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then one walks around it, and it is like a cut or camera movement). 
In many films this may reproduce normal perception, which in one 
sense is manipulation and in another it is not. Selection can rely on 
natural processes, natural perception, and it can rely on manipulation 
as a trick made by the filmmaker. Most of our thinking goes on in 
the intervening areas between reality and fiction, which can be called 
speculation or hypothesizing; that is an area of uncertainty. 

CONCEPTIONS OF FILM FORM 

Sergei Eisenstein among other Russian theorists was the first to see 
the lull possibilities of the early fragmentations of space and time in 
cinema. The emphasis was on cutting, which depended on showing. 
That is how Eisenstein brought to film an eye as 'painterly' as that 
ot the German expressionists, and Eisenstein-type of editing became 
part of film language generally and featured particularly in the work 
of film theoreticians and documentarists, w ho were of ten the same 
people. Russian theorists devised the useful distinction between ana-
lytic and synthetic editing. In analytic editing clearly single, continu-
ous space is dissected into several shots. In synthetic editing several 
spaces are assembled into one. Synthetic editing disguises an initial 
separateness to create an apparent continuity. The practices are less 
symmetrical than the terms. Analytic editing may or may not disguise 
the original space. Synthetic editing does that always. The opposite of 
analytic editing is intercutting. Synthetic editing is the first hint that 
the distinction between one space and several spaces can be far f rom 
clear. How does then the spectator decide whether successive shots 
have remained within the same scene? She must decide whe ther the 
space, direction, action, objects, and general character of the shots 
look roughly compatible. She must reckon not only with actual posi-
tions but also with general trajectories of movement, and with spatial 
extrapolations like the probable continuation beyond the f rame, the 
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directions of people's looks, and so on. Thus on-screen space al-
ways suggests off-screen space but without defining it. The spectator 
works through probability or improbability of continuation. Since 
off-screen space remains undefined, space here can only mean a kind 
of zone or general area. That 's why it is a feature of general descrip-
tion. 

In Bunuel's Un chien andalou (1928) a girl looks out of a window, and 
sees a fallen cyclist in the street below. She rushes out of the door 
down some stairs, emerges f rom the street door, and embraces the 
cyclist. In one sense there is a sequence of several scenes consisting 
of a room, a staircase, and a street. But in terms of physical and visual 
continuity it looks like a one scene, because the girl can see from the 
room into the street. Although the stairwell is visually separated, her 
physical movements are also in one uninterrupted line. This film is 
full of spatial tricks, and these kinds of equivalents are completely 
routine-like in many films. The principle in here extends through 
chains of sequences. It brings out the question, how far apart must 
two people be. So, that the same space (the line ot pursuit) feels like 
two separate shots. For example, most chases in films are so ambigu-
ous that they can be handled either as a sequence or as a scene. If we 
inter-cut between two cars shown separately, it suggests a sequence, 
because they will pass through the same spaces but at separate times. 
A high distant viewpoint might show both cars in the same shot, in 
which case it is a scene. If the director combines inter-cutting together 
with such long shots, the combination would be called either a scene 
or a sequence though the general sense of a movement might favour 
'sequence' over the more static connotations of a 'scene'. This would 
suggest that the scene-sequence —distinction involves not merely the 
relationship between different objects but their relationship with the 
camera. In this case, the scene and sequence are not categories of the 
diegesis but a function of exposition, and of ten a decision of style in 
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most of the cases. Theorists have assumed that since film is so real-
istic and visual, spatial relationships must be self-evident, so that it is 
immediately obvious whether a shot belongs in the same space as its 
predecessor, or somewhere else. Anyway, there are many cases where 
a shot carries no indication of whether it is another part of this scene 
or the first part of another scene.315 Film is certainly a visual-physical 
medium in which space-time continuity is always conspicuous but 
not self-evident. Hence the conveyance of rough relative positions is 
so crucial and pervasive that it extends beyond the realm of cutting, 
and routinely makes calls upon the internal content and form of the 
shot. 

A shot in a film is a series of images, a series of frames, but it is also 
a serial image, a new kind of pictorial entity, and even if there are no 
camera movements in a shot, on the level of the image there are many 
kinds of movements, which allow the shot to be covered. A move-
ment (objectional or camera movement) does not undermine the 
image, but develops it. What the graphic qualities lose in the sense 
of economy, they will regain through tempo, rhythmic, choreography 
and orchestration.314 

In Béla Balázs's view, then, a knowledge and understanding of film 
is vital to improving its aesthetic quality. The collective and com-
mercial nature of film-making means that it is impossible for a lone 
cinematic genius working in isolation to advance his or her art, as a 
writer, painter or composer might do. Theorists have assumed that 
since film is so realistic and visual, spatial relationships must be self-
evident, so that it's immediately obvious whether a shot belongs in 
the same space as its predecessor, or somewhere else. There are many 
cases where shot carries no indication of whether it's another part of 
a scene or the first part of another one. One might argue that space 
consists, not of areas, but of directions, which sometimes criss-cross. 
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For as the camera moves around a scene, it may show the same area 
from different angles dissolving it within different configurations. 

Film is a visual, and physical medium in which space-time continu-
ity is always conspicuous. On cognitive level, Balázs's account of the 
phenomenon of ' identif ication' might seem to bring him closer to the 
critics who regard the viewing of film as passive consumption, since 
it could appear that 'identification', as he describes it, involves a loss 
of critical distance. But Balázs does not look askance at this process; 
he sees it, rather, as an effect that demonstrates the artistic newness 
of film. This is his summary of 'identification'. The loss of distance 
that is an element of 'identification' can be related to another aspect 
of Balázs's theory of the effect of film. It is not only that film cre-
ates the complex interpretative competence that is necessary if film 
itself is to be understood; film also results in an enhanced perception 
of reality. Loss of distance is a key aspect of this enhancement, as is 
evident from Balázs's elaboration of the combined effects of the first 
and second formal principles of film that he has identified: the varia-
tion of distance, particularly insofar as it permits the 'close-up'; and 
the division of scenes into shots. 

The close-up of the human face makes possible the 'silent solilo-
quy', in which the face speaks, whether the character is alone or with 
others, mute or in conversation: ' the close-up can lift a character 
out of the heart of the greatest crowd and show how solitary it is 
in reality and what it feels in this crowded solitude', and the film, 
especially the sound film, can separate the words of a character talk-
ing to others f rom the mute play of features by means of which, in 
the middle of such a conversation, we are made to overhear a mute 
soliloquy and realize the difference between this soliloquy and the 
audible conversation. Film, through the close-up, can make possible 
' the "polyphonic" play of features ... the appearance on the same face 
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of contradictory expressions' so that 'a variety of feelings, passions 
and thoughts are synthesized in the play of the features as an adequate 
expression of the multiplicity of the human soul.315 This reveals to the 
audience 'a strange new dimension', 'a new world' , the world of mi-
crophysiognomy which could not otherwise be seen with the naked 
eye or in everyday life. 

Balázs further explored the relationship between changing set-up 
and identification, drawing on his notion of the 'visual anthropo-
morphism' of film, and using the humanist metaphor of the face, or 
'physiognomy', of objects and appearances: our anthropomorphous 
world-vision makes us see a human physiognomy in every phenom-
enon' . His concern was also with the relationship between the 'ob-
jective' and the 'subjective' in film. 

"Montage is the association of ideas rendered visual; it gives the single 
shots their ultimate meaning ... because the spectator presupposes 
that in the sequence of pictures that pass before his eyes there is an 
intentional predetermination and interpretation. This consciousness, 
this confidence that we are seeing the work of a creative intention 
and purpose, not a number of pictures thrown and stuck together 
by chance, is a psychological precondition of film-watching and we 
always expect, presuppose and search for meaning in every film we 
see. This is a basic, irresistible intellectual requirement of the specta-
tor and it operates even if by some reason or other the film seen is 
really merely a chance collection of pictures stuck together without 
rhyme or reason. Seeking a meaning is a fundamental function of hu-
man consciousness and nothing is more difficult than to accept with 
complete passivity meaningless, purely accidental phenomena. Our 
mechanism of idea association and our imagination will always tend 
to put some meaning into such a meaningless conglomeration, even 
though perhaps only in play."316 
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It is interesting to link this psychological model with Balázs's ear-
lier observations on the way in which film changes human sensibility. 
Balázs's affirmation, in the above extract, that sleeking a meaning is 
a fundamental function of human consciousness, casts into doubt 
his earlier assertion that new human faculties have emerged as a re-
sult of the birth of film; rather, it could be said that these faculties 
are not so much new as an example of a general function of human 
consciousness engaging with a new medium. It is also significant that 
Balázs came close to auteur theory by conflating the desire for mean-
ing with the idea of an author, or at least 'a creative intention'. But 
to 'expect, presuppose and search for meaning' in a film, or in any 
other phenomenon, does not entail the belief in the existence of an 
intention or an author: indeed, Balázs's pointed that our mechanism 
of idea association and our imagination will read meaning even into 
a meaningless conglomeration reinforced the point that meaning can 
emerge without an actual or posited author. 

Montage, or editing, can be used to produce a number of important 
effects. For example, to convey the sense that time has elapsed be-
tween two scenes, it can interpolate another scene in another place. 
In his discussion of this kind of interpolation, Balázs proposed a most 
interesting link between time effect and space effect ... the farther 
away the site of the inserted scene is f rom the site of the scenes be-
tween which it is inserted, the more t ime we will feel to have elapsed. 
The interpolated scene technique is difficult to avoid and renders 
it necessary to make several threads of action run parallel to one 
another. As well as conveying a sense of time and interweaving sev-
eral strands of image and narrative, montage also creates associations 
of ideas, either by suggesting indirectly ' the inner sequence of the 
spectators' idea-associations' or by actually showing the pictures, 
which follow each other in the mind and lead from one thought to 
the next' . The flashback is an example of the latter approach. This 
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may be used in a relatively simple way, in which the transition from 
fictional present to fictional past is strongly marked, but in which 
the representation of the past itself takes a straightforward narrative 
form. On the other hand, it may aim to reproduce the psychological 
process of remembering the past. 

INSIDE THE AUDIOVISUAL WORLD 

The synthetic and analytic methods of perceiving are two ways of in-
terpretat ion."7 As the names indicate, the observer who adopts the 
synthetic method tends to see the perceptual field as an integrated 
whole, whereas the observer who adopts the analytic method breaks 
up the field into its constituent parts or details, studying each one 
separately and perhaps overlooking the effect of the whole.318 In the 
synthetic method visual illusions appear more compulsively; appar-
ent movement and causality are readily seen; size, shape, and colour 
constancy are high. The analytic method is more appropriate when 
small details must be attended to and certain qualities isolated f rom 
the whole, for instance, in judging the brightness or colour of a sur-
face independently of its other qualities, or those of the remainder 
of the field. Furthermore, it must be utilized in making judgements 
of perspective size."'' Julian Hochberg thinks that the explanation 
of why inconsistencies of pictured space can go unnoticed may in 
part be that the inconsistent regions of the picture are not normally 
compared to each other directly, and any object is usually examined 
by a succession of multiple glimpses, and the various regions that are 
looked at each fall in turn on the same place in the eye.320 That is 
why the separate parts of the figure all have to be brought at different 
times to the central part of the retina, thefovea, if they are to be seen 
in full clarity of detail. 
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