior

-the depth cues suggest that a space has both volume and several distinct planes.  By volume we mean that it is solid and occupies a three-dimensional area.  A film suggests volume by shape, shading, and movement 

-depth cues also pick out planes within the image.  Planes are the layers of space occupied by persons or objects.  Planes run into depth, from foreground through middle ground to background
-only a completely blank screen has a single plane.  Whenever a shape – even an abstract one – appears, we will perceive it as being in front of a background
-one of the most basic depth cues is the overlap of edges.  
-in the three-point lighting approach, “edge lighting” accentuates the overlap of planes by emphasizing the contour of the object, thus sharply distinguishing it from the background
-color differences also create overlapping planes.  Because cool or pale colors tend to recede, filmmakers commonly use them for background planes such as setting.  Similarly, because warm or saturated colors tend to come forward, such hues are often employed for costumes or other foreground elements

-because of the eye’s sensitivity to differences, even quite muted color contrasts can suggest three-dimensional space

-in cinema, movement is one of the most important depth cues, since it strongly suggests both planes and volumes

-aerial perspective, or the hazing of more distant planes, is yet another depth cue.  Typically, our visual system assumes that sharper outlines, clearer textures and purer colors belong to foreground elements

-size diminution – figures and objects farther away from us are seen to get proportionality smaller; the smaller the figure appears, the farther away we believe it to be.  This reinforces our sense of there being a deep space with considerable distances between the various planes

-we can simply note that a strong impression of depth emerges when parallel lines converge at a distance between various planes
-mise-en-scene serves not simply to direct our attention to foreground elements but rather to create a dynamic relation between foreground and background

-shallow-space compositions – the mise-en-scene suggest comparatively little depth, and the closet and most distant planes seem only slightly separated.  The opposite tendency is deep-space compositions, in which a significant distance seems to separate planes
-“shallow” and “deep” mise-en-scene are relative terms.  Most compositions present a moderately deep space, falling in between the two extremes

-the fact that our vision is sensitive to differences allows filmmakers to guide our understanding of the mise-en-scene.  All the cues to story space interact with one another, working to emphasize narrative elements, direct our attention, and to set up dynamic relations among areas of screen space

-compositional elements and depth cues have functioned to focus our attention on the narrative elements.  But this need not always be the case
-sometimes a “distracting” use of color can become a motif in a film

-within the confines of the shot’s duration, the director can control the rhythm of time as it unfolds

-a beat or pulse, a pace (what musicians call tempo) and a pattern of accents, or stronger or weaker beats

-a straightforward way to guide the viewer’s attention over time is to adjust frontality of figure placement.  All other things being equal, the viewer expects that more story information will come from a character’s face than from a character’s back.  The viewer’s attention will thus usually pass over figures which are turned away and fasten on figures which are positioned frontally
-as a set of techniques, mise-en-scene helps compose the film shot in space and time.  Setting, lighting, costume, and figure behavior interact to create patterns of color and depth, line and shape, light and dark, and movements.  These patterns define and develop the space of the story world and emphasize salient story information.  The director’s use of mise-en-scene creates systems that not only guide our perception from moment to moment but also help create form of the film
-in order to understand story information presented to us in a narrative film, we must perform such activities as comparing locales, identifying characters by their appearances, and noticing salient gestures as the mise-en-scene presents them to us.  Many motifs that recur in the course of the plot’s unfolding are visual elements of the mise-en-scene, and such motifs can contribute significantly to the fundamental formal principles of the film’s overall organization: its unity and patterns of similarity, difference, and development
-mise-en-scene contributes to plot action because events we see directly constitute the plot.  Elements of mise-en-scene can also imply story information

-mise-en-scene can help present a more or less restricted narration

-mise-en-scene can economically advance the narrative and create a pattern of motifs

-an individual element almost always has several functions, not just one

-mise-en-scene motifs unify the film through their repetition, variation, and development

-to study mise-en-scene, look for it systematically.  Watch, first of all, for how setting, costume, lighting, and the behavior of the figures present themselves in a given film

-we should also reflect on the patterning of mise-en-scene elements.  How do they function?  How do they constitute motifs that weave their ways through the film?  In addition, we should notice how mise-en-scene is patterned in space and time to attract and guide the viewer’s attention through the process of watching the film, and to create suspense or surprise

-we should try to relate the system of mise-en-scene to the narrative system of the film

Film Art II

The Shot: Cinematographic Properties
-cinematographic qualities of the shot – not only what is shot but how it is shot.  Three factors are involved: 1) the photographic aspects of the shot 2) the framing of the shot 3) the duration of the shot

-cinematography (literally, “writing in movement”) depends to a large extent on photography (“writing in light”)

-the filmmaker is creating patterns of light on celluloid

-the filmmaker can select the range of tonalities, manipulate the speed of motion, and transform perspective

-film stocks are differentiated by the chemical qualities of the emulsion.  The choice of film stock has many artistic implications.  For one thing, the image will have more or less contrast depending partly on the stock used

-the lens of a photographic camera does roughly what your eye does.  It gathers light from the scene and transmits that light onto flat surfaces of the film to form an image that represents size, depth, and other dimensions of the scene.  

-one difference between the eye and the camera is that photographic lenses may be changed and each type of lens will render perspective in different ways

-in technical terms, focal length is the distance from the center of the lens to the point where lights rays converge to a point on the film.  The focal length alters the perceived magnification, depth, and scale of things in the image

-the short-focal-length (wide-angle) lens, tend to distort straight lines lying near the edges of the frame, bulging them out

-when a wide-angle lens is used for a medium shot or close-up, the distortion of shape may become very evident

-short focal length has the property of exaggerating depth
-because distances between foreground and background seem greater, the wide-angle lens also makes figures moving to or from the camera seem to cover ground more rapidly

-the middle-focal length (“normal”) lens seeks to avoid noticeable perspective distortion.  With a normal lens, horizontal and vertical lines are rendered as straight and perpendicular

-parallel lines should recede to distant vanishing points

-the long-focal length (telephoto) lens flattens the space along the camera axis.  Cues for depth and volume are reduced.  The planes seem squashed together, much as when you look through a telescope or binoculars

-its tendency to flatten depth makes a figure moving toward the camera take more time to cover what seems to be a small distance

-lens length can distinctly affect the spectator’s experience

-for example, expressive qualities can be suggested by lenses which distort objects or characters

-choice of the lens can make a character or object blend into the setting

-a director can use the lens length to surprise us 

-there is one sort of lens that offers the director a chance to manipulate focal length and to transform perspective relations during a single shot.  A zoom lens is optically designed to permit the continuous varying of focal length

-onscreen, the zoom shot magnifies or demagnifies the objects filmed, excluding or including surrounding space
-although the zoom shot presents a mobile framing, it is not a genuine movement of the camera.  During a zoom, the camera remains stationary and the lens simply increases or decreases its focal length.  The zoom can produce interesting and peculiar transformations of scale and depth

-depth of field is the range of distances before the lens within objects can be photographed in sharp focus.  Focus is the degree to which light rays coming from the same part of an object through different parts of the lens reconverge at the same point on the film frame, creating sharp outlines and distinct textures

-a short-focal-length (wide-angle) lens has a relatively greater depth of field than does a long-focal-length (telephoto) lens
-“deep space” is a term for the way the filmmaker has stage the action on several different planes, regardless of whether of not all of these planes are in focus

-depth of field is a property of the photographic lens, affecting what planes of the image are in focus

-you may opt for what is usually called selective focus – choosing to focus on only one plane and letting the other planes blur

-selective focus typically draws the viewer’s attention to the main character or object

-from one plane through several planes in the middle ground to the objects in the far distance, everything is in sharp focus; this practice is called deep focus

-since the lens may be refocused at various points, the filmmaker may also adjust perspective relations while filming by racking focus, or pulling focus
-in a film, the frame is not simply a neutral border; it produces a certain vantage point onto the material within the image.  In cinema the frame is important because it actively defines the image for us
-framing can powerfully affect the image by means of 1) the size and shape of the frame 2) the way the frame defines onscreen and offscreen space 3) the way framing controls the distance, angle, and height of a vantage point onto the image 4) the way framing can move in relation to the mise-en-scene
-the ratio of frame width to frame height is called the aspect ratio

-the frame makes the image finite.  The film image is bounded, limited.  From an implicitly continuous, the frame selects a slice to show us

-the characters enter the image from somewhere and go off to another area – called offscreen space
-six zones of offscreen space: the space beyond each of the four edges of the frame, the space behind the set, and the space behind the camera.  It is worth considering how many ways a filmmaker can imply the presence of things in these zones of offscreen space.  A character can direct looks or gestures at something offscreen

-the frame implies an angle of framing to what is shown.  It thus positions us at some angle onto the shot’s mise-en-scene
-we typically distinguish three general categories: the straight-on angle, the high angle, and the low angle.  The straight-on angle is most common.  The high-angle positions us “looking down” at the material.  The low-angle positions us as “looking up” at the framed material

-we can also distinguish the degree to which the frame is “level.”  

-a canted frame is a view in which the frame is not level; this rare device causes objects in the scene to appear slanted out of an upright position

-the height of the camera becomes important and plays a role in the degree of angling

-framing supplies a sense of being far away from or close to the mise-en-scene of the shot

-in the extreme long shot, the human figure is barely visible.  This is the framing for landscapes, bird’s-eye views of cities, and other vistas

-in the long shot, figures are more prominent, but the background still dominates

-the plan americain, is very common in Hollywood cinema.  The human figure is framed about the knees up.  This shot permits a nice balance of figure and surroundings

-shots at the same distance of nonhuman subject are called medium long shots
 -the medium shot frames the human body from the waist up.  Gesture and expression now become more visible
-the medium close-up frames the body from the chest up
-the close-up is traditionally the shot showing just the head, hands, feet, or a small object.  It emphasizes facial expression, the details of a gesture, or a significant object

-the extreme close-up singles out a portion of the face (eyes or lips), isolates a detail, and magnifies the minute

-in judging camera distance, the relative proportion of the material framed provides the basic determinant 

-categories of framing are obviously matters of degree.  There is no universal measure of camera angle or distance

-filmmakers are not bound by terminology.  They rightly do not worry if a shot does not fit into traditional categories

-what is important is that we use the term in ways that enables us to analyze how that framing functions in the particular film and to share our analytical insight with others

-the fact is that framings have no absolute general meanings.  In some films, angles and distances carry such meanings as mentioned above, but in other films – probably most films – they do not.  To rely on such formulas is to forget that meaning and effect always stem from the total film, from its operation as a system.  The context of the film will determine the function of the framings, just as it determines the function of mise-en-scene
-look for the functions the technique performs in the particular context of the total film

-camera distance, height, level, and angle often take on clear-cut narrative functions.  Camera distance can establish or reestablish settings and character positions

-a framing can isolate a narrativley important detail

-framing also contributes to cueing us take a shot as “subjective”

-when a shot’s framing prompts us to take it as a character’s vision, we call it an optically subjective shot, or a point-of-view shot
-less obviously, camera distance and angle can situate us in one area of the narrative’s space

-across an entire film the repetitions of certain framings may associate themselves with a character situation.  That is, framings may become motifs unifying the film
-alternatively, certain framings in a film may stand out by virtue of their rarity

-in a film composed primarily of long shots and medium shots, an extreme close-up will obviously have considerable force

-framings do not function only to emphasize narrative form.  Close-ups can bring out textures and details we might otherwise ignore

-our eye also enjoys the formal play presented by unusual angles on familiar objects

-“by reproducing an unusual and striking angle, the artist forces the spectator to take a keener interest, which beyond mere noticing or acceptance.  The object thus photographed sometimes gains in reality, and the impression it makes is livelier and more arresting”

-we can only suggest that camera distance, angle, height, and level have the constant possibility of sharpening our perception of purely visual qualities
-mobile framing means that within the confines of the image we see, the framing of the object changes.  The mobile frame thus produces changes of camera height, distance, angle, or level within the shot.  Further, since the framing orients us to the material in the image, we often see ourselves as moving along with the frame
-the pan (short for “panorama”) movement rotates the camera on a vertical axis.  On screen, the pan gives the impression of a frame horizontally scanning space.  It is as if the camera “turns its head” right or left

-the tilt movement rotates the camera on a horizontal axis.  It is as if the camera’s “head” were swiveling up or down.

-in the tracking shot (or dolly or trucking), the camera as a whole does change position, traveling in any direction along the ground – forward, backward, circularly, diagonally, or from side to side

-in the crane shot the camera moves above ground level.  Typically, it rises or descends, often thanks to a mechanical arm which lifts and lowers it.  A crane shot may move not only up and down, like an elevator, but forward and backward or from side to side

-in both the pan and the tilt, the body of the camera does not change position; it simply swivels left or right, up or down
-visually, camera movements have several arresting effects.  They often increase information about the space of the image.  Objects’ positions become more vivid and sharp than in stationary framings.  New objects or figures are usually revealed

-tracking and crane shots supply continually changing perspectives on passing objects as the frame continually shifts its orientation.  Objects appear more solid and three-dimensional when the camera arcs (i.e. tracks along a curved path) around them.  Pan and tilt shots present space as continuous, both horizontally and vertically.
-but camera movement provides several convincing cues for movement through space.  So powerful are these cues that filmmakers often make camera movements subjective – motivated narrativley to represent the view through the eyes of a moving character.  Narrativley subjective or not, the roving camera eye, the mobile framing of the shot, acts as a surrogate for our eye and attention
-the Steadicam mount attaches the camera to the operator’s body by means of a brace.  The operator can walk with the camera, guiding the framing by minimal hand movement while viewing the image on a video monitor.  Another operator adjust focus by radio remote control
-the balancing mechanism allows the Steadicam to produce mobile shots of great smoothness.  It allows fluidity in tracking with actors climbing stairs, entering rooms, and riding bicycles or motorcycles

-motion-controll techniques use computer programs to plot the camera’s movements and execute them precisely.  The movements can then be repeated for different elements of a composite shot

-sometimes the filmmaker does not want smooth camera movements, preferring a bumpy, jiggling image.  Commonly this sort of image is achieved through the use of the hand-held camera.  That is, the operator does not anchor the machine on a tripod or dolly but instead uses his or her body to act as the support without benefit of compensating equipment
-often the hand-held camera functions as a special form of subjective point of view.  Sometimes the hand-held shot serves to remind the viewer of the presence of the camera itself

-in the genuine camera movement, static objects in different planes pass one another at different rates, displaying different aspects to us; backgrounds gain volume and depth

-in sum, when the camera moves, we sense our own movement through the space.  When the lens zooms, a bit of the space seems magnified or demagnified
-filmmakers frequently combine such framings within a single shot:  The camera may track and pan at the same time or crane up while zooming.  Still, every instance can be identified as a combination of the basic types

-functions of frame mobility
1. The frame and space

-the mobile frame affects onscreen and offscreen space considerably.  A forward tracking shot or zoom puts onscreen space offscreen.  Other camera movements and optical effects may reveal fresh offscreen areas.  In many films, the camera moves back from a detail and brings something unexpected in the shot’s space

-the mobile frame also continually affects the distance, angle, height, and level of the framing

-we can ask several questions of how the mobile frame relates to space:  Do the frames movements depend on figure movement?  One of the most common functions of camera movement is reframing.  If a character moves in relation to another character, very often the frame will slightly pan or tilt to adjust to the movement

-reframing can be an art unto itself

-each time guiding our attention and maintaining a balanced composition.  Since reframings are motivated by figure movement, they tend to be relatively unnoticeable

-the camera may also displace itself in order to follow figures or moving objects
-in such cases frame mobility functions primarily to keep our attention focused on the subject of the shot, and it subordinates itself to that subject’s movement

-the mobile frame need not be subordinate to the movement of figures at all.  It can move independently of them too.  The camera can move away from the characters to reveal something of significance to the narrative
-the moving camera can establish a locale the characters will eventually enter

-the mobile frame can profoundly affect how we perceive the space within the frame and offscreen.  Different sorts of camera movements create different conceptions of space

-of any mobile framing we can ask: How does it function to reveal or conceal offscreen space?  Is the frame mobility dependent on figure movement or independent of it?  What particular trajectory does the camera pursue?  Such questions will best be answered by considering how spatial effects of the camera movement function with respect to narrative form

2. The mobile frame and time
-frame mobility involves time as well as space, and filmmakers have realized that our sense of duration and rhythm is affected by the mobile frame

-since a camera movement occupies duration, it can create an arc of expectation and fulfillment all its own

-the velocity of frame mobility is important too.  A zoom or a camera movement may be relatively slow or fast

-in general, a camera movement may create significant effects of its own.  If the camera pans quickly away from an event, we may be prompted to wonder what has happened.  If the camera abruptly tracks back to show us something in the foreground which we had not expected, we are taken by surprise.  If the camera slowly moves in on a detail, gradually enlarging it but delaying the fulfillment of our expectations, the camera movement has contributed to suspense.  In a narrative film, the velocity of mobile framing can be motivated by narrational needs

-sometimes the speed of the mobile framing functions rhythmically
-frame velocity can also create expressive qualities –a  camera movement can be fluid, staccato, hesitant, and so forth.  In short, the duration and velocity of the mobile frame can significantly control our perception of the shot over time

3. Patterns of mobile framing

-the whole mobile frame can create its own specific motifs within a film

-the camera movements, repeated in a systematic pattern, create the narrative parallel

-frame mobility may be motivated by larger formal concerns or it may itself become the principal formal concern, motivating other systems.  What is important to realize is that by attention to how the filmmaker utilize the mobile frame within specific contexts, we can gain a fuller understanding of how our experience of a film is created

-what we need to consider now is how the duration of the shot affects our understanding of it

-there is a tendency to consider the shot as recording “real” duration

-it is just as possible to manipulate screen duration within a single shot as well.  There need be no one-to-one correspondence between the onscreen duration of the shot and the duration of the story events presented
-the use of unusually lengthy shot – long takes, as they are called – constitutes a major resource for the filmmaker

-a take is one run of the camera that records a single shot
-usually, we can regard the long take as an alternative to a series of shots.  The director may choose to present a scene in one of a few long takes to present the scene through several shorter shots.  When an entire scene is rendered in only one shot, the long take is known by the French term plan-sequence, or “sequence shot”

-filmmakers use the long take selectively.  One scene will rely heavily on editing; another will be presented in a long take.  This permits the director to associate certain aspects of narrative form with the different stylistic options

-mixing long takes and shorter shots also creates parallels and contrasts among scenes

-one can vary shot duration, depending on the scene’s function in the entire film

-and in such a context editing can have great force.  After a seven minute shot, an elliptical cut can prove quite disorienting 

-if the long take often replaces editing, it should surprise no one that the long take is frequently allied to the mobile frame.  The long take may use panning, tracking, craning, or zooming to present continually changing vantage points that are comparable in some ways to the shifts of view supplied by editing

-very often frame mobility breaks the long-take shot into significant smaller units

-long takes tend to be framed in medium or long shots.  Thus as the camera lingers on a fairly “full” visual field, the spectator has more opportunity to scan the shot for particular points of interest

-utilizing the long take often puts more emphasis on performance, setting, lighting, and other mise-en-scene factors

-as a large-scale part of a film, the long take can have its own formal pattern, its own development, its own trajectory and shape.  Suspense develops; we start to ask how the shot will continue and when it will end
-a long opening shot offers an alternative to building the sequence of many shots, and it stresses the cut that finally comes

-the long take’s ability to present, in a single chunk of time, a complex pattern of events moving toward a goal makes shot duration as important to the image’s effect as photographic qualities and framing are

-one we are aware of cinematographic qualities, we can move to an understanding of their various possible functions within the total film

The Relation of Shot to Shot: Editing

-a feature length Hollywood film typically contains between eight hundred and twelve hundred shots.  This fact alone suggests that editing strongly shapes viewer’s experiences, even if they are not aware of it.  Editing is not necessarily the most important film technique, but it contributes a great deal to the film’s organization and its effects on viewers

-editing may be though of as the coordination of one shot with the next

-a fade-out gradually darkens the end of a shot black, and a fade-in accordingly lightens a shot from black.  A dissolve briefly superimposes the end of shot A and the beginning of shot B.  In a wipe, shot B replaces shot A by means of a boundary line moving across the screen

-the most common means of joining two shots is a cut.  A cut is usually made by splicing two shot together

-as viewers, we perceive a shot as an interrupted segment of screen time, space, or graphic configurations.  Fades, dissolves, and wipes are perceived as gradually interrupting one shot and replacing it with another.  Cuts are perceived as instantaneous changes from one shot to another

-once you become aware of editing, it is easy to notice, not only because it is such a prevalent technique but also because the disjunctions of space, time, and graphics wrought by editing leap to the attentive eye.  Both the instantaneous disjunction of the cut and the more gradual disjunction of the fade, dissolve, or wipe usually mark off shots quite plainly
-sometimes a filmmaker will use several cameras to capture a performance from several different angels or distances

-more often, multiple camera shooting is used for recording spectacular or unrepeatable action, such as explosions or complicated stunts

-most sequences are shot with only one camera

-the editor must assemble a large and varied batch of footage.  To ease this task, most filmmakers plan for the editing phase during filming.  Shots are taken with an idea of how they will eventually fit together.  In fictional filming, scripts and storyboards help plan out cuts and other transitions.  In examining continuity editing, we will see that the director controls the staging and framing of the action so that changes of shot will be smooth and unobtrusive
-Editing offers the filmmaker four basic areas of choice and control:

1. Graphic Relations between shot A and shot B

2. Rhythmic relations between shot A and shot B’

3. Spatial Relations between shot A and shot B

4. Temporal relations between shot A and shot B

Graphic Relations:

-shots can be considered purely as graphic configurations, as patterns of light and dark, line and shape, volumes and depths, movement and stasis – independent of the shot’s relation to the time and space of the story

-in short, editing together any two shots permits the interaction, through similarity and difference, of the purely pictorial qualities of those two shots

-thus every shot provides possibilities for purely graphic editing, and every cut creates some sort of graphic relationship between two shots

-graphics may be edited to achieve smooth continuity or abrupt contrast.  The filmmaker may link shots by graphic similarities, thus making what we can call a graphic match.  Shapes, colors, overall composition, or movement in shot A may be picked up in the composition of shot B

-he dynamically matches by means of composition, lighting, figure movement, and panning camera movement

-filmmakers often call attention to graphic matches at transitional moments
-an approximate graphic continuity from shot A to shot B is typical of most narrative cinema.  The director will usually strive to keep the center of interest roughly constant across the cut, to maintain the overall lighting level, and to avoid strong color clashes from shot to shot

-editing need not be graphically continuous.  Mildly discontinuous editing may appear in widescreen compositions organized around characters facing one another
-each man is framed somewhat off center so that the empty space in each shot implies the other man’s presence offscreen.  Each man’s face is in the central area of each frame, so that the spectator’s eye can easily adjust to the changing composition

-graphically discontinuous editing can be more noticeable

-a director may call upon editing to create a graphic conflict between color qualities

Rhythmic Relations:
-each shot, being a strip of film, is necessarily of a certain length, measured in frames

-a shot can be as short as a single frame, or it may be thousands of frames long, running for many minutes when projected.  Editing thus allows the filmmaker to determine the duration of each shot.  When the filmmaker adjusts the length of shots in relation to each other, she or he is controlling the rhythmic potential of editing

-rhythm in cinema includes many factors – principally accent, beat, and tempo.  Cinematic rhythm as a whole derives not only from editing but from other film techniques as well.  The filmmaker also relies on movement in the mise-en-scene, camera position and movement, the rhythm of sound, and the overall context to determine the editing rhythm.  Nevertheless, the patterning of shot lengths contributes considerably to what we intuitively recognize as a film’s rhythm

-sometimes the filmmaker will use shot duration to create a stressed, accented moment

-conversely, a shot’s duration can be used to deaccentuate an action

-the rhythmic possibilities of editing emerge when several shot lengths form a discernable pattern.  A steady, metrical beat can be established by making all of the shots approximately the same length.  The filmmaker can also create a dynamic pace.  Steadily lengthening shots can generate a gradually slowing tempo, while successively shorter shots can create an accelerating one

-the theater viewer does feel and recognize the accelerating and decelerating tempo in the sequence because of the changing shot durations.  In general, by controlling editing rhythm, the filmmaker controls the amount of time we have to grasp and reflect on what we see.  A series of rapid shots, for example, leaves us little time to think about what we are watching.  Editing impels the viewer’s perception to move at a faster and faster pace

-in classical Hollywood cinema, the rhythmic use of dissolves became crucial to the “montage sequence.”  Rhythm remains a fundamental resource of the editor, most notably in the use of fast cutting to build up excitement during an action sequence
Spatial Relations:

-editing usually serves to construct film space as well

-editing lets an omniscient range of knowledge become visible as omnipresence, the ability to move from one spot to another.  Editing permits the filmmaker to relate any two points in space through similarity, difference, or development

-one may, alternatively construct a whole space out of component parts

-spatial manipulation through cutting is fairly common

-the result was that the audience immediately assumed not only that the actor’s expression changed but also that the actor was reacting to things in the same space

-“the Kuleshov effect” is any series of shots that in the absence of an establishing shot cues the spectator to infer a spatial whole on the basis of seeing only portions of that space

-editing cues the spectator to infer a single locale.  Editing can also emphasize action taking place in separate locales
-such parallel editing or cross-cutting, is common way films construct a variety of spaces

-more radically, the editing can present spatial relations as being ambiguous and uncertain

Temporal Relations:

-editing can control the time of the action denoted in the film.  Editing usually contributes to the plot’s manipulation of story time; through order, duration, and frequency

-there is the order of presentation of events

-the filmmaker may control temporal succession through the editing

-manipulation of events leads to changes in story-plot relations

-the rarer flashforward also breaks the presumed order of story events, by juxtaposing a shot of the “present” with a shot of a future event before returning to the present

-editing also offers ways for the filmmaker to alter the “natural” duration of story events as presented in the film’s plot.  Thus editing can create a temporal ellipsis
-elliptical editing presents an action in such a way that it consumes less time on the screen than it does in the story.  The filmmaker can create an ellipsis in three principal ways

-the director can use a conventional “punctuation” shot change, such as a dissolve or a wipe or a fade; in the classical filmmaking tradition, such a device signal that some time has been omitted

-the empty frames on either side of the cut cover the elided time

-the filmmaker can create an ellipsis by means of a cutaway: a shot of another event elsewhere that will not last as long as the elided action

-overlapping editing – cuts that repeat part or all of an action, thus expanding viewing time and plot duration
-in all of these sequences the duration of the action is prolonged through noticeably overlapping the moments from shot to shot

-we are overwhelmingly accustomed to seeing a shot present the action only once.  Yet its very rarity may make repetition a powerful editing resource
-frequency is another area of choice and control that, like order and duration, gives the filmmaker considerable temporal possibilities in editing

-our brief survey should suggest that the potential range of these areas of control is virtually unlimited.  Yet most films we see make use of a very narrow set of editing possibilities – so narrow, indeed, that we can speak of a dominant editing style throughout Western film history – this is what is usually called continuity editing
-but the most familiar way to edit a film is not the only way to edit a film

-the purpose of the system was to tell a story coherently and clearly, to map out the chain of character’s actions in an undistracting way.  Thus editing, supported by specific strategies of cinematography and mise-en-scene was used to ensure narrative continuity
-the basic purpose of the continuity system is to create a smooth flow from shot to shot.  All of the possibilities of editing we have already examined are bent to this end.  First, the graphic qualities are usually kept continuous from shot to shot.  The figures are balanced and symmetrically deployed in the frame; the overall lighting tonality remains constant; the action occupies the central zone of the screen

-second, the rhythm of the cutting is usually made dependent on the camera distance of the shot.  Long shots are left on the screen longer than medium shots, and medium shot are left longer than close-ups.  The assumption is that the spectator needs more time to take in the shots containing more details

-it is chiefly through the handling of space and time that editing furthers narrative continuity

-the space of a scene is constructed along what is called variously the “axis of action,” the “center line,” or the “180 line.”  
-this axis of action determines a half-circle, or 180 area, where the camera can be placed to present the action.  
Consequently, the filmmaker will plan, film, and edit the shots so as to respect this center line.  The camera work and mise-en-scene in each shot will be manipulated to establish and reiterate the 180 space

-the axis of action is that imaginary line connecting the two people.  Under the continuity system, the director would arrange the mise-en-scene and camera placement so as to establish and sustain this line.  The camera can be put at any point as long as it stays on the same side of the line
-it ensures some common space from shot to shot.  As long as the axis of action is not crossed, portions of the space will tally from shot to shot
-thus the 180 rule generates a common area from shot to shot, which stabilizes space and orients the viewer within the scene

-it ensures constant screen direction
-what screen direction exists is given by the direction of the characters’ glances, with A looking right and B looking left.  The characters’ fixed positions and eyelines determine screen direction

-screen direction is most obvious when the figures in the shots are moving

-breaks in continuity can be confusing

-even more disorienting would be crossing the line while establishing the scene’s action

-not all violations of screen direction are necessarily confusing 

-the 180 system prides itself on delineating space clearly.  The viewer should always know where the characters are in relation to one another and to the setting.  More important, the viewer always knows where he or she is with respect to the story action.  The space of the scene, clearly and unambiguously unfolded, does not jar or disorient, because such disorientation, it is felt, will distract the viewer from the center of attention: the narrative chain of causes and effects

-continuity editing also works to subordinate space to causality

-filmmakers have developed the continuity system as a way to build up a smoothly flowing space which remains subordinate to narrative action

-establishing shot, is used to delineate the overall shot of the scene

-the shot/reverse pattern is a technique that is used once the 180 line has been established, it shows first one end of the line, then the other

-it is simply a shot of the opposite end of the axis of action, usually taken at an oblique angle to the subject
-the eyeline match is when shot A presents someone looking at something offscreen; shot B shows us what is being looked at.  In neither shot are both looker and object present

-note that shot/reverse-shot editing need not employ eyeline matches
-one the whole, however, most shot/reverse-shot cuts also utilize the eyeline match

-the eyeline match is a simple idea but a powerful one, since the directional quality of the eyeline creates a strong spatial continuity.  To be looked, an object must be near the looker.  The eyeline match presumably created the effects Kuleshov identified in his construction of false spaces through editing.  That is, the expressionless actor seems to be looking at whatever is in the next shot, and the audience assumes that the actor is reacting accordingly

-within the 180 system, the eyeline match, like constant screen direction, can stabilize space

-thanks to the shot/reverse-shot pattern and the eyeline match, we understand the characters’ locations even when they are not in the same frame

-a reestablishing shot, is used to reestablish the overall space.  The pattern, then, has been establishment/breakdown/reestablishment – one of the most common patterns of spatial development in the classical continuity style

-we are thus unlikely to notice the cut, because our expectations lead us to want to see what happens next
-thus the narrative – the dialogue, the entrance of new characters – is emphasized by adhering to the 180 system.  The editing subordinates space to action

-the extra factor here is a third tactic for ensuring spatial continuity – the match on action, a very powerful device

-we can show the figure’s movement beginning in shot 1, and then we can cut to shot 2, which shows the continuation of the movement.  We would then have a match on action, the editing device that carries a movement across the break between two shots
-the process involves keeping detailed notes about matters of camera work, mise-en-scene, and editing so that all the details can be fitted together in the assembly phase of production

-so powerful is our desire to follow the action across the cut we ignore the cut itself.  The similarity of movement from shot to shot holds our attention more than the differences resulting from the cut

-the analytical breakdown controls our attention, ensuring that we will look at exactly the moment the director wants us to

-throughout, the shots present space to emphasize the cause-and-effect flow – the characters’ actions, entrances, dialogue, reactions.  This editing has economically organized space to covey narrative continuity

-the continuity system can be refined in various ways.  If a director arranges several characters in a circular pattern, say, sitting around a dinner table, then the axis of action will probably run between the characters of greatest importance at the moment

-in some cases, the filmmaker may create a new axis of action which allows the camera to take up a direction that would have been “across the line” in an earlier phase of the scene

-the power of the axis of action and the eyelines it can create is so great that the filmmaker may be able to eliminate an establishing shot; thus relying on the Kuleshov effect

-through eyelines and body orientation, the editing keeps the spatial relations completely consistent

-cheat cut – a cut which presents continuous time from shot to shot but which mismatches the positions of figures or objects

-can the director ever legitimately cross the axis of action?  Yes, a scene occurring in certain settings, in a doorway, or on a staircase, for instance may “break the line.”  Also, having the actors or the camera move across the line may create a new axis of action; this in turn permits the filmmaker to cut to shots that would normally be out of continuity
-but the most usual way of crossing the line is by taking one shot from on the line itself and using it as a transition

-this is relatively rare in dialogue scene but is more common in sequences of chases and outdoor physical action.  For the filmmaker, the main consideration in crossing the axis of action is to keep the scene’s spatial relations intelligible
-editing can also create omniscience, that godlike knowledge that some films seek to present

-crosscutting – gives us an unrestricted knowledge of casual, temporal, or spatial information by alternating shots from one line of action in one place with shots of other events in other places.  Crosscutting thus creates some spatial discontinuity, but it binds the action together by creating a sense of cause and effect and temporal simultaneity 

-the crosscutting also gives us a range of knowledge greater than that of any one character
-crosscutting also builds up suspense, as we form expectations that are only gradually clarified and fulfilled.  It may also create parallels

-all the devices of spatial continuity illustrate how film technique draws the spectator into an active process.  We assume that setting, character movement, and character position will be consistent and coherent.  Our prior knowledge of filmic conventions lets us form strong expectations about what shot will follow the one we are seeing

-what make the continuity system “invisible” is its ability to draw on a range of skills that we have learned so well that they seem automatic.  This makes spatial continuity editing a powerful tool for the filmmaker who wishes to reinforce habitual expectations.  It also becomes a central target for the filmmaker who wants to use film style to challenge or change our normal viewing activities

-in the classical continuity system, time, like space is organized according to the development of the narrative.  Continuity editing seeks to support and sustain this temporal manipulation

-continuity editing typically presents the story in a 1-2-3 order.  The most common violation of this order is a flashback, signaled by a cut or a dissolve.  Classical editing also typically presents only once what happens once in the story

-story duration is seldom expanded; that is screen time is seldom made greater than story time.  Usually, duration is in complete continuity (plot time equaling story time) or is elided (story time being greater than plot time)

-sound issuing from the story pace is a standard indicator of temporal continuity, especially when, as in this scene, the sound “bleeds over”

-if action carries across the cut, the space and time are assumed to be continuous from the shot
-temporal ellipsis – may omit seconds, minutes, hours, days, years, or centuries.  Some ellipses are of no importance to the narrative development and so are concealed

-the plot presenting in seconds a process that might have taken an hour in the story.  Optical punctuations, empty frames, and cutaways are frequently used to cover short temporal ellipsis

-other ellipses are important to the narrative.  The viewer must recognize that time has passed.  For this task the continuity style has built up a varied repertory of devices.  Often, dissolves, fades, or wipes are used to indicate an ellipsis between shots.  Thus from the last shot of one scene we dissolve, fade, or wipe to the first shot of the next scene.  The “rule” is that a dissolve indicates a brief time lapse and a fade indicates a much longer one
-another technique is the montage sequence – where brief portions of a process, informative titles, stereotyped images, newsreel footage, newspaper headlines, and the like can be swiftly joined by dissolves and music to compress a lengthy series of actions into a few moments

-in sum, the continuity style uses the temporal dimensions of editing primarily for narrative purposes.  Through prior knowledge, the spectator expects the editing to present story events in a chronological order, with only occasional rearrangement through flashbacks.  The viewer expects that editing will respect the frequency of story events.  And the viewer assumes that actions irrelevant of story causality will be omitted or at least abridged by judicious ellipses.  At least, this is how the classical Hollywood continuity system has conceived storytelling.  Like graphics, rhythm, and space, time is organized to permit the unfolding of cause and effect, the arousal of curiosity, suspense and surprise.  But there are many alternatives to the continuity style of editing, and these are worth a look
-the continuity style remains only one style
-you could join two shots on the basis of purely graphic or rhythmic qualities – independent of the time and space they represent

-although the continuity style seeks an overall graphic continuity, this is usually subordinated to a concern with mapping narrative space and tracing narrative time.  Some narrative filmmakers, however, occasionally subordinate narrative concerns to graphic pattern

-graphic continuity is, of course, a matter of degree, and in narrative films the spectrum from Hollywood’s approximate graphic continuity Ozu’s precise matching

-such spatially discontinuous editing offers intriguing insights into the spectators experience as well

-jump cut – when two shots of the same subject are cut together but are not sufficiently different in camera distance and angle, there will be a noticeable jump on the screen.  Classical continuity avoids such jumps by generous use of shot/reverse shots and by the “30 degree rule” (advising that every camera position be varied by at least 30 degrees from the previous one)

-nondiegetic insert – here the filmmaker cuts from one scene to a metaphorical or symbolic shot that is not part of the space and time of the narrative

-as nondiegetic inserts, coming from outside the story world, they construct a running, often ironic, commentary on the action, and they prompt the spectator to search for implicit meanings

-though both the jump cut and the nondiegetic insert can be utilized in a narrative context, they tend to weaken narrative continuity.  The jump cut interrupts it with abrupt gaps, while the nondiegetic insert suspends story action altogether

-story events do not have to be edited in 1-2-3 order.  Scenes cut in conventional continuity are interrupted by images that may represent flashbacks, or fantasy episodes, or even future events

-the editing may also take liberties with story duration.  Although complete continuity and ellipsis are the most common ways of rendering duration, expansion – stretching a moment out, making screen time greater than story time – remains a distinct possibility 

-certain discontinuities of temporal order, duration, and frequency can become perfectly intelligible in a narrative context

-as a Marxist, Eisenstein believed that the law of the dialectical conflict and synthesis of opposites could provide principles of dynamic editing

-he staged, shot, and cut his films for the maximum collision from shot to shot, sequence to sequence, since he believed that only through being forced to synthesize such conflicts does the viewer participate in a dialectical process

-to this end, Eisenstein “wrote” his film by a juxtaposition of shots.  No longer bound by conventional dramaturgy, Eisenstein’s films roam freely through time and space to construct an intricate pattern of images calculated to stimulate the viewer’s senses, emotions, and thinking

-when any shots are joined together we can ask several questions:

1. How are the shots graphically continuous or discontinuous?

2. What rhythmic relations are created?

3.  Are shots spatially continuous? If not, what creates the discontinuity? (Crosscutting? Ambiguous cues?) If the shots are spatially continuous, how does the 180 system create the continuity?

4. Are the shots temporally continuous? If so, what creates the continuity? (For example, matches on action?) If not, what creates the discontinuity? (Ellipsis? Overlapping cuts?)

-how does this film’s editing function with respect to the film’s narrative space, time, and cause-effect chaining in the manner of classical continuity?  Or does the film utilize other editing patterns that enter into a different interplay with the narrative?

Sound in Cinema
-our primary information about the layout of our surroundings comes from sight, and so in ordinary life sound is often simply a background for our visual attention

-sound can achieve very strong effects and yet remain quite unnoticeable.  To study sound, we must learn to listen to films

-sound is a powerful technique for other reasons.  For one thing, it engages a distinct sense mode.  Now our visual attention can be accompanied by aural attention

-“synchronization of senses” – making a single rhythm or expressive quality unify both image and sound

-sound can actively shape how we perceive and interpret the image

-the audience will construe the same images differently depending on the sound track

-sound can guide us through the images, “pointing” to things to watch

-the sound cue for some visual element may anticipate that element and relay our attention to it

-sound cues us to make expectations

-horror and mystery films often utilize the power of sound from an unseen source to engage the audience’s interest

-the use of sound can cheat or redirect the viewer’s expectations

-“only with colour as an available resource can we regard the use of black-and-white photography as the result of a conscious artistic decision.  Only in the sound film can a director use silence for dramatic effect”  

-in the context of sound, silence takes on a new expressive function

-sound bristles with as many creative possibilities as editing

-the filmmaker can mix any sonic phenomena into a whole.  With the introduction of sound cinema, the infinity of visual possibilities was joined by the infinity of acoustic events

-we should isolate certain qualities of sound as we perceive it
-the sound we hear results from vibrations in the air.  The amplitude, or breadth, of the vibrations produces our sense of loudness, or volume.  Film sound constantly manipulates sound volume

-loudness is also related to perceived distance: often the louder the sound, the closer we take it to be.

-a film may startle the viewer by exploiting abrupt and extreme shifts in volume (usually called changes in dynamics), as when a quiet scene is interrupted by a very loud noise

-the frequency of sound vibrations governs pitch, or the perceived “highness” or “lowness” of the sound
-the harmonic components of a sound give it a certain “color” or tone quality – what musicians call timbre.  Timbre is actually a less fundamental acoustic parameter than amplitude or frequency, but it is indispensable in describing the texture or “feel” of a sound

-in everyday life, the recognition of a familiar sound is largely a matter of various aspects of timbre

-filmmakers manipulate timbre continually.  Timbre can help articulate portions of the sound track, as when it differentiates musical instruments from one another

-loudness, pitch, and timbre interact to define the overall sonic texture of a film.  At the most elementary level, these three acoustic factors enable us to distinguish the various sounds in a film

-elementary properties of sound afford a rich set of possibilities for the filmmaker to explore

-sound in cinema is of three types: speech, music, and noise (also called sound effects)

-we must consider how speech, music, and noise are selected and combined for specific function within films

-the creation of the sound track resembles the editing of the image track.  Just as the filmmaker may pick the best image from several shots, he or she may choose what exact bit of sound will best serve the purpose

-the initial purpose, as with other film techniques, is to guide the viewer’s attention.  

-dialogue, the transmitter of story information, is usually recorded and reproduced for maximum clarity.  Important lines should not have to compete with music or background noise.  

-sound effects are usually less important.  They supply an overall sense of a realistic environment and are seldom noticed; yet if they were missing, the silence would be distracting.  Music is also subordinate to dialogue, entering during pauses in dialogue or effects

-in creating a sound track, then, the filmmaker must select sound that will fulfill a particular function

-the microphone is unselective; like the camera lens, it does not automatically achieve the desired result

-by selecting certain sounds, the filmmaker guides our perceptions of the image and the action

-filmmakers often use sound quite unrealistically, in order to shift our attention to what is narrativley or visually important

-similarly, a character speaking will usually sound about as loud in longs shot as in close-up, even though this is a flagrant violation of realism

-guiding the viewer’s attention, then, depends on selecting and reworking particular sounds.  It also depends on combining them.  As an ongoing stream of auditory information, each sonic event takes its place in a specific pattern.  This pattern involves linking events in time as well as “layering” them at any given moment
-when filmmakers edit conversations in shot/reverse shot, they often utilize a dialogue overlap to smooth down the visual change of shot 

-in a dialogue overlap the filmmaker continues a line of dialogue across a cut
-by cutting to the listener before a sentence is finished, the sound and editing concentrate our attention on the other person’s response.  

-“the minute a telling word or a question is posed, I go for a reaction to see how they are trying to formulate the answer in their face or dialogue

-the combination of sounds enhances the unrestricted, objective narration of this sequence, which shows us what happens in various parts of the village rather than confining us to the experience of a single participant

-the choice and combination of sonic materials can also create patterns which run through the film as a whole

-the rhythm, melody, harmony, and instrumentation of the music can strongly affect the viewer’s emotional reactions.  A melody or musical phrase can be associated with a particular character, setting, situation, or idea.  By manipulating such motifs, the filmmaker can subtly compare scenes, trace out patterns of development, and suggest implicit meanings

-musical themes are associated with particular aspects of the narrative

-once musical motifs have been selected, they can be combined to evoke associations

-in such ways, a musical score can create, develop, and associate motifs that enter into the film’s overall formal system

-the way in which the sounds relate to other film elements gives them several other dimensions.  First, because sound occupies a duration, it has a rhythm.  Second, sound can relate to its perceived source with greater or lesser fidelity.  Third, sound conveys a sense of the spatial conditions in which it occurs.  And forth, the sound relates to visual events that take place in a specific time, and this relationship gives sound a temporal dimension
-rhythm is one of the most complex features of sound

-rhythm involves, minimally, a beat or pulse, a pace or tempo, and a pattern of accents, or stronger and weaker beats

-speech also has rhythm

-in most cased the rhythms of editing, of movement within the image, and of sound all cooperate.  Possibly the most common tendency is for the filmmaker to match visual and sonic rhythms to each other

-the filmmaker may also choose to create a disparity among the rhythms of sound, editing, and image
-one of the most common options is to edit dialogue scenes in ways that “cut against” natural speech rhythms.  The editing does not coincide with accented beats, cadences, or pauses in the speech.  By cutting “against” the rhythm of his lines, the editing smoothes over the changes of shot and emphasizes the words and facial expressions of the other figure

-if the filmmaker wants to emphasize the speaker and the speech, the cuts usually come at pauses or natural stopping points in the line
-the filmmaker may contrast the rhythm of the sound and picture in more noticeable ways.  For instance, if the sound is primarily offscreen, the filmmaker can utilize the behavior of onscreen figures to create expressive counter-rhythm
-at times, accompanying music might even seem rhythmically inappropriate to the images

-a change of rhythm may function to shift our expectations

-in our sense, fidelity refers to the extent to which the sound is faithful to the source as we conceive it

-if the viewer takes the sound to be coming from its source in the diegetic world of the film, then it is faithful, regardless of its actual source in production

-fidelity is thus purely a matter of expectation

-when we do become aware that a sound is unfaithful to its source, that awareness is usually used for comic effect

-sound has a spatial dimension because it comes from a source.  Our beliefs about that source have a powerful effect on how we understand the sound

-if the source of a sound is a character or object in the story space of the film, we call the sound diegetic.  The voices of the characters, sounds made by objects in the story, or music represented as coming from instruments in the story space are all diegetic sound

-on the other hand there is nondiegetic sound which is represented as coming from a source outside the story space.  Music added to enhance the film’s action is the most common type of nondiegetic sound

-viewers understand that the “movie music” is a convention and does not issue from the space and the story

-diegetic sound can be either onscreen or offscreen, depending on whether it source is within the frame or outside the frame
-offscreen sound can function to make the film’s narration less restricted

-often a filmmaker uses sound to represent what a character is thinking.  We hear the character’s voice speaking his or her thoughts even though that character’s lips do not move; presumably other characters cannot hear these thoughts.  Here the narration uses sound to achieve subjectivity, giving us information about the mental state of the character

-the use of sound to enter a character’s mind is son common that we need to distinguish between internal and external diegetic sound.  External diegetic sound is that which we as spectators take to have a physical source in the scene.  

-internal diegetic sound is that which we comes from “inside” the mind of the character; it is subjective.  

-sound over – any sound that is not represented as being directly audible within the space and time of the images on the screen.  This includes both nonsimultaneous diegetic sound and nondiegetic sound

-to summarize: Sound may be diegetic (in the story space) or nondiegetic (outside the story space).  If it is diegetic, it may be onscreen or offscreen, and internal (“subjective”) or external (“objective”)
-sound perspective: this is a sense of spatial distance and location analogous to the cues for visual depth and volume which we get with visual perspective

-“I like to thing that I not only record a sound but the space between me and the sound: The subject that generates the sound is merely what causes the surrounding space to resonate”

-sound perspective can be suggested by volume.  A loud sound tends to seem near; a soft one, more distant

-multichannel recording and reproduction tremendously increase the filmmaker’s ability to suggest sound perspective. 

-the center speaker transmits most of the onscreen dialogue, as well as the most important effects and music.  The left and right speakers are stereophonic, carrying not only important dialogue but also sound effects, music, and minor dialogue.  These channels can suggest a region of sound within the frame or just offscreen.  Surround channels principally carry minor sound effects, and they are divided among several speakers arranged along the sides and in the back of the theater

-by using stereophonic and surround tracks, a film can more strongly imply a sound’s distance and placement

-with stereophonic and surround channels, a remarkably convincing three-dimensional sound environment may be created within the theater
-the matching of sound with image in projection creates synchronous sound.  When a sound is synchronized with the image, we hear it at the same time as we see the source produce the sound
-synchronization relates to screen duration, or viewing time

-story time consists of the order, duration, and frequency of all the events pertinent to the narrative, whether they are shown to us or not

-plot time consists of these temporal qualities (order, duration, frequency) of the events actually represented in the film.  Plot time shows us selected story events but only refers to others

-story and plot time can be manipulated by sound in two principal ways.  If the sound takes place at the same time as the image in terms of the story events, it is a simultaneous sound
-by means of nonsimultaneous sound, the film can give us information about story events without showing them to us

2. sound simultaneous in the story image; (by far the most common in films).  Noise, music, or speech that comes from the space of the story almost invariably occurs at the same time as the image

1. sound earlier in story than image; the sound comes from an earlier point in the story than the action currently visible onscreen

-the sound from one scene may linger briefly while the image is already presenting the next scene.  This is called a sound bridge.  Sound bridges of this sort may create smooth transitions by setting up expectations that are quickly confirmed

-sound bridges can also make our expectations more uncertain

3. sound later in than the image; here we are to take the images as occurring in the past and the sound as occurring in the present of future

-most nondiegetic sound has no relevant temporal relationship to the story

-one can ask the following questions of the use of sound
1. What sounds are present – music, speech, noise?  How are loudness, pitch, and timbre used?  Is the mixture sparse or dense?  Modulated or abruptly changing?

2. Is the sound related rhythmically to the image?  Is so, how?

3. Is the sound faithful or unfaithful to its perceived source?

4. Where is the sound coming from?  In the story space or outside it?  Onscreen or offscreen?

5. When is the sound occurring? Simultaneously with the story action?  Before?  After?

6. How are the various sorts of sound organized across a sequence or the entire film?  What patterns re-formed, and how do they reinforce aspects of the film’s overall formal system?

7. For each of these questions, what purposes are fulfilled and what effects are achieved by the sonic manipulations?

 Analyzing Film Style
-we can not only speak of the individual film’s style but also of the filmmaker’s style.  Then we are principally referring to the particular techniques that person typically employs and the unique way these techniques relate to one another in the filmmaker’s works

-we can also speak of a group style – the consistent use of techniques across the work of several filmmakers

-style, then is that formal system of the film that organizes film techniques

Four general steps in analyzing film style

1. Determine the organizational structure of the film, its narrative formal system

-the first step is to understand how the film is put together as a whole

-it will have a plot that cues us to construct a story; it will manipulate causality, time, and space: it will have a distinct pattern of development from opening to closing; it may use parallelism; its narration will choose between restricted and more unrestricted knowledge at various point

      2.  Identify the salient techniques used
-you need to be able to spot things such as color, lighting, framing, cutting, and sound, which most viewers don’t consciously notice

-the analyst must develop an eye for salient techniques.  Salience will partly be determined by what techniques the film relies heavily on

-the analyst’s decision about what techniques are salient will thus be influenced partly by what the film emphasizes and partly by the analyst’s purpose

     3.  Trace out patterns of techniques within the whole film
-once you have identified salient techniques, you can notice how they are patterned.  Techniques will be repeated and varied, developed and paralleled, across the whole film or within a single segment

-you can “zero in” on stylistic patterns in two ways.  First, you can reflect upon your responses

-a second tactic for noticing stylistic patterns is to look for ways in which style reinforces patterns of narrative organization.  In any film, “punctuation” between segments utilizes stylistic features (fades, cuts, dissolves, color shifts, sound bridges).  A scene in a narrative film will usually have a dramatic pattern of encounter, conflict, outcome, and the style will often reflect this, with the cutting becoming more marked and the shots coming closer to the characters as the scene progresses

    4.   Propose functions for the salient techniques and the patterns they form
-here the analyst looks for the role that style plays in the film’s overall form

-a direct route to noticing functions is to notice the effects of the film.  Style may enhance emotional aspects

-style also shapes meaning

-meaning is only one type of effect, and there is no reason to expect that every stylistic feature will possess a direct significance.  One part of a director’s job is to direct our attention, and so style will often function simply perceptually – to get us to notice things, to emphasize one thing over another, to misdirect our attention, to clarify, intensify, or complicate our understanding of the action

-one way to sharpen our sense of the functions of specific techniques is to imagine alternatives and reflect on what differences would result

Phases of Film Production

Preproduction

-the preparation is known as preproduction.  At this point, two roles emerge as most critical: that of producer and that of writer

-the role of the producer is chiefly financial and organizational.  She or he may be an “independent” producer, unearthing films projects and trying to convince production companies or distributors to finance the film

-the producer’s job is to develop the project through the script process, to obtain financial support, and to arrange for the personnel who will work on the film.  During shooting and assembly, the producer usually acts as the liaison between the writer or the director and the production company that is financing the film.  After the film is completed, the producer will often have the task of arranging the distribution, promotion, and marketing of the film and of monitoring the paying back of the funds that underwrite the production

-the executive producer is usually remote from the day to day process, being the individual who arranged the financing for the project or obtained the literary property
-subordinate to the executive producer is the line producer.  She or he is the crucial organizer of the film, monitoring phases of production.  
-the line producer is assisted by an associate producer, who acts a liaison with labs and technical personnel

-the chief task of the writer is to prepare the script

-Hollywood filmmaking has called for scripts about strong central characters who struggle to achieve well-defined goals.  It is also greatly believed that a script ought to have a “three-act” structure, with the climax of the first act coming about quarter of the way into the film, the climax of the second act appearing about two-thirds of the way through, and the climax of the final act bringing about the resolution of the protagonist’s problem.  Writers will also be expected to include plot points, twists that intensify the action

-the script will go through several stages.  These stages include a treatment, a synopsis of the action; on or more full-length scripts; and a final version, the shooting script.  Extensive rewriting is common.  Often the director will want to reshape the script

-script scenes that have been shot may also be condensed, rearranged, or dropped entirely in the assembly stage

-if the producer or director finds one writer’s script unsatisfactory, other writers may be hired to revise it

-the producer must now prepare a budget spelling out above-the-line costs (the costs of literary property, script writer, director, and cast) and below-the-line costs. (the expenses allocated for the crew, the shooting and assembly phases, insurance, and publicity).  The sum of above and below costs is called the negative cost (that is, the total cost of producing the film’s master negative

-the producer must also prepare a daily schedule for shooting and assembling the film.  This will be done with an eye on the budget

Production Phase

-the shooting phase is frequently called production

-although the director is often involved at various stages of preproduction, he or she is primarily responsible for overseeing the shooting and assembly phases.  Traditionally, the director puts the script on film by coordinating the various aspects of the film medium.  The director is considered the single person most responsible for the look and sound of the finished film

-many aspects of the task of shooting the film must be delegated to other workers who will consult with the director

1. In the preparation phase, the director has already begun work with the set unit, or production design unit.  This is headed by a production designer.  The production designer is in charge of visualizing the film’s settings.  This unit creates drawings and plans that determine the architecture and color schemes of the sets.  Under the production designer’s supervision, an art director supervises the construction and painting of the sets.  The set decorator, often someone with experience in interior decoration, modifies the sets for specific filming purposes, supervising a staff who finds props and a set dresser who arranges things on the set during shooting.  The costume designer is in charge of planning and executing the wardrobe for the production
-working with the production designer, a graphic artist may be assigned to produce a storyboard, a series of comic-strip-like sketches of the shots in each scene, including notations about costume, lighting, camera work, and other matters

-action sequences and shots using special effects and complicated camera work tend to be storyboarded in detail.  In such instances, the storyboard gives the cinematography unit and the special-effects unit a preliminary sense of what the finished shots should look like

2. During the shooting, the director will rely on what is called the director’s crew.  This includes:

a) a script supervisor, (a.k.a. script girl).  The script supervisor is in charge of all details of continuity from shot to shot.  The script supervisor keeps track of details of performers’ appearance, props, lighting, movement, camera position, and the running time of each scene


b) the first assistant director, who, with the director, plans out each days shooting schedule and sets up each shot for the director’s approval


c) the second assistant director, who is the liaison among the first assistant director, the camera crew, and the electricians crew


d) the third assistant director, who serves as messenger for director and staff


e) the dialogue coach, who feeds performers their lines and speaks the lines of offscreen characters during shots of other performers


f) the second unit director, who films stunts, location footage, action sequences, and the like at a distance from where principal shooting is taking place

3. The most publicly visible group is the cast.  The cast includes: stars, supporting players, or performers in secondary roles; minor players; and extras, those anonymous persons who pass by in the street, come together for crowd scenes, and fill distant desks in large office sets.  One of the director’s major jobs is to shape the performances of the cast
4. Another unit of specialized labor is the photography unit.  The leader her is the cinematographer, also known as the director of photography or DP.  The cinematographer is an expert on photographic processes, lighting, and manipulation of the camera.  The cinematographer consults with the director on how each scene will be lit and filmed
-the cinematographer supervises:


a) the camera operator, who runs the machine and who may also have assistants to load the camera, adjust and follow focus, push a dolly, and so on


b) the key grip, the person who supervises the grips.  These workers carry and arrange equipment, props, and elements of the setting and lighting


c) the gaffer, the head electrician who supervises the placement and rigging of the lights.  In Hollywood production the gaffer’s assistant is called the best boy
5. Parallel to the photography unit is the sound unit.  This is headed by the production recordist (also called the sound mixer).  The recordist’s principal responsibility is to record dialogue during shooting.  Typically the recordist will use a portable tape recorder, several shots of microphones, and a console to balance and combine the inputs from various microphones.  The recordist will attempt to tape some ambient sound when no actors are speaking.  These bits of “room tone” will later be inserted to fill pauses in the dialogue

-the recordist’s staff includes:


a) the boom operator, who manipulates the boom microphone and conceals radio microphones on the actors


b) the “third man,” who places other microphones, lays sound cable, and is in charge of controlling ambient sound

-some productions have a “sound designer” who enters the process during the preparation phase and who, like the production designer, plans a “sonic style” for the entire film
6. A special-effects unit is charged with preparing and executing process shots, miniatures, matte work, computer-generated graphics, and other technical shots

7. A miscellaneous unit includes a make-up staff, a costume staff, hairdressers, and drivers
8. During shooting, the producer is represented by a unit often called the producer’s crew.  This consists of the production manager; also know as the production coordinator or the associate producer.  This person will manage daily organizational business, such as arranging for meals and accommodations.  A production accountant (or production auditor) monitors expenditures; a production secretary coordinates telephone communications among units and with the producer, and production assistants (PA’s) run errands.  Newcomers to the film industry often start out working as PA’s
-in the course of filming, most directors and technicians follow an organized approach

-the master shot records the entire action and the dialogue of the scene.  There may be several takes of the master shot.  Then portions of the scene are restaged and shot in closer views or from different angles.  These other shots are called coverage, and each of them may require many takes.  Contemporary practice is to shoot a great deal of coverage, occasionally by using two or more cameras filming at the same time.  The script supervisor checks to ensure that continuity details are consistent within coverage shot

Postproduction

-the assembly phase of filmmaking is postproduction
-an editor (also known as the supervising editor) has the responsibility of cataloguing and assembling various takes produced during shooting

-the editor receives the processed footage from the laboratory as quickly as possible.  This footage is known as the dailies, or the rushes.  The editor inspects the dailies, leaving it to the assistant editor to synchronize image and sound and to sort the takes by scene

-since retaking shots is costly and troublesome, constant checking of the dailies is important for spotting any problems with focus, exposure, framing, or other visual factors
-as the footage accumulates, the editor assembles the shots into a rough cut – the film loosely strung in sequence, without sound effects or music

-from this the editor, in consultation with the director, builds toward a fine cut, or final cut.  The material not used comprises the outtakes

-once the shots are arranged in something approaching final form, the sound editor, also known as the sound effects editor, takes charge of building up the sound track.  With the editor, the director, and the composer, the sound editor goes through the film and chooses where music and effects will be placed
-the sound editor also adds sound effects

-reviewing a fairly advanced cut of the film, the composer decides, along with the director and sound editor, where music should be inserted.  The composer them compiles cue sheets that list exactly where the music will go and how long it should run.  The composer proceeds to write the score, although he will probably not orchestrate it personally

