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SOME PHILOSOPHICAL ACCOUNTS OF REALISM IN APPLICATION TO FILN

D GREEFF, Peter Charles, M.A. University of the Witwatersrand, 1988.

This dissertation attempts to provide en account of realism which may
then be applied to film, both as an elucidation and as a test of the
account.

The dissertation draws ite account of realism from a variety of
perspectives. The account is derived from the contribution of the
philosophy of art, developed in terms of the snalysis of the process
of image meking and resding and then applied to film through medium
vased and linguistic approaches.

The outcome is an sccount of realism posited on the duel notions of
fam{liarity and discovery in terms of the rcalist work of art, its
creation and perception. It is an account of realism as an effect and
a8 such dismisses any contents-baged approach to realism.

The successful application of this accouns to the case of film denies
the essentialist notion of film which argues for a special tie between
film and reality. The realism of the sfrects operating in film are
shown to relate directly to the notions of familiarity and discovery
a8 the sccount of realism derived in relation to the other arts
argues.
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PREFACE

Tners 1s a tendency in the perl-modern uge to be dismissive of the
problem of realism @8 if it is no longer important that an adequate
account be given. In part this may account for the reluctince with
wnich flim was admitted to the pantheon of the arts and the lack of
interest evinced by philosophers of art,

Sut film, in bringing representation to a previously unperalleled acme
of realism, has taken art to the very brink of the resl. Any account
of rezlism would have to accomodate film as the outermost limit of its

applicubility.

This dissertation is sn attempt to derive an mccount of realism that
may be successfully applied to film.

In this task I have profited enormously from the guidance of my
supervisors Penny Levitt and Susan van Zyl of the departments of
Philosophy and Zommunichtion Studies respactively, at the University
of the Witwatersrand.

Channelling my enthusissm for film inta the strict discipline of o
digerrtation hos at Ao point hen an easy task. But it will have been
2 worthwhile endeavour if it can provide the reader with a handhold on
the elusive concept of realism not least as it is applied to film.
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“of all the chenges of langusge a traveller in distant lands must
face, none squale that which ewalts him in the city of Hypatis,
bacause the change regards not words, but things. I entered Hypatie
onie marning, a magnolia garden wam reflasted in blue lagoons, T wellked
among the hedges, sure I would discover young and beautiful ladies
bathing; but at the bottom of the water, crabs were biting the eyes of
the eulcides, stones tled round their necks, their hair green witn
seeveed.

I felt cheated nd I decided to demand justics of the sultan. I
climbed the porphyry steps of the palace with the highest domes, I
crossed six tiled courtyards with fountains. The ventral hell was
barred by jron gratinge: convicts with black chains on their foet
were hauling up basalt blocks from @ quarry that opened underground.

I could only question the philosophers. I entered the great library,
I became lost among shelves collapsing under the vellum bindings, I
followed the aiphabetical order of last alphabets, up and down halls,
stairs, bridges. In the most remote papyrus cabinet, in a cloud of
smoke, the dazed eyes of .an adolescent appeered to me, as he lay on a
nat, his lips glued to an opium pipe.

‘Where is the sage?’

the smoker pointed out of the window. It was a garden with children's
gemes: ninepins, a swing, a top. The philosopher was seated on the
lawn. He sald; 'Signs form a language, bub not the one you thimk you

now' s
I had reallzed I had to free myself from the images which in the past
had announced to me the things I sought: only then would I succeed in

undorstanding the languages of Hypatia.

Now I have only to hear the neighing of hovses end the cracking of

t
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wnips and I am seized with amorous trepidation: in Hypatia you have
to go to the stables and riding rings to see the beautiful women who
mount the saddle, thighs naked, greaves on their claves, and as soon
as o young foreigner epproaches, they fling him on the piles of hay or
sawdust and press their firm nipples spainst him

And when my spirit wants no stimulus or nourishment sava music, I know
it {s to be sought in the cemetries: ths musicisne hide in the tombs;
from grave to grava flute trills, harp chords answer one another.

True, also in Hypatia the day will come when my only des.re will be to
leave. I know I must not go down to the harbour then, but climb to
the citadel's highest pinnacle end wait for a ship to go by up there.

But will 16 ever go by? There is no langnage vithout decei

Italo Calvino Invisitle Cities
London: Picador 1879




“The sncients built Valdrada on the shores of a lake, with houses all
verandas one sbove the other, and high streets whose railed parapets
look out over the water. Thus the traveller, arriving, sess two
cities:  one erect sbove the lake, and the other reflected,
weuide-down,  Hothing exisls or happens in the one Valdrada that the
other Valdrada does not repeat, because the city was so constructed
that its every point would be reflected in its mirror, and the
Valdruda down in the vater contalns not only all the flutings and
juttings of the facades that rise sbove the lake, but aleo the roomst
interiors with ceilings and floors, the perspective of the halls, the

mirrors of the wardrobes.

Valdrada's inhabitants know that each of their actions is, st once,
thes action und its mirror imsgs, which possesses the special dignity
of imeges, and this awereness prevants them from forgetfulness. Even
whon lovers twist their naked bodies, skin sgainst skin, sseling the
position that will give one the most pleasure in the other, even when
the murderers plunge the knife into the black veins of the nsck and
more clotted blood pours out the more they press the blade thet slips
between the tendons, it is not so much their copulating or murdering
that matters as the copulating or murdering of the imeges, limpid srd
cold in the mirror.

At times the mirror increases o thing's value, at times denies it.
Not everything that seems valuable above the mirror ma‘ntains its
force when mirrored. The twin cities are not equal be .5. nothing
that existe or happens in Valdrada is symmetrical: every faca end
gesture is answered, from the mirror, by a face and gesture inverted,
point by point. The two Valdradas live for each other, th.ir eyes
interlocked; but there is no love betwaen them."

Italo Calvine Invisible fities
London: Picador 1879




1. INTRODUCTION

ihis dissertation sets out to provide an account of realism in terms
of the philosophy and history of art, The applica“ion of this account
to £iln will provide en elucidation of the account of realism through
analysis of the attaiment of the realistic effect in this particular !
art form while simultanecusly acting as a test case for the account. ~,

Defining the provision of ' account of realism as the analysie of the >

attainment of an effect demarcates a specific bedy of work as having a

purchase on the problew of realisw. This body of werk is limited to
theorists who work from the premise that realisn is an effect L
generated by the relation between artist, artwurk axd viewer (which !
term includes reader and listener), Limiting the selevant work in
this way doss not imply that the contributing theorists have all
sdopted the same approach to the problem of realism. In fact the

theoriats from which thiz dissertation draws its account of realism

present o varlety of p from which to approach the same .
problem. A preliminary account of realism is derived from (1) the Y.
con-ribution of the philossphy - art, (o) dnveloped in terms of the o .
analzsis of the process of . making end vesding from an art
historieal perspective, and t..  pplied specifically to film through '
{3} mediun based and (4) linguistic approaches.
Film is of particular interest as an application of an sccount of
realion because of the standard explanation of film's 1eslism i both
espentialist and content grounds. Oinema's so-called ‘special *:1' to
reality and the status accorded the documentary nre the prou
these approaches to Film,  Deriving the sccount outsi
particular Grt form bafore spplication to filn indice .
™ essentiolist accounts of realism are specificelly refuted
. dissertation.  Similerly contents bazed accounts of
. theoriste who euggest that realism is somehow related fo the :
'
i -
B
e v PSR-



2

of commoners as opposed to kings, the everyday as opposed to the

1. the shod, the di d, the unsightly ss opposed to

the idenl do not contribute fo the account of realism as will become

apparent.

1. Realism - A Preliminary Account

The preliminary account of realism is derived from the work of
Nelmon Goodman. His arguments will be the basis of the mccount
formulated in the first chapter of this dissertation. This account
suts out realism as a differential term, describes the relationshin
that exists between art and world end clarifies what clsims
realistic art makes about the world it represents.

a} Realisw s a diffecentlal verm.

To provide an account of realism that will be in any way
{lluminating when applied to film, or indeed any art form, the
term muat be able to wmeaningfully differentiate between
realistic and non-realistic art. This is cartainly the most
basic prerequisite of a functionsl account of realism as it must
be possible to separate out those worke to which the term
applies bafore anything further mey be conclwded aboub the
nature of reallsm,

Guodman argues  tor temiliarity s the bssis on which
differentiation of realistic works of art takes place, whils
disnissing the claims of rescmblance, copy, Aillumon snd
information to hold the key to representational realism.
Inplicit in this notlon of familiarity is the ruot of the
account of realism towards which the entire dissartation will
work:  namely that reallsm is En effect, a mode of
representation thet has become familiar and thet 1t has no
unique purchase on reality indepsndant of that mode of
representation.

b) Reallsm as a description of a perticular relationship with
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world.
If realism is on effect, & familiar mode of representation,
there is the possibility of the diseovery of now effects that
may reult in 2 new degrec of rcalism.  Goodnan's relativist
position aligns him with this possibility as relativism does not
allov for a privileged description of what is seen, merely
diffevent vereions. A notlon of realism that allows for the
discovery of a new degre of realism suggests that the
relationship that exists bebween realistic art enc world cen be
choracterized ms: realistic art reveals o us now versions of

warld,

The account of realism in this dissertation s grounded on this
tension bebwesn familiarity =nd discovery vnat Govdmen suggests
is the basis of our usage of the term, and -t ary question of
truth,

Healism as a claim about the world representec.

If realism could be soid to make sny claims about the truth of
representations there would be the possibility thas realism is a
claim about the world represented. Bu% ea lang ¢8 reallem can
be applied to works of fiction, ms Goodman demenstrates, there
can be no question as to the literal truth of realism uand
realism cun nul be said to meke any Clalmg as ©0, for example,
w s ontological status of that which it denotes.

Realism And The Role OF Artist And Viever
Defining renlism as an effect necessarily involves discussion of
how this effect id achieved and this achievement can only be
understood in torms of the part played by the viewer and tne
artist. The process of imepe meking and imege rTeading is the
province of Ernst Gombrich's Art and Tilusion which will be the

central text for extension of the account of realism derived from
Goodmon in the second chapter. Gombrich's account works from the
perspective of tha history of art.

[P VA
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Gombrich's explanation of the realistic effect is that the viewer
of a realist.c work finds in the femiliarity of the mode of
representation a fulfillment of his expectations such that s/he
projects inte the work the illusion of reality. If this is true
then the part played by the viewer has a direct bearing on the
artists attempt to achieve a realistic effect. Those effects which
encourage the viewers 'projection’ will create the illusion of
reality. The artist arrives at these effects by a process of what
Gombrich calls 'schema and correction’, a process of making which
then comes to match something in 'the real world'. At the root of
the creation of the realistic effect is the familiarity of the
so-called schemata, corrected by the artist's discoveries of what
fosters the viewer's projection. To ignore the role of the artist
and the viewer is to fail to understand the importance of the
notion of familiarity for realism insofar as that familiarity is
created or discovered by the artist specifically o foster the

effect of realism for the spectator.

Vhere Gombrich offers an understanding of the role of viewer and
artist in the achievement of the realistic effect as delineated in
chapter two, the sctual achievement of the effect, most
specifically in film, will be investigated in chapter five through

sentological snalysis.

The Realistic And The Cinepatic

The application of this account of realism to film is introduced
through the work of the leeding reslist film theorist André Bazin.

Film, with its mechanical recording of images and its unique
ability to reproduce movement achieves the realist effect with an
ease unparalleled in the other arts. Film, as a result, is
perceived as enjoying a special tie to ceality - a perception that
has been raised to tae status of theory. That film doss not need
o be treated as a special case will be a persussive test of the

sccount of realism derived in the preceding chapters of this
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dissertation.

through Goodman and Gombrich will serve to clarify the contribution

of realist film theory and istroduce realism to film. The more
detailed analysis of film in terms of the account of realism will

be undertoen in chapter five.

Bazin's explanation of filmic reslism is a psychologicel one based
on the viewsr's conviction sbout the truthful nature of the
mechanical reproduction of reality in film.  Film's so-called
unique tie to reality, Bazin identifies as the viewer's convictions
sbout the objectivity of the photographic procese because of the
mechanicel nature of photography. Bazin then autempls to argue
beyond this a realism Ceriving from the sheer re-presentation of
spatial reality by film's mechanical mode of reproduction of
images. Bazin fails thereby to grasp the very basis of realism —
that it is an effect, that it is not @ question »f what is

reproduced but of how'{t is created and how it is perce:ved.

Realism And Semiglogy

Semiology offers the opportunity to snalyse he creation and
perception of the realist film that the chapber on Sazin could not
offer.

By utilizing the work of Christian Metz to apply the method and
findings of structural linguistics to the study of film the
mechanigms behiud the achievement of realisu, as opposed to
non-realism, @s an effect in ilm will be revealed. The mechanisms
for generating realism are set out as a set of cholces confronting
the filmmaker, choices which will either enhance or detrast from
the realism of the film.

Semiology will investigate realism in terms of tripartite nature of




the filmic sign as suggested by Charles Peirce: its iconicity is a
guarantee of the familiarity unique to the photographic process of
recording; its indexicali*v which results from the mechanical mode
of reproduction of the camera and Suggesls a unique claim to
realistic representation; its symbolicity provides the associative
habit that is at the root of the generstion of the realistic effect

Through Metz the notion of coding will be investigeted to find how
realism s by the selaction and combination of codes.

Utilizing the specific example of the films of Stanley Kubrick it
will be pointed out how one or other selection or combination of
codes affects the realism of the film, While specific rules can
not be drawn from these examples it can be noted what
considerations are taken into account and the general principles
tnat govern selection and combination Lo achieve the realistic

effect.

Deriving an account of realism and applying it to film through the
different perspectives offered by Goodnsn, Gombrich, Bazin and Metz
i3 an attempt to provide an explanation for realism in film and to
suggest an approach fo the understanding of the generation of this
effect through an understanding of the roles of filmmeker, viewer
and the film itself.




2. REALISM - A PRELIMINARY ACCOUNT
NELSON GOODNMAN

The preliminary account of realism set out in this chapter revolves

around the basic usage of the term realism outlined by Goodman.

A. The Tirst and most fundamental use of realism set out by Goodman is
its work as & differential term separating out 'realistic' from
‘non-realistic' works of art. That this differentiation shouid
take place on the basis of the ramiliarity of 'a standard mode of

3 ion from which information Issues with ease’ .8 argued
by Goodman agaipst the rival claims of 1}'resemblance', 2)'closest
copy’, 3)'illusion' and 4)'information’ To hald the key to
representational realism.

1) The overvhelming tendency is to think of resemblence au the key
to realism.  Goodman's, by now, familiar dismissal of
resemblance from the theory of representation at the vecy outset
of Languages of Art (1981) States that resemblance is neither &
sufficient nor necessary condibion for representation. It is
not sufficient as resemblance, unlike representation, is
refiexive and symmetric {Goodman 1981 paj.  Rasemblance is
reflexive becauss o1 object resembles itself. The same can not
be said of representation - an objact does not usually represent
itself. Resemblance is symmetvic becauss A resebles B as much
@s B resembles A but while 2 painting mey represent en object
that object can not be said to represent the painting (Goodman

uses the word object for anything a picture represents).

For Boodman:
"Ihe plain fsct is that 8 picture, to represant an object,
must be a synbol for it, stend for it, refer to it. A

picture that represents - like a passage that describes - an
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ohject refers to and more particularily denotes it.

Denotation is the core of representation and is independant

of resemblance” {Goodman 1981 pS).
Sosdman posits the wutiun of representation s @ symbolic
relationship i the hopes of disengeging it from the notion of
resemblance, but it must be pointed out that slthough e symbol
is related to its object slmply by a habit of nssociation,
3oodman's use of the term is mors correctly understood as
oextensive with what semiology labels a sign - a unit of
signification. The habit of association is only one dimension
57 a sign: the sign also has a real connection bo its object
ind, more pertinent, here a relation by virtue of its similarity
o its object. This latter dimension of the sign is its
\conicity. Goodman‘s subsumption of representation under the

jotion of denotation intentionally blurs the distinction between

p and  verbal iption so as to
separate the former from the notion of resemblance but the
iconic mature of representation cen not be dismissed by this
Ploy.  Piciorial representations are different from verbal
descriptions precisely beceuse of the iconic dimension of the
plcvorial sign. The root of this difference is the distinction
between the naturelly generated understanding of pictures as

spposed to learned linguistic understanding.

"he evidence of the psychology of plctorial perception
sontradicte the belief that recognition of pictures requires
i tion in a of reprisent:

Hochberg and Brooks (1962) experimented with a child, almost
never exposed to pictures, books or even labels and never
trained to lebel pictures. In other words he wes never exposed
to the so-celled conventions of representation: no association,
ne picture explanations, no illustreted stary-telling. At the
age of almost two the caild wes shown outline drawings, complex
deta!] drawings and black and white photographs - he succeedad
in lzbeling slmost all of them correctly. Successful picture




perception does not depend on age or schooling or even IQ as
0'Connor and Hermelin (1963) showed by getting subjects with an
10 in the botbom one percent of the population (/under 50) to
watch a selection of spoken words with outline pictures.

Choosing the relevant aspects of optic information to act on is
@ skill that developes vithout schooling or merked intelligence.
But it is a developing skill - whether it requires tutoring or
not - the skill required to extract thrae dimensional
informaetion from & two dimensional depiction of the rsality and
yet clearly retain the Alstinction between the two.

Infants were trained by Bower (1964) to respond to & rezl cube
and although this response transferrsd to other cubss of
different sizes and st different distances, the infents cid not
respond to colour slides of the cube. The conclusion reached
wea that the information for flatness is relevant to the infant
and thus pictorial information is irrelevant, as infants are
controlled by binocular information such as that supplied by the
real cube. Bower's contention from further studies in this
field (1966) is that:
“The {ufant's performance appeared o depend not on static
retinal cues but rather on the information sontalied in
verisbles, such aw wution parallax, That are avallable to a
mobile organism viewing a three-dimensional ervay" (Bower
1866 po0)
~ hence the importance of binoculsr information end lack of
responee to pictorial informstion.  As confirmation, Bawer
{1971) presented infanta wirh plctures in pairs so as to
simulats binoculer information and found the infants would reach
for the pictured objects. No effort wes made by the infants to
reach out to single pictures of the object.

In the case of older subjects Yonas and Hagen (1971) presented
children (3«4 end 7-8) and edults (college students) with
objects sesn without the possibility of head-motion or binccular
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1986 ps0)
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children (3«4 and 7-8) and adults (college students) with
abjects ssen without the possibility of hesd-motion or binmoculer
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information end then with these factors availsble. The subjects
fudged the distance to the objects perfectly in the second
instance but the three year olds all judged according tu visual
angle 16 the P10t Lastamc. Wisn uhe objects were replaced
with slides the adults were unaffected even in the second
inatence which made it obvious that it was a flat surface now
presented to them. But the 7 year olds did not wish to respond
o depth cues once it was apparent that it wes @ flat surface.
Here then s the development of the skill of perception with
regard to pictures: from infants dominated by binacular
information to children affected by substituted two-dimensional
information to adults who are able to hendle and ignore the
daifferences between the two kinds of information. The ssme
trewd is spperent with regerd to kinetic informatien so crucial
to the infant but less and less important to the growing child.
Adulte have the necessary ssills to choose what tv relav.st when
prejented with o pioture. Elkind (1970) showed his subjects
piciures where many objects formed another object when

connidered as parts of a larger configuration. The youngest
subjecta tend to see one or the other, slightly older children
see both but not simultaneously, and adults immediately sese both
and the relation betwoen them.  Where Bower revesled the
' perceivers proolem in coping With contradiotiors inherent in a
e portrayal of thres-di 1 reality, Elkind
reveals the conflict betwssn the overall picture and its many
parts. A third perceptual skill concerns the sbility to cope
with wieaing elements of @ picture. Gollin (1960, 1861) evased
elements of vutline drawings until they barely hinted at the
original picture and found that the emount of outline required

for recognition decressed gradually from young child to adult.
It is not thet the children fail to see snything, merely that
their identifications ave less accurate. What is lecking is
con- igtent mccuracy, not imaginative variety.

Kennedy in A Psychology of Picturs Perception (1974) concludes
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that Studies of chiidren's picture perception revesled the
following:

“"Firgt, training is not necessary for depiction to be
Y

ingful, even with such abotract picturss as line drawings,
though for the suke of consistency the pletures should be
highly faithful to their objects. Hochberg's drewings were
reasonably faithful to their cbjects - complete outlines wers
alvaye given and some internal detail, %eo. Second, there is
a skill in picture perception that involves separating the
relavant from the irrelevan: and, ultimately, meking use of
the total set of elements on the pictupe surface and sheir
aonfiguration.  Treining wey assist he development: of
pietorial skills, but it i not nacessary to traan childran or
even provide much experience with plctures in order for
pictorial skills to emerge" (Kennedy 1974 p63).

Cross-cultural research into picture perception is the sacond
important arca of research thet has bearing on the convention
debate. Observers like Kidd (1804), Bieheuvel (1249) and oven
Segell, Camphell and Herskovita ae lute as 1966 interpret the
‘puzzlement’ on the feces of non-Western cultures when shown &

as i the tionel nature of the
Photograph,  Kennedy is wick to point out that suct. an
inference is lavgely governed by the observers precuncapticns.

4 much mors simple explanation is that the subjecta are secing,
for the first time, a curious allen ertifact: the look is not
one of incomprehension but curingity to discover how the ‘trick!'
is achieved. Indead, a square plece of paper with shapas on it
ig hordly likely to elicit any response at all from the viewer.
IL i= much more likely that the subject cen see what is picturad
in the photograph and is puzzled by that very fact. Hardly
conclusive evidence for the need to learn the convention in
order to eee the plcturs. More careful cross-cultural studies
herr this out.

Nadel (1937) found that his Nigerisn subjects, dospite a history
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of 'inageless’ art, could cope with photographs of men, animals,
even bushfires. He and Hudson (1967) conclude that there is no
problem with recognition only with background to the picture or

s clen

3, suck @5 thab presenied by [rozen Tigures.
In thie lotter respect the problem is not one of identification
but association which will depend on cultural differences.

children) had no trouble matching photographs of toy animals

H
Deregowski {1068a) found vnat Zambian subjects ({especially )
I
with “he actual toys even in the case of unfemilier animels, i

fven the evidence for line~drawings which might be considered a

more overtly conventional representation suggests that no
subjects even in the most remote geographical lotations fail to ‘
“dentify line-dravings of animals end humane fairly consistently i
‘Hudscn 1960, Mundy-Castle 1966). Kennedy's observation is that I
many ¢l the studies which seem to offer a degree of conflictihg
results can be dismissed s using ambiguous pictures in the
virst place or app subjects in ol unlikely to
encourage willing co-operation (for exsmple Hlack lebourers in

sauth Africal. - N

.
fsnnedy oums up cross-cultrual research by offaring the . i
£21lowing observavions .

“Auyone who hears that Hochberg's two-year-old child named
drawn and photographied objects, without trouble or training,
must be suspicious of claims that Vprimitives' ses piotures as
meaningless daube. The fact is that in all studies nost
subjects identified most of the deploted ohjects. What the
deplcted animels and men seem to be doing is another story;
when subjects have to say where the objects sre in relation to
one enother, and what the objects are doing 0 one another,
cultural  diffeences boil  wp. Wild  stories and .

rationalizations are spun when subjecta are asked to do more

than identify the objects in pictures. The common cora to

picture perception - aoross poor Americans, nomadic Bedouins,

South African labeurers and well-schooled children - seems to
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be recognition of chjects. Pes,  seem o recognize objects
in colowred or black and white rhotographs and in line
drawings without trouble” {(Kennedy 1974 pp78-9).

In other words. what the evidence suggests is that the abllity
to interpret pictures, to recognise uwhat is depicted is
applicable to new, previously unseen pictures without the need

for prior instruction.  That pictorial understanding 1s
naturally generated has led Flint Schier to cell this property
of iconic modes of Ynatural (schier

1986 pa3). “Natural generativity® makes a symbol icordc. &
lack of “natural generativity means that z nmtural imnguage is
not iconic. Pictorial understanding is naturally generated,
linguistic understanding is not. "Natural generativity!
indicates that a picture resembles its depictum in that there ls
“an overlsp between the recognitional abilities triggersd [ay
picture and depictum]” (Schier 1986 pis¥). It {s '"natural
generativity that specifies the similarities betweon picture aid
depictum and the requisite amount of similarities for
resemblance to obtain. ’
"It (¢ not required that a ploture should look lige ite
aubject in any introspectsbly noticeable way. Marcover, what
4% 1m iike to see S [picture] need not be phenomenclogically
similar to what it is like to see O [depictum]" (Schicr 1986
p189}.
Thus specifying exactly what similarities are required for

resemblance to obtain is unnecessary as the pioturs need not
even look like the depictun; and establishing the requisite
nunber of these similarities is unnecessary becauss the picture
i sufffclently similar to the depictum if same can "naturally
generate" en interpretation of the picture as heing of the
depictum,

Naturel generativity indlcates that resemblance does have a
vital role to play in pictorial representstion mnd Goodman can
not employ the notion of represeniation as a symbolic




1¢
reistionshlp to ignore the role of reeemblance or even, a3 he
would have it, to aet as & corrective to the prevailing

confugian of rep: with hig
basic thesis that resewblonce 38  neither sufficisnt nor
nesessary for vapréstntatlun willl holds and resemblance, by the
same token, can not be the key to représentational realism, We
aust look eloewhere for this key.

If one does not econflate reslism of rapresentation wivh ‘looking
1ike “reality" in any introspectebly nuticesble way' then what
18 to be the eritecdan by which we compars the reslism of sny
twe pietures? Goodmen to considers and dismisses a variety of
other possibilities. .
2; Doodman sonsiders the injunction that
“to mrke u faithful picture come ms close as possible to
copyling the object just as it is" {Gnodman 1991 p6).
Reaiism zonsidered = 'the closest possible copy of an object!
iz v t sugaificantly different to the conflation of realism with
resemblance. However the injunction get nut by Goodmen hrings
into foous the problem of what an object 'just as Lt ta' coudd
be and the problem of access to anything 'ss 1% is',

Gosdman's ‘radical reletivisn’ asserts that there ere many
veruions of world - descriptions of world given by the various
sciences and depietions of world in the work of the artists —
which can be right at the same time even when irreccncileble
{Gnodman 1984 p108), There is, according ta Gaodmew, no OnE wey
@ thing is:

“the object before me is a man, @ swarm of avoms, a complex of

cells, 2 fiddler, a friend, & fool (Gpodnan 1981 ps).
One could not copy all of the ways at once in the hopes of
achieving o reslistic picture. But by the same token there is
o world separate and distinet from any deser!ption or depletion
of i, We cannot compare these descriphions if we have no
access o 'tha world', We are left anly with versions. What i
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copied them is one of the ways an object i8 or louks with no
clain to baing 'the right version’, the one which corresponds to
‘the world'. It is in fact not possible, on this account to
spacify what iz to be copisd. Aseptic conditions, a free and
innocent eye: these can not be suggested as 'the way' to look
at en object 50 as to achleve a realistic copy. Goodman rejects
the notion of knowing os & process of receiving raw material
through the senses - raw material discoverable through
disinterpretation.  Reception of the rav meterial and its
interpretation cannot be separated. The nsutral eye is just as
biased as any other eye ~ it is merely a different
interpretation and in nou way closer to seeing anything 'ss 1t
is'.  As it is not possible to decide between verious
interpretations to select the closest copy of something that
cannot be specified in the first place, realism considersd as
‘the closest possible copy’ does not enable it to function 25 &

differential term.

Goodman is as dismissive of the argument that a realistic
pleture is one that is a successful illusion, a picture that
seems to be or have the characteristics of what it reprssents.
This possibility displaces the ksy to realism from the object to
the reactions of the perceiver. This is the notion of realism
entertained in an anecdote like Pliny's which credits Parrhosios
with going one better than Zeuxis in producing a picture so
realistic the viewer is deceived into thinking he is looking at
the actual object and not & representation thereof. Although
Zeuxis painted grapes o reslistically that birds pecked at
them, Zeuxis himself was taken in by Parrhosios’ painting for
vwhen he attempted to 1ift the curtain that covered the work he
found that 1t was painted.

Because it is the viewer's responses and expectations that count
this theory does not run foul of the problems that beset the
copy theory. But that the memsure of realism comes down to the

probability of confusion on tha part of the viewer between
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representation and representamen is not obvious or indeed
suitable according to Goodmen. The possibility of confusion
variss from object to object, person to person; the probebility
sf confusion 15 rarely mofe tham nil even for trompe-1'oceii
painting unless carefully staged in which case even unrealistic
pictures cen be made to deceive. Goodman is clearly not
impressed by literal confusion between the representation and
that vhieh it represents but would rather have it that the
inages are signs which work instantly and unambiguously to
represent the objects but without any element of confusion
between th: sign and that which it stands for.

The confusion between rep ion and rep: that it
seems to Goodman is at the heart of the illusien theory of

realism is however not the only interpretation of this much
maligned theory.  The confusion, such as it is, is of @
different order in the work of Gombrich for example. His
account is not that the realism of a picture of an object is the
result of an illusion generated by the viewer being decelved
into thinking that the picture of a man is in fact the man.

This is the explanation of trompe 1'oeil and does not encompass
the full set of works considered as realistic.  Rather
Gombrich's notion of the {llusion that attends the realistic
picture is that the viewer, confronted by & two dimensional
marked surrace has the *illusion' of the real in the picture.

The viewer sees a man in the picture, it is not that he ress a
man end does not realise it is u picture. The 'confusion’ is
not a deception as the viewer, confronted by 4 cenvas covered in
brushstrokes, lends his active participation to see what is
depicted on the canvss. The realism of the picture is that it
gives the illusion that it is a real cbjest in the ploture.

This is how the notion of illusion will be incarporated into the
account of realism in the next chapter. It has no connection
with the illusion-as-deception theory dismissed by Goodman and
would perhups be better served by a lsbel cther than 'illusion'.
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4) Goodman‘s third rejection of & possible account of realism as a
differential term is the argument that the more realistic a
picture, the grester the amount of relevunt information it
supplies. Coodman insists that there is no difference in
information yisld belwewn a realistic and en unrealistic
pleture. A picture In standard perspective and one in reverse
perspective yield the same information when appropriately
interpreted.  Hors recently Goodmen has pointed out that a
picture which employs standard perspective but contains a number
of errors ic more realistic than one using reverse perspective

with no errors, wbich says a lot about greater informativensss.
Indeed. Picesso's 'Young Girl with Blue Hat! probably supplies
more information that Rembrandt's ‘Porirait of Hendrickje

Stoffles’ does.

5) It is this latter consideration that leads Goodman to a vital
distinction between realism and fldelity. The two pictures may
be equally correct, provide the same information but they are
not equally realistic. Fidelity is not a sufficient condition
for realism, and here is a key to an answer, The difference
batween the two pictures is rather that while the Rembrandt is
real according to a key to its symbole, so habitusl, <o
practiced that we are unaware of the piocess of reading,
chocsing, interpreting, the Picasso forces one to find out how
to read it, what interpretation to apply to it. CGoodman's
conclusion is that realism is a question of ‘how easily
information issues’ (Goodmen 1981 p38) and this in turn depends
upon familisrity, upon how standard the mode of representation
itmelf hem become. This is nob Yo say that at some point in
time our exposure to abstract impressionism will make this mode
of representation so familisr we would not went to call it
realistic. The literal or realistic or naturalistic system of
renresentation is traditionally taken as standard and thus
whsther systens of representation will be accorded the status of
‘reelistic’ depends on how standard those systems are.  An

abstract impressionist painting, no mattar how femilier it may
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become, will never accord with the current standard mode of
representation. The explanation of realism as a 'matter of
habit! further suggests why most of us labour under the

misapprehension that resemblence ls busic to reslism. It is the

that

mode of rep

bl - a picture

strikes one as resembling something because it is usually
painted that way. In other words resemblence is a product of

reprasentaticnal practices.

Goodman's argument for familiarity as the attribute which sets

the realistic work apart must be assessed in the light of his

By

arguments

against

resemblance,

sopy,

information  and

illusion-as-deception.

His argument is not that looking at a

realistic work of art is like
non-realistic works look like
50 concerned o set aside the
iz one that is & successful

looking at the thing itself while
artworks, That is why Goodnan is

argument that a realistic picture

illusion.

He can not accept an

argument. that

suggests a confusion between representation and

represencamen hecause he has dismissed both the necessity and
the sufficiency of resemblance for realism. As will be seen,
the notion of illusion which Gombrich attaches to realism is not
tainted by ths concept of deception but is rather a contrivance
on fhe part of the artist and a conscious projection on the part
of the viewer. So too for Uoodman realism, the ease with which
information i3sues, is that in terms of which the effect may be
achieved,

The notion that realism is sn effect - o mede of Tepresentation
that has hecome familiar and hence standard - is the cutcome of
Goodmen's relativism which holds that there are many versions of
world which can be right at the same time. That resemblance is
not basic to realism but thet familiarity is must be accounted
for in terms of the vast variety of versions of the world but if
realism 15 to function as w Fifferential term it is not possible
to concede Goodwan's radical relativism which debars us from
access to ‘the world’. The inability to compare any disparities




between the 'many oqually valid descriptions’ of world which is
entailed by a radical relativism mitigates sgainst e realistic -
non-realistic dichotomy. Without “the werld to help us pick
t varsion, we can unly compare one deseription

ot the o
of world with another description. We only have descriptions of
This does not deny the

g

world - these versions are our worlds.
possibility of one particular version, one particular
description, one perticular mode of representation sssuming a
familiarity such that ome would regard it as the stenderd mode
of representation and refer to it as realistic. The notdon of
truth Goes not enter into the equation of one mode of
representation with realism - merely familiarity. Reslism is
not an absolute in terms of this analysis beceuse as long as
there 1s no absolute relatyonship between picture and object the
mode of representation which is most realistic, the effect which
allows information to issue most easily to the viewer, is
established by convention. Once a partioular convention is
entrenched, the mode of representation is so habitual as to be
regarded by the viewer as not ‘merely’ a convention established
by familiarity, not just an effect that has come to resemble
what it stands for because the mode of representation 1s 2o
established, but as realistic.

Once thic account of reallsm {s applivd wpecifically to film
Goodmen's csse for realicn as a differential term withous
employing the notions of resemblance or copy (in particular) ia
crucial. It negates any claims that could be made on the
grounds of mechsnical reproduction giving film 2 realism

by a means of The iconic

nature of the filmic sign cen not be posited as grounds for the
realism of the film medium if resemblance is neither a necessary
nor sufficient condition for representation. Reslism as a
question of femiliarity rather then sn sbsolube relationship
between picture and object serves Yo negate any arguments for
the objectivity of film's mechanical reproduction.  Indeed,

Goodman's position on a standard mode of repregentaion is the
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very antithesis of claims for the realism of mechanical
reprodustion.  Goodman claime that the familiarity or the
stendard mode of representation is an effect attalned by the
artist rother than the result of a aupposed lack of artifics

involved in machanical reproduction via the camera.

B, The relationship between between art and world is the second use of
realism outlined by Goodman: realiem as discovery and revelation.
This reflects the ‘actor of initiative in the notion of realism as
opposed to the inertia mssocisted with familiarity.

'
Mh difference as to the facts’, 'a discovery', 'a revelatson’, IS
these phrases cover many things, Discoveries have been made not |
oniy by Christosher Columbus and Pasteur, but also by Tolstoy : i
and Dostoizvsky and Freud. Things are revealed to us not only '
by the scientists with microscopes, but alfo by the poets, the
prophets, ond the painters (Wisdom 1957 pi5d).
Guite evidently Goodman im concerned with revelation and discovery
in terms of art anc not science, but he chooses @s his comparative

example the Cupernican The disec of & hel tric
solar system by Copernicus pevealed a hew version of world.

Goodman recalis tne discovery of standard Western perspactive
during the Renaissénce and lhe rediscovery of the Uriental mode by
the late Nineteenth Cantury French painters and characterizes the
Tesult of these changes to the stondard mode of reprementation of
these particulac cultures as:

"Practice palls; and a new mode of representation may ba sa freeh
and forceful as to achieve what amounts to & revelation®
{Goadman 1984 p127).

Gondman is certainly not subseribing tu any theory of evolutionism.
His ergument is that realism is relative to s particular culture
DR and the system of representation standard to our own time - “the
traditional European style" (Goodman 1981 p37) - hes no special
g clain to the title 'realism'. Although we ocannot talk of realism
avolving townrd an absolute reallsm, the perticular system of
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representation we call realism is in a constant state of flux.
Familiar tools are employed in mew ways, in new combinations and so

the standard system of representation changes as these departures

from the standard picture result in 'a now dogree of realism'. It
is a new degree of realism in the sense that it is only a new mode
of representation to a degree. It is not an sbsolutely new mode or

there would be no means of comparison.

The new moas of realistic representation is a discovery in that the
artist discovers new effects which alters the stendard mode of
representation. The new mode of representation iz a revelation in
that i% reveals to us a new version of world by depicting world in
a different way. The discovery of deep focus, primarily by Orson
Welles in Citizen Kene {1940} allowed for the maintenance of the
spatial unity of scenes, representing an episode ln its physical

entirevy. The discovery of this effect replaced the standard mode

of soft focus and the eristic t.
{alternating between characters with each speech). This departure
from the standard practice was So successful it ocvasioned what
Goodnan would call 'a'new degree of realism'. Bazin wrote of depth
of focus that 1t:
“brings the spectator into & relation with the image closer %o
that which he enjoys with reality. Therefore it is correct to
say that, independantly of ihe contents of the image, its
structure 1s more reslistic [than montage]" (Bazin 1967 p35).
Bazin's enthusiasm for the realism of depth of foous is indicative
of the success of the move away from the standard mode of
reprasentetion - Lt revealed © different world-version wnich was
taken to represent reality. That we cannot join Bazin in labelling
depth of focus es a step forward in the evolution of film langusge
according to hia realist sesthetic is the result of Goodman's
relativist position which argues that there is no privilaged
description of what is ssen and hence no ehsolutely velid
correspondence with the facts that could pick out the single right
version.
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The use of reslism as discovery and revelation bto describa the
relationship between realistic art and world, necessarily is
preceded by realism's use as a differential term. The notions of
discovery anu revelation have no logical connection o realism.

Thet is why Goodmen is et such pains to establish familierity as
that which sebs Tealist works of art apart, as opposed to the

notion of resembl copy, or fllusion. DL is
strictly in terms of the familiar, as it is only in terms of the
familiar that we comprehend the new effect. The new version that
is revealed ta us is only realistic because it is compersble to the
version given by the prior stendard mode of representstion. This
ensures the scceptance of the new version such that familisrity
with it leads us to call it 'reality’.

That revelation could concern anything more than 'a new version' is
denied by the radicel relativism of Goodmen's stance despite talk
of true and false versions. Goodmsn wrote:

“we make versions, and true versions make worlds® {Goodman 1984

p3a).
50 the notion of 'trath! here is intrinsicslly bound up with his
relativist notion of 'worldmaking'. The world versions Goodman has
posited in the place of the World are made by us according to
versions. Although Goodman himself equivocates on the notion of
making, he insists that we can only make what is mlready there. A
constellation is crested by s version, it is chosen from emong
other configurations eccording to & parbicular principle.  The
constellation was not ‘alweys there' because to say that all
configurations of sters are constellations whether ploked oub or
not is to say that no configurations of atars are constellations.
But at least the stars were there before any version (before any
person who could maks & version)? No, Goodman counters, sters are
made by drawing certain boundsries end this meking is done by &
vareion that 'puts the stars earlisr than itself in its own space
time' (Goodman 1984 p36). The sense of making Goodman is employing
here is as Aldrich polnts out "to make something of somettlng"
{Aldrich 1082).
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"...all the terms of our lenguage are interpretation laden, such
that reference even to what seems to be simply before the
perceiver ‘makes something of! it, 2 comstruction of the
interpretation the referring terms are laden with" (Aldrich 1982
P30,
Goednan is talking about making in this interpretative sense rather
then meaning that we make with our hande when he talks of making
versions, But Goodman also states that only true versions make
worlds, The obvious question about true versions is how can &
version be wrong about & world it makes? Mrong versions can be as
coherent as right ones, nor cen thers be mny eppeal to enything
outside of the version - some ‘sbsolute',  Goodmen points bo
valldity in the case of validity of 1
does not vequire truth of either premises or conclusion, only u

certain formal relationship bebtween them and categorization that
has become extended. Goodmen does not only use inductive validity
as on example of rightness but points out that inductive validity
is a criteria applied in the search for truth es that which is
snductively valid is more accepted than that which is not. Being
accepted is not truth but ultimete acceptance is a sufficient
condition for truth. ’
"and since acceptability invelves inductive validity, which
involvea ripht categorization, which involves antrenchment,
habit must hs reragnised as an integrel ingredient of truth ...
For if we make wurlds, the meaning of truth lies not in these
werids but in ourselves - or better, in our versions and what we
do with them" (Goodman 1984 pag).

Goodman's Btatements in this regard loosely appropriate the
position of the pragmatists. The position of Charles Seunders
Peirce (vho will recelve further attention in the chapter on
semiology) is thet propositions have meaning becsuse they produes
an  interpretant {an effect on eome interpreter}. Such  an
interpretant s, uccording to Peirce, a habit - a disposition to
act er react in a certaln manner under certain conditions, Thus to
develops the meaning of a propositicn it is only necessary to

v e o
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detarmine "what habit it produces’ (Peirce 1936 5.400) or to put it
another way, the beliefs it occasions - “the essenca of belisf is
the establishment of & habit!(Peirce 1936 5.398). The notion of
alief whish does not uarry witli it any notion of cruth apary from
the 'ultimately acceptable’ iz the basis for the explanation of
realism 1n terms of the role of the viewer. Goodman's point about
truth is an epistemic une and is not legitimately extended into tha
realm of the psychologicel foundations of habit. However, a3 the
notion of bellef has een drawn into the discussion of habit by

[EREEY

o prag
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transiate

the

pragmatist positisn in“c Goodman's terminology.

For Goodman belief

must be the correlative of an accepted version and not of some
absolute notion af truth. In this sense 'habit is an integral
ingredient of truth' becsuse that which is in the standard mode of
representation allows for an habitusl reading by the spectator, the
ease of which persuudes the spectator that it is a 'true'
representation of 'wor.d'. This belief on the part of the viawer
that he is looking at a true version is what is important to the
nottor, of realism and rot any question of absolute truth.

Beyond the viewer's bellef, the question of truth does not enter
into the notion of realism in the sense of revelstion that led to
this discusaton.  The departure from the stendsrd mode of
represoiitalion thet results in 2 new degree of reslism is related
to beliefs of the
ireality! more successfully end not the discovery of that which is

wer that the new practice renders the

'right' tc replace 8 previcus 'wrong'. Truth or falsity in this
sense could not possibly be entertained by & relatlvist like
Goodman, For Goodman & nonverbal aesthebic object can be nalther
true nor falss as mo object in itself makes any stavemente which
could be either true or false,
sesertions such ea ‘This is the object' to which one might reply
'frue, this ia the object! or 'False, this is not the object!.

Rather A painting shows an object ~ it represents it es having

A picture does not make any

certain cheracteristics. But it does not meke a claim to truth -
. 1t 18 just offering the object. Comparison to 'the reality' may
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lead the spe as to its to
the ‘realdty'.

false but not the painting itself.

to make 4
Such a statement ebout the painting mey be true or

In this sense Goodman derives the notion of realism es revelation
independantly of the notion of truth - it is a sense of realism I
that is concernad with the telling rather than the told. Truth in [
the telling is a matter of familiarity of symbols used end the

truth of the told is of no concern in deriving this notion of

realism unless it i5 to describe the belief of the viever which 1
provides a psychological underpinning for realism.

This is the limit of the notion of revelation derived by Goodman: . .
not a step on the road to the ultimately truthful representation of i

reality but rather the making of a true version which gives us a 1

new frame of reference through its particular deseription of the

{its particular wmode of representation) and thus .
accazions in the viewer a new of what is rep . .

In this way the revelation associated with the realistic work o

phenomenal

art goes through from the work to 'reality’ itself and becomes
definltive of the relationship of art and world, .

The concept of reallsm as revelation is one that will recurr in the . ‘
In both of those accounts it will

be closely related to Goodman's third thesis on realism in relatisa '

to the 'told' rether then the ‘telling'. The reason for this is

that if, as is s0 often claimed, film does indeed have & cleim to a

special tie to reality it must lie in the fact that the object or

event filmed did at one time gtend/play out in front of the camers.

chapters on Bazin and ssmiolugy.

o

The question of truth is much more & concern of Goodmen's third

usago of realism
‘telling' and the
reprosentation is
e a uge vital to

which pleks up on the distinction between the
'told' and suggests a sense in which a realistic
realistic by virtue of its subject mattar, This
en ert like film - a recording art - which will

argue for a special tie to reslity because film records ‘actual! ss
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opr sed to 'imaginary' things, belngs, svents.

In short, a Direr drawing of a dragon uses & standard mode of
representation but i= warealistic in ite subjoct mmtter. This is a
uge of realism thek depeénds upon he 'told’ being actual rather
than the ‘telling' being standard. It would eppear o raise
questions about the ontological stabus of the representamen and
thus sbout the relationship of realism to truth of representation.
Unlive the previcus account of realism as revelation where
revelation was related te the mode of representation irregpective
of the truth of thet representation this account of realisa would
appear to be raiging guestions sbout whether the 'told’ is actual
nré gneratore 1F 1t 18 @ (ruthful representation.

The firsr gloss of this sccount 45 deceptive. The Rembrandt
‘Portrait of Hendrickje Stoffels' is reelistic; the Direr drawing
of a dragon is unreulistic, The reason, or so it would seem, is
that there la a difference ir ontologlcal status between Hendrickje
Stoffels and a dragon thet is responsible for the fact that the
Rembrandt ia realistiz and the Direr is not, namely that Hendrickje
sroffels was an actual young woman but the dragon was/is
ron-existent. Truman Capete's In Cold Blood (1968) is realistic as
it is either 'takon from officisl records or 1s the result of
interviews with person‘s wirectly concarned”{Capote 1365) while
J.R.R. Tolkien's the Hobbit {1837) is not realistic ae it is about
hobbivs and dragons neitaer of which exist. In literature in
earticuler this 38 often the most lmports © sort of realism - if
may, indeed, be the only way in which certain stories are more
realistic thun falry tales.

However this first glose is misleadipg becsuge Goodmen's account is
not so straight forward: works that are unrealistic on this
account ere not to bs ldentified with works representing what is
non-existent.,
“Stricvly speaking, Boech's painting [Garden of Delight] does not
deplet monsters, or ¢he tapestries in the Cloisters depict a
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unicorn; for there are no such monsters and there is no unicorn'

(Goodman 1984 p128).
Similarily Direr's drawing does not depict a dragon as there is no
dragon, Tolkien's story does nol describe a hobbit as there is no
hobbit. In fact they are works of art that do not denote anything.
But Goodman argues that works that do not denote anything are not
necessarily unrealictic. Although it is true to say that none of
these works demote soything, it is not true to say that they are
all the same kinds of pictures. Goodran's argument is that some
kinds of pon-denoting pictures are realistic while others are
urreslistic. The distinction Letween the two can not be drawn in

term: of whal they denote - as neither denote anything at ail. Ve
nay be misled by the phrases 'pictures of' or ‘represents'. These
appear to be two place predicates but W used with Pickwick or
dragon they are better concidered as one place predicates.

Afterall, the former leads us to suppote that becsuse .. Direr
drawing is of or represents a dragon, there is a dragon that the
drawing is a picture of or represents. In short, it suggests
denotation when in fact it only indicates what kind of picture it
is. This is why Goodman speaks of & ‘Pickwick-picture' or @
'dragon-picture'. Thus any sorting we do is on the basie of kinds
of pictures without their actually representing anything to which

we could refer.

If the distinction between realistic and unrealistic pictures is
Aot to be drawn in tevms of what these pictures denote then it must
be decided in terms of what denotes the pictures - what kind of
pictures sre realistic or unrealistic? Goodman furnishes as an
example the difference between Rabbit Run (Updike 1960) which he
regards as realistic and Alice in Wonderland (Carroll 1 970) which
is not, despite the fact that the chief protagonists ars equally
‘fictive’. The example is reve. ing because it is not ss if the
former vells sbout an actual 'Pickwick! while the latter is merely
a 'Plckwick-story'.  Goodman would be doing little more than
distinguishing history from fiction whereas in fact Goodman is
distinguishing the two in terms of what denotes them rather than
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what the vorks denote:

"Just as pictures denoting nothing sort readily into

pict and unteorneps ana o and
Northwest Passage maps, so they sort into more comprehensive
groups such as mythical-object-pictures, imaginary-landscape-
pictures, etc. and into such still larger groups as
real-obj; ~ and f3 pi {Goodnan 1984
pr28}.

In this way Goodman‘s argument avoids having to meke any
ontological claims for a category of non-existent beings, like
Harry Angstrom in Habbit Run, of the sort Meinong introduced to
argue for truth of statements about fictional entities. Realism in -
the sense Goodman iS5 striving for here is related to whether a work [N

is an actusl-object-work. Astual-object-pictures or actual-object- !
descriptions may be fichive las in the case of Harry Angstrom) snd
so  denote rnothing  Jjust as  fictive-object-pictures  and
fictive-object-decriptions may denote some actual person or actual
object {as in the cass of a picture of Napoleon as & dragon). But
an actusl-object-work is reslistic whether it denotes an sctual
object or not. Rebbit Run is realistic on thie account alvhough C
Harry Angsirom is ack 2 real person and it denotes nothing while

The Hobbit {s unrealistic nct because Bilbo Baggins is a fictive .
creature and does not denote anything. What decides whether they

are realistic or unrealistic is the categories that denote them:

actusl-person-work snd fictive-creaturs-work. fabbit Run and The

tiobbit are works of fiction and as such denote nothing. This is

not to say they are aout something nonactual because there is

nathing nonactual (no unicorns, dragons, momsters), it is Jiit

iterally false.

Here then s the connection hetween reslism and fruth: as long as N
roalism can be applied to a work of fiction which denotes nothing
there oan be no question as to the literal truth of realism. IF
realism made some claim as to the ontological stetus of that which
it denctes the question of truth wruld arise form of
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questions as to whether realistic works show or tell the truth
about 'the world'. An earlier account of realism ss designative of
revelation as cheracteristic of the relation between ‘'art' and

'world® mede me claims s o the truth of represeatation of the

realistic work of art but only referred to the making of worlds
where the meaning of truth lies in ocur versious, Here. equally,
reslism is unrelated to whether the work of art shows or tells the |
truth about ‘'the world'. Truth or falsehood only applies 4
metaphorically and of course metsphorical truth is equally i
cumpatible with literal truth or falsity. 'The joint is jumping' !
is evidently a lifteral falsity even if nmetaphorically &rue, b
although if ‘the joint is jumping! is literally true then 'the L
Joint is jumping' is metaghorically true. {(Metephorical falsity ¢
©ten be seen to be the literal felsity of 'the joint is jumping). I
When epplying these notions of truth to fiction one finds that P
fiction 4s literal, literary falsenood but that it can be '
metaphordically true. The fact that fiction is literally false does
not mean it is not sbout what is actual. But 'ectual’ does not
mtall any notion of truth as ti doss no% mean the 'actual world'
beceuse there is not the world, it simply distinguishes it from
being about what is nonactusl. S

This is how Goodman can talk about a reslism that is dependant on >
the told and not the telling even if the work denoted nothing N
iiterally - that is it is fiction.

Goodman's account of reallsm is anchored between the poles of
familiarity and discovery. Although it is the femillarity of a
standard mode of representation that differentiates the realistic work

it is only the familiarity of ome partlouler version of world subject

o the Kuhnian process of replacement once it no longer 'works' for
us, no matter how reluctsnt we may be to shake the habit. This

[ slement of chenge is occasioned by the discovery of new effects that

: vevesl to us a new version and thus discovery is the necessery
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counterpart te a relativist notion of realism such as that argued by
Goodman's notion of familiarity. The third use of realism Goodman has
drawn sttention to has nothing to do with the familiarity of the
effect or the discovery of a new effect but concerns the subject
matter. Hiz point herc i3 that even flelion may be resliswic for
although nothing is denoted by fiotion it may be separated into, for
examgle, real-person-stories and fictive-person-sfories.

Each of these uses of realism will be further extrapolated in the
forthcoming chapters, First Gombrich will make explicit the roles of
arvist and viewer in the generation and perception of the realistic
effect. The role of habit and discovery will be closely examinsd
through Gombrich's psychological. art historical study.  Specific
application to film will e initieved by Bazin's arguments for film's
revelatory function end Met:'s esploration of the abtainment of the
realistic effect in film in the crapter on semiology.
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3. REALISM - THE ROLE OF ARTIST AND VIEWER
TENST GUMARICH

An sgcount of reslism such as that derived from Geodmea's analysis of
the basic usage of the term, which has at its centre the notion of
familiarity, must be explicable in terms of the act of ertistic
creation that generabes this effect coupled with the act of viewer
perticipation that is the target of this creation. The roles of
artist and viewer in the account of realism are the province of Ernst
Gombrich® study of plotorial rap - Art and Tilusion
(1880).

fGombrich's point of departure accords with Goodman's stance on
familiarity and discovery as the keys to realism and that ie that
realism i not an absolute relationship between art and world but

merely ane of revelation with the of new degrees
of realism. As Gombrich has noted:
"different ages and different nations have represented the visible
world In such different ways"(Gombrich 1980 p3).
He points to the difference between Canalatto's and Guardi's
representations of the Campo $an Zanipolg in Venice, a mere farty
years serarating tho two (Gombrich 1980 pplé6-7) as well as tns
difference betwsen Chiang Yse's repren wtion of Derwentwater and that
of an anonymous 1826 lithogreph (Grmbrich 1980 p74), a vast five
wiousand miles separating the two culturally. Realism, in the face of
such in repi on is to be for in terms of

. the question of style -~ techniques discovered by the artist to produce

the effect of realism and the role of the viever, or more precisely,
the role uf expectation snd participation which from one perspective
ere the constraints which the successful realist ertist must abey but
from nother perspective are the tools at his disposal in the creation
of & successful reallst work of art,
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It i3 only an of the of the society
regarding realistic art and the realisation of this by the artist thav
can make familiarity a functional distinetion betseen realistic and

non-realistic art. That realism of representation is at least in part
a question vl Une percepiions and expectations of the viewer and the
artist is evident bo Gombrish becsuse:
“Thet we know what we see is no truer than that we see what we
know (Goodman 1983 p142) .
Perception is not the 'innocent! mechenism that common lore suggests -
‘seeing is believing!'. Tirst on the part of the ertist, can he
reproduce whet is in front of his eyes? The answer is simply no
according to Gembrish, not unless he is willing to sscrifice the
aspect of Lighs. This is something that can only be suggested. The
artist's tool here is the notion of relationships. The artist uses a
of tion through ions to cunvey light
and depth, He hes tc transpose not copy. Second, on the pact of the

viewer, the representational acourtcy of the picture depends on having
learnt the artists notation for light and depth.

Gombrich is supported in his clairs by the evidence of psychologists
of picture perception.’ Kennedy's A Paychology of Picturs Perception

(1974) offers two pertinent experiments. Gibson (1960) experimented
with the truth of claims about trompe 1'geil. Two pespholes were

arranged, one in front of a real corridor, ome in front of u
shotograph of he corridor. From the monocular evidence subjects had
to determine which was the real sorridor: both subtendad the same
sngle to the eye, the edges of the photograph were not visible, the
optic array from the photograph replicated that from the corridor,

The result: one third adjudged the photograph to be the real corridor
- successful trompe l'oeil even given comparison with the actual
object, and the fact that the photograph was in black and white.
Perhapa & technioally more scourate photograph could have made the
difference undetectable and resulted in a greater degree of deception
but what is important in this experiment is how many viewers failed to
make use of the differ. es that did exist to effect a correct choice.
What must be concluded is thst different subjects chose different
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details to view as being relevant. Kennedy answers that this is not
the seme kind of choice ac the choice between objects that might be
represented - the choice claimed by convention theorists.

Where Gitmon made @ pleturs seem like reality, Hochberg (1962) sat out
to find that rea) differences were not detected. & relief modsl of &
house, 2,50m in depth, one colour material, sprayed from en angle to
achieve the effect of illumlnation different ta that of the rvom
housing the model and et in a frame with & black border snd covered
with a transparent cellophane cover was constructed. When displayed
next to a flat picture of the model subjects falled to distinguish
between the two, taking both to be two dimensional representations.
The relief depth was large enough to he detented and yet as in
Gibson's inverse version of the experiment the subjects did not choose
that detail as relevent - largely one must surmise because of the
context of display. Kennedy concludes
"Hoth studles show how close sn optic array from a picture can be to
an optic mrray from the world in affecting perception. And both
studiea suggest that observers have to consider what is relevant in
an optic array as well as what to do with the relevant components of
an optic array” (Kennedy 1974 p51). ’

In the light of Kennedy’'s conclusion it can be argued on Gombrivh's
behalf that reallsm on the part of the viewer results from what
convention lesds him/her to consider as relevan: Lu an optic array as
well = what to do with those relevant components. This is not
dissimiler to Goodmen's standpoint: that there ig no single reallty
which we can percelve and which the artist attempts to copy. Rather
there is s way we react to ‘reality’. The truly acourate picture ie
then, as Goodman pointed out in the previous chapter, not the most
parfect copy of 'reality' but the most perfectly realised transiation
of 'reality' into that which will elicit the same resctions on the
part of the viewer. Realism im more the underetending of our
reactions to the world than of the nature of 'reality' and that ia
precisoly why en explanation of remlism in terms of the artimt's and
viewrr's expectations is central to & succeseful account of realism.
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The key to such an account of realism is the subtle interplay bebween
whot Gombrich calls the vicwer’s 'mental set' and the 'schema and

correction’ pracess of srtistic creatien.

The concept of ‘mental set’ is explicable as the viewer's axpsctations
of a york of art which determines what is seen. Bevause

“our reactions and our taste must of necessity differ from that of

past generations"{Gombrich 1980 pSi)
this mental set is not constant acrons time, As the viewer's mentsl
set changes so the conventional notation of the artist chenges in
order to retain comunication, 1n this way art of past generations may
lose its realism as the artist’s style no longer coincides with the
sudiences expactations, wicth what the viewers regard as realistic.
Gnee an adjustment of mentel set is required o decipher the works
they no longer fall into the cotegory defined as realistic by virtus
of their lack of familiarity, For example Egyptian art mads use of
stereotypical images, modified enly where the artist wished to convey
clear distinctione such as thet betwesn men and women, achieved by the
uge of different colours,or betwsen commoners end royalty, achieved by
a profile altsration, 'These distinctions are no longer femilier to
the present day viewer whose mental snt is more closely aligned to the
Sreek rejection of the purely conceplual function of art, In other
words, when the moderp viewer with a realistic mental set looks 2t an
Egyptian work uf art he wants to know Things about the cbjects
vepresented which were not regarded s functions of vhe imege by the
Egyptians. The modern viewer wants to know if Egyptian men end women
were different colours, if commoners and royalty had different
profiles, but this is no more valid than wanting to know if the pawns
on a chessbeord are all bald, The requirements for a pawn to function
as a pieco on a chessboard, the requirements for an image o function
58 a representation of a male or & king in an Bgyptian work of art do
not coinctde with the expectations of of a modern dey realist mental
set.  The lack of familiarily that i colncident with this
incompatability of mental sets i& at tha root of the non~realism of
art of a past age, like the Egyptians, for the modern viewer.
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The changing mentsl set of the viewer is paralleled by an evolving
creative procese on the part of the arcist who is involved in the
discovery of new effects to generate realism according to the viewer's
shifting expectations, The srvlst is like the viswer of course, in
that he 90 iz born in%e a particulaec time and culture which gives him
& particular mental set. Like the viewer, he equates familierity with
realism, snd that which is familiar is that which he can draw already.
Gombrich refers to these familiar ‘sources' as schema:

“the first approximate, loose category which is gradually tightened

to fit the form it is %o reproduce” {Gombrich 1980 pé4d).
These are forever changing se familiarity with our world expands and
the legacy of existing representutions increases. Nevertheless, there
is at any one moment en existing set of schemata whlch determings the
artist's cutput. Schemata have thelr influence on the organization of
perceptions: the mind assimilates experiences in terms of what 1is
familisr. What i{s portreyed mey ook very different starting with a
different set of schemata, Schema may indeed present an obstacle to
more effective portrayal. But the artist can not want to paint
outside of the limitations of a particular system as he does not know
it is possible. The realism of the artist's oubput is relative to
this particular set of‘ schemats and relative to the mental set (of
artist and viewer; contingent on thiz set of schemata. From the
schemata &through a process of correction the artist cmn discover
effects which will fulfill the expectations of the viewer of a realist
work within the limite of the particular set of schemata aveilable to
viewer and artist,

“The discovery of appesrances Was due not so much to a careful

observation of nature 6s to the invention of picborial effects"

(Gombrich 1980 p279),
The ideal for perception on the part of the realist artist can not be
the passivity usunlly equated with objectivity. Experimentation,
trial and subsequent simplification are the cornerstones of progress -
progress towards equivalences which enahle us to =ee vsality in terma
of an image and vice versm, They are equivalences Of response ta
ralationships irrespective of likeness; it is ® question on an overall
affect rather than any particular featurs, This is why some




photographs of a person seem to 'work’ and others nob.

Acknowledging the existence of a particular set of expectations in the
Viewing public snd the artist's need to fulfill thoss expectations in
order to generate realistic art does not set up the possibility for
realism in teoms of peychology. This is to be understood in terms of
what Combrich labels 'making snd matching'. Contra the Platonic
notion of a pre-existent idea which is replicated by the artist,
Cibrich formulates the artistic process s one of making First and
then matching, The maker of a snoumen, for instence, makes something
out of snow until a men can be Sean. It is not as if there was a
pre-existent snownen. Gombrich here is employing the Popperian notion
of the undifferentiated mesa Which man learns to articulats for
hingelf rather thon a theory of generalization from what is contained
in reality to form an ebstract idea.’ The point of the explanation of
the artist's procedure 1s what it sxplains sbout the role of
psychelogy in the achievement of realism in torme of both the artist
and the viewer, Centrel to the understanding of this explonation is
the notion of 'projection’: the projection of & familier form into
other veguely similer shapes. Numerous projections may be tried but
once one seems o [it it becomes stick, or &t any rate rather
difficult to dislodge. It has passed the test for consistency and
those readings that make the most sunse have been chosen. Projection
18 not usually o procesa S which the viswer or artist is aware a8 it
ia perforned so frequently it becomes cutomatic. What this amounts
t0, Gombrich contends, is that culture teaches the viewer to sesk for
en intention behind the presentation in order to find the appropriate
response, Basically this emounts to an alignment between the artist
and the viewer. Projection is a phase in the process of lntevactien
between making and matehing.

On the one hand the artist in the process of making projects an image
into the initial form with the possibility of further revision to
allow for mors comprehensive projection. The artist's experience is
paralleled by that of the viewer who is involved in the same process
of making end matching. The viewer adapts the artist's creations as
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schema for his own images. The artist's 'suggestions' are matohed by
the viewer’'s projection=. The viewes too becomes the maker, searching
his/ber mind for and projecting menories into the work,

Artlst and viewer allhe ww iuvelved in the process of making,

playing the availabl hemat: g them until they can

project an image into the schems and the more successfully this
matches their expectations, the more realistic the work will be
deened.

The of such a 1 theory of pealism is to

undermine the notion of a so-called 'innocent eye' as a prerequisite
for realistic rep The artist’s percep is essentially

actives s/he looks for things, conditioned by her/his expectations.

If the artist did not actively look for something s/he would not
notice it. The artist has the tesk of making, matching and remeking
until her/his portrayel is not the victim of & passive acceptance.

The viewer and the artist are involved in inventing comparisons which
work sccording to their expectations - the very opposite of an
innocent approach, consciously forgetful of what is already known.

For example, apparently we are all inclined to underestimate the
foreshortaning of a disc when viewsd from en angle. We have learnt to
recognize and classify the object from ite front view. We in fact
have such strong expectations in cur search for know'edge that we
expsrisnce pricr Lo Une actual stimulation,  We enticipate the
roundness of & disc. As for the pize of the object remaining
constant, that is our habit of picturing an object in a standard
setting. If its a small object perheps that would be how big it looks
in my hand even though it would quite obviously leok much smeller
lying on the floor across the room. Our imagined standard distances
are what govern our sct 0 of depictisn.

There is & sense in which the artist tries to remove his knowledge of
things - end this is to replace the familiar mesning with a new one so
a8 to better be mble to asses. &n object's appearance and mttampt to
find @ match in his medium. But no amount of suppression of meaning
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frees either the viewer or the artist from the effeots of 'optical
illusions'.  These 'illusions’ demand the very opposite of en
'innocent eye' - they Aemand a knowledge of how the juxtaposition of

shapes and colours aff ' each other. These relationships must be

dur o Find the syulvalent of the originzl. Copying
eppearances 18 not possible unless first given something to be made
1 e something else - make and then match. The task of matching could
not be achieved without th vledge of relationships and thus the
task of schieving en 'innoce. .ye! is invalidated. father the artist
is angaged in affirmative interpretation - he is a man sware of
ambigutties.

"Only in making things and trying to meke them like something else

that man can extract his awareness of the visible world" (Gombrich 8

1980 p264}. s .
For the beholder, memory and experience musi be mobilized to read this i
image. And interestingly enough this memory is a memory of pictwr 3 |
already seen: hence the stebility of an ar: whlch demands a picture
already sesn %o account for a svbsequert onc. This is s true for the
patnter smgaged in meking and matching ss it is for the bsholder who
secks to be reminded of the paintings he loves. This is Wdlflins
(1952, notion that all paintings owe more lo other paintings than to

oheervation. Thus 4% {a only experimenision that can release the

artist from the confines of style, to make, match and then remaks in
the sesrch for greatsr realism. But that experimentation falls within .
certain limits or else 1t will be unintelligible - the realistic image
is & very specific configuration of relationships
“uanguage grovs by introducing new words, but a language consisting
only of new words and a new syntax would be indistinguishable from
gibberish' (Gombrich 1880 p274.
Realisp is not bout the 'innocent eye! but sbout using art to probe
reality and make a real visual discovery which seems to generate the
ides that it is nature that imitates art.

The account of reslism which confers on both artist and viewsr the
role of meker and matcher, provides = clarification of what may appesr
to be a contradiction of Goodnan's position in Gombrich's equation of
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realism with illusion. The fact is that Gombrich's notion of illusion
nas nothing to do with Grodman's understanding of the term which led
to Goodman's outright rejection of it from his account of realism.

rotion of illusion s based on the interplay of artist's
creation and viewer's expectations, name'v the artist sets up the
© ctation to guide the

nre extent, dependent

conditions of 11i.-ion by generabir
viewsrs project ‘L1 represent. v,

on this ‘guide eooent. @iv o dance' (somathing

familiar) anr ni- scree ossct, illusion is

possible: 'po inooStine o aeeie from Crealitv', Gombrich

illustrates how r*e 1'% v a4y e achieved througn a number of

examples which will be sspect of the sppiication of the

account of rea'isn o £ exawple he offers the limitations

oF twe ionality an: 5.

. rep The forme: was dealt
with by means of ovirlup and incopplete images. The latter the
inpressionists have ovarcome sith an embiguity o foims which the
viewer supplemenys from b

teriene. A& painting which records the
infinite, {mplins the third dimension and sparkles with movement is
the creation of ar artlit ho nows how to generate the sffects which
pronote an illusicn. 1T is an ilivsion reliant oa cur sssumption that
when we see a coupl: of members of a series we set them all, on our
knowiedge of what ususlly goes on behind..., on our expericnce of that
movem At in everyday life. Thus it is very often the case that the
morc aciual inforsiion there is on the canvas t“a more 1t kides

illusion. 1% is the principle of mimmizing {nformation (sfumato;

that maximizes our tendency to project and for the illusion to be
A further
It is his thesis
that perspective is not just = Fifteenth Century scientific cunvention

complete with no possible contragictory information.
example he draws from the 'trick’ of perspective.

but sctually valid even though the rersoectival image requires tae
beholders co'iaboratlon. Tie fact is that just looking dues not saow

what is ther-. sur

will merely = guess as b3
what we see ~ that is the most © iiliar Interpretation. In fact a
correct rendering of perspective may stand for en infinity of shapes

in space” iGombrich 1980 pll2). This does not defract from the

RIS PSP I ALY
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validity of perspective, which is a valid method of representing an
image given that we cannot see around canves. A perspectival picture
cannct exist in its own right: perspective merely claime that one can

read the picture in the same way 8¢ one veads 'reality'. It is a

e Gucstion of the one lucking llke the other and not an explanation of

P L.‘i‘ ’Q how we see things (in this 1ight the curvilinear srgument is

5 . *,‘* ridiculous: if all straight lines look curved, then the painter who
" 4 paints curves will create the sppearance of even greater curves).

Pry 'V*”
SEEESy’ Perspective is a compelling illusion where it draws upos the
B 2 5 expectations and assumptions of the beholder  Perspective works on
P

those who know the conventions. The development of shading furcher

reduces the ambiguity of an image, end through the consistent

AR
AR

interaction of clues the illusion is complets. By viewing an image in
cantext consistency is enhenced and ambiguity is unlikely ~ this is
due to our assumed constancy in our changeable world., We have certain
experiences ©  which to modify our guesses. Once more a process of
schema and correction, Artists have gradually learnt to simulate this
consistency of clues upon which we meke our guesses - hence the tromp
1'oeil paintings of past generacions. The trompe l'oeil is
interpreted as the 'resl' world' with no vontradictions to prevent the
llusion - paradoxically it achieves a new height of visual ambiguity.
It is of course very rars to ses such a picture in the perfect
conditions for the illusicn - Just to mova is to spoil the illusion.

vhat the trompe L'geil igrores is ¥ne part &% the beholder in using
tis imagination, in trensforming. This pleasure is eliminated if the
1llusion is too complete. For the artist the perfection of illusion
genecates increased amblguity and a consequent loss of control over
bis elements.

The final ravolt against this amblguity is the rise of Cubism which
forcen one reading of the picture: as a coloured, man-made canves.

I This is echisved by reversing the tricks of the illusionists:
L ® generating an inconsistency of ciues, an incoherency of image. Due to
an inability to transform it the viewer is unable to attach any one

et

[ S
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interpretation no matter how hard a/he tries. Even coherent forms sre
lost in ambiguities which can not be sorted out. The viewsr is
eventually forced to accept the flaf pattern. The artist actively
prevents the interpretation of his marks as representation - there are
no foniliar objocts or patierns aven Lf
“few of (the artists) reallse that they can drive into the desired
identification, only those who know how to apply the viewer's
traditionsl consisvercy tets and thereby discover the absence of
any meaning except the highly ambiguous meaning of traces" (Gombrich
1980 p24d}.

It will be apparent from the foregoing that the notion of illusion as
an explanation for reslism as offered by Combrich hes mothing to do
with confusion or deception es Goodman would define the term. In fact
it provides an explanation in terms of the artist and viewer of the
familiarity and discovery Goodmsn argued was the key to

rep 1 reaslism. to trompe l'oeil painting,
Gombrich states that the incressed ambiguity generated results in the
artist losing control of his elements. Realism has rather to do with
2 lack of confusion - the familiar in short, His carefully proffered
version of illusion is the 'illusion' of the real in the picture: an
illusion created in part by the artist who guides (often more through
what he does not say than what he does say) and in part by the
perceiver who projects (imegination, experience, expectation). This
is =n illuclon that depends on a knowledge of conventions, not a
confugion as to what ome is looking at. It s not for the realist
artist to confuse or deceive but to create a work mccording to the
most standard conventions of his soclety that corresponds with the
sxperiences, fulfills the expsctabions and encoursges the imsgination
y ‘readable'. It is readable
because the mode of representation is standard and the information

of the viewer because it is so read:

therefore issues from 1t with & certain ease, to use Goodman's
terminology. The viewer who sees a painting 85 realistic is not the
victim of a contusion, he is not under the illusion he is seeing
reality., As I have already pointed out there is no question that
naving the :llusion has to be visually indistinguishable from the

RS
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He is rather a participant in creating
If the viewer iz deceived it

experience of reslly sseing,
the illusion of the real in the picture.
is because the painting is realistic; but it is not because the viewer
is deceived that it is realistic. It ls realistic because the viewer

and the artist ks

¢ the familiar cunveniions involved ana because talk

about realism is talk sbout conventions Gombrich, like Goodman, is not
offering an absolutist notion of realism. The roles of artist and
viewer vindicate Goodwan's position on discovery as central to the

notien of realism.

‘Tne importarce of Gombrich is that he provides an underpinning for the
account of realism set out by Goodman. By defining a rols for the
viewsr as having particular expectations and for the artist as
governed by the need to adnere to familiar schemata to fulfill those
expectations, but also giving to the viewer Lhe :ole of participant in
the creation of the realistic work of art and to the artist the role
af discoverer of the effects that cen 1113cit this projection from the
Gombrich mainteins the familiarity and
discovery that is at the root of Goodman's distinction of realistic

viewer, tension betveen
from non-realistic art and its relation to ‘worli!. The impertance of
the claime reslistic ar® malkss sbout the world it represents is only

really to be understood in terms of the roles of viewer and artist.

Armed with an account of realism in art, i%f is now possible to shift
the focus specifically t¢ [ilm aud in so doing account for the basic
realism of the film medium and analyse the attainment of the realistic
effect in that ert form.




4. THE REALISTIC AND THE CINEMATIC
ANDRE BAZIN

For the first time an this dissertation the discussion moves
explicitly to the application of the concept of vealism fto film.

Deriving this corcept of realism in relation to the arts in general
and then applying it to film suggests that film does not require a

notion of realism as distinct from the broader spectrum of arts.

However the nature of film gives it a special place in the debate on
realism for a number of reasons. The first resson would be one of
Technical procedurs - the mechanical recording of images - which gives
film its so-called 'unigue' tie to reality, That this in part is
shared with photogrephy is not of wsny parbicular theorevical
inportonce, in fact in the period of film's history when theorists
were concernsd with demarcating cinema’s place in culburs there vas &n
impetus towards separating oinema from photography or any novion of
mere copy theory. In .other words film‘s nature as a mechanical
recording of images was seen to be inimical to its status as en art.

The mechanicel nature of film does however have 3 certain relevance to
the question of realism because of the role of the spectator in the
generation of the realistic effect ns suggested by Combrich. The
special tie between Film ana reality that it is argued is unique %o
film is based on what could be locsely labelled a psychology of
realism, the spactator's fendency %o regard the sequences of images
filps offer them es 'realistic', based on the spectators

preconceptions abou the accuracy of mechunical repraduction.

Another resscn vhat film occupies 2 special place in the debate on
realisn is that unlike many other arts the realist effect is achieved
with consumate ease while the reverse i3 true of attempts to undermine
realigm. It was only {n the later stages of the Remaissance that

realism wes conceptuslised es an aim of the visusl arts and both
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painting/sculpture and literature have fostered anti-realist schools,
like the modernists and Epic Theatre has distanced drama from realism.
(It is not certain how music or architecture could strive towards the
realiet wffest). But the cinema with its mechanical recording of
images and ite unique ability Yo repruduce movement has since its
earliest days elicited squeals from an audisnce Shreatened by en
approaching trein and it is only on the fringes of the industry that
there i3 an anti-realist tendency. Thls mey well bs, in part, &
result of the mode of production - it is as I say an industry - but it
also reflects the esse with which realism is achieved by film and how
the reverse is true of antl-realism. The achievement of the effect of
realism {and indeed of non-realism} will be the fucus of the chepter
on u semiological approach to film. The application of the linguistic
model to film will indicate how film's ready attainment of the realist
effect vindicates the concept of realism derived in the first chapters
of the dissertation.

The notions that film has a natural affinity with 'the real! and that
Lt hes @ unique vie with reality were adopted by the filmmekers of the
realist tradition as an imperative to bring the spectator to see’'the
world as it really is'. ' Thiz notion of the social function of film
art is wiat underlies Grierson's bellefs concsrning the aims of his
Britisn docunentary film movement:

"Ws oelieve that the ocinema's capacity for getting around, for

obs1ving and celecbing from 1ife itself, can be exploited in 2 new

and vital art form ... We belisve that the original {or native)
astor, and the orinfnal (or native) scene, are better guides to
screen interpretation of the modern world ... We believe that the
materials and the stor:ws thus taken from the raw can be finer
{more meal in the philoscphic Sense) than the acted article. John
Grierson, founder of the British documentary film movement ( Hardy
1981)

Similarly Dzigs Vertov proclaims the virtues of his Kino-Eye on the
basis of the altermative they offer to the oplate of entertainment

films - & clnema with a conaciencs true to our everyday world and our
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social situation:
1, The filn-drama is the opium of the people,
2. Down with the immortal kings and quecns of the screen! Long
live ordinary, mortal people, captured in the midst of 1ife going
ahont their deily tesks.
3. Down with bourgeois fairy-tale s+ .arios! Long live life as it
is ..M. The "Besis Watchwords" for the absolute reslism advocated
by Dziga Vertov for his KinowBye Groups (Vertov 1984.)

The notion of film as en artform with the responsibility of bringing
soclety Yo see the world as it truly is lies alsc at the root of the
Neo-Realist movement in a later part of the s explained by
one of its seminal directors Roberto Rossel

#(Nec-Reslism] involves a gremter intere duals,  Modern

man feels a need Yo tell of things as they are,  take sccount of
reality in an uncompromisingly concrete way, which goes with
today’s interest in stesistics and solentific resulte. Heo-Realism
is also u response to the genuine need to see men for whet they
are, with humility and without recourse’ to febricating the
exceptional: it means an awareness that the exceptional is arrived
8t through the investigation of reality. Lastly, its an urge not
to ignore reality whatever it may be ... To me reslism it siuply
the artistic form of truth (Verdone 1952).

These statements are no more than the refrospective vindications
offered by filemakers of what they parceive to be the reslism of taeir
worlk,

Siegfried Kracauer

For & fully elsborated theory of realist film one muet turn bto a work
like Siegfried Kracauer's Theory of Film: The 7 of Physical
Reality [1960). It is Krecauer's belief that Film is unique among
the arte as it does not create an abstract world but presents the
materdal world &8 it is. An Andy Werhol painting of Marilyn Monroe is
not interesting because it ls Marilyn Mowoe but because we now see
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her as the subject of an art work. However in a film featuring
Marilyn Wonroe our interest is in Marilyn Monoroe herself, it is
Monroe we want £o see. It is the function of the filmmaker to choose
the most suiteble techniques to explore most clearly a particular

artuality. If this invelves a degree of trunsformabion, this is

by < is almost a given part of nature
end so one doesn't have bo concern oneself with questions of
difference between visible reality and filmed reality.

Reality surrenders naturally to the filmmaker who should never try to
make Us aware of the form at the wxpense of the content. For Kracauer
the essence of £iln is %o ba found in its content. This is not really
an argument so much as s preccription vhich amounts to: - photography
an record realily, tnerefors it must. And as f£ilm is the heir to
shotography, &t must also. In addition Kracauer fourd himself unable
o suy very much about Ureality" as he perceived that 20th Gentury men
no longer knows whet Lt Le. ALl he could do was point to the affinity
nature has for film and the ‘tendency’ in man to attend to nature
rather than his own imagination - this he called the 'cinematic
approsch'. In fact, Kracauer arguad, the cinegevic epprosch could
accommodate formalism - as long us it saved

"The medium's substantive concern with our visible world" (Krecauer
1960 p38).
Anything more would be o lose the unique character of film as an art.
It in & question of 'balance’ (Kracausr 1960 p39) between documentary,
which Kracaver saw as fslling short of the cinematic ldeal, and art,
The fulfillment of this idesl wag eccomplished by = genve he labelled
"the found story.
Ywhen you have watched for long enough the surfare of a river or a
lake, you will detect certain patterns in the woter which mey have
been produced by & breewe or some eddy, Found stories ere in the
nature of such patterns. Being discovered rather than contrived,
they are ingeparable from f£lime animated by documentary intentions.
Accordingly they come closest to satisfying that demand for the
gtory which reemerges within ‘the womb of the noh-story film't
{Kracauer 1960 pp2G5-6).

R
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The films of Robert Flaherty (lanaok of the North{1822), Men of
Aran{1234}, Louisisna Story(1948)) and the Italian Neo-Realists like
De Sica (The Children are Watching Us(1942), Bigyele Thigves(1948),

Umberto D{1952)) and Rossellini (Rome Open City(1945), Paisd(1947},
¢

anng zerw{i947)) are cleesic examples of this genre. These

are filme whers the plot is drawn from actusl events even if the
individuals portrayed in the film never existed, The characters are
essential as they provide a human dimension which will ensure the
realism of the filmed event by dnvolving the spectator in the
aituation emotionally.

These remarks are not the point of Kracauer's position merely the
consequence of that thesis. As such they reveal ihe arbitreriness of
A thesis which suggests that Italian Neo-Realist films are mors

than German Expressi t films, or that Robert Flaherty is
more cinematic than Kenneth Anger.

J Dudley Andrew characterizes Kracaver's thesis as o three point
argument:
(1) That cinema is more & procuct of photography than of edlting or
other {2) Thet x is first end
foremost a process tied to the Gbjects it registers rather than a

process transforming those objects; snd (3] That cinema must
therefore serve the objects and events whioh its equipment allows
it to capture, thal is, that it should be formally ...realistic
becouse it is imagistically realistict (Andrew 1978 pl29).
The first two Andrev dismisses se premises, unprovable and as essily
replaced with fornalistic ones. fThe third is e conclusion drewn from
hs first tuo snd this is where the real problem lies. Even theorists
Who socept Kracever's initial ‘assertions' mut be critical of the
strange conclusion he draws from them. Yracauer may have shown how the
medium of £ilm nan be used realistically, he may even have shown how
Amportant this 1 .t in no way doss it follew that sll £{lms must be
realistic to be cinemati It ds s g of
fraceuer's thesis that it does not provide the subscriber with the
neans of differentiating a realistic from a nen-realistic film,

B ]
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Legend has it that Kracauer locked himself in a library to work out
his thesis alone. Thia weulid ab least account for a curicus omission
in the work of Kracauer - the theories of André Bazin.

Bazin, like Kracawer, is @ film theorist, not merely a filmmaker
offering proclamations about the realism of his work. His thoeriss
were devised a full decade before Kracaver's effort. Bazin and hig
followers had aiready asked many of the questlons Kracauer posed,
accepted the realism of the film image without any corresponding
constraints on the cinematic form of that image end dismissed the
notion of a realistic cinema as equivalent to "nighly visuel" cinema.

Bazin's s not a prescriptive aesbhetic. Bazin's personsl prefevences
coupled with his conviction that the reslistle natura of film material
influences the film maker in a very real sense should not be mistaken
for an absolute inaistance on how cinema is to be used  "Cinemals']
existence precedes its essence” (Bazin 1967 p7l) and the theorist's
role is to describe and explain whet has already been done. At eny
rate my approach to Bazin's work is not to seek support for realism
BUb to try and extract the essenve of his ‘definition' of realism and
o see by what meens he errives at these conclusions sbout realism
{once I have monaged to distill snd present this olement of Becin's
weitings 1 can begin to rulste it tu theoriss of realism in
philogphical zesthetics and semiclogy).

The ‘essence’ of Bezin's definition of realism has besn clearly

delinented by French film theorist and director Eric Rohmer:
“Each essay and indeed the whole work itself fits perfectly into the
pattern of & mathematicel demonstration. Without any doubt, the
whole body of Bazin's work is bmsed rn ose central ides, un
affirmation of the objeciivity of the cinema in the same way as all
geometry is centred on the properties of the itraight line" (Rohmer
1959 p37)

How did Bezin establish this axiom, what are i's limitations, what is




ay
cinema‘'s special tie to reality, how is it any less conventional then

any other art? .

This axiom grew directly out of his experience of the film medium, or
wove specifically a pervicular era of fiimmaking. Not that Bazin's
theories should be seen as locked into that era and not applicsble
cutside of a specific genre. Bazin is concerned with film in general
not with particular films. Bazin was writing at a particular stege in
film's history and his work is e response to the spscific input of
that era. But that response is not outside of the broader context of
filn hissory.  Bazdn himself in “in Defence of Wixed Oinema"
icentified three eras of film scenario.

{3) The first, from MSlids to the First World War, is one of diverse
scenarics, each producer using cinema for something different {pesp
stova, music hall, theater, serial, magic ,..).

(14) The second era starts with Griffith - a period of & formalized
system of conventions: everything from subject tu length to narrabive
structure came under a rigid system. A stendard style hed been
acopied to reach vast audiences who 'went to the movies' (good, bad or
irdifferent) probably more often than golng to church (the moedern
eculvalent would probsbly be watehing tslevision - sheer ritusl). The
evdience in fact demanded this single languege, which s time went by
became virtuslly the only langusge. The outcome in terms of subject
metter was to denature everything from Shokespeare to Dickens -~ all
Teduced to Hollywood formula. But of course thers were those who
retused the formula, saw a different relation of lenguage to material
- Cfilmmskers like Flaherty and Strohelm who investigated their
material. Thelr langusgs did not have its roots in an a_priori
formula but derived from the particular film being mede. Hare are
Bazin's champions of realism.

{114) The third ere is the vindication of these men. Renoir's The
Ruleg of the fame(1938) and Welles' Citizen Kana(1940) opened the way
for multiple styles expressing the multiple aspects of reality.
Material dictates style (or at lemst attitude to material) ~ thus no
more cinema, Just films. In the case of novels it was no longer a
case of restructuring to smoothly fit the Hollywood machine but rathar
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a unigue adaptation for experiencing a cultural ohject through cinema
not @s cinema.  Bazin talks of Robert Bresson's adaptation of
Bernano's Diary of a Country Priest(1951) as achieving "a dialectic

betwsen literature and cinema ... giving us the novel, so to speak,

mitrinliead by the cinema’(Baz
question of being faithful to the original because to begin with, it
1s the novel"(Bazin 1971 pl43) presented in a different way. writing
today Bazin may have offered Coppolla's adeptation of Conrad's Heart
of Darkness(1902) as Apocalypse Now(1979) - a 1970's Kurts reads from
T.S. Fliot's The Holiow Men(1925), a pcem Eliot subtitled MMista Kurtz
ne deadi®.

107 p142). s inwists “it is not a

While 1t is correct to say that to explore the essays of Bazin is to
cancentrate on Rencir, Flaherty, the Weo-Realism genre of tha post war
era (De Sica, Rossellini) and the depth of foons fechnigue pionsered
by Welles and ksnoir, Lt must not be assumed thet these are his
specific cancern. Rather they ere the illustTetions of what Rohmer
calls Bazin's central exiom. Thus despite new genrse and new
techalques Bazin's principles can still be applisd, What I have said
deserves at least one qualification pointed out by Bazin'n biographer
udlay Andrew: . !

“Film is not mathsmatics. One does not begin theorizing about it in

the abstrect" (Andrew 1978 pl05)
In ther words the initial impetus for Basin's theory was derived from
these films specifically (Do Sica's DBicyole Thieves(isdg), Welle's
Citizan Keng(1840)...) even if it was then found to apply beyond the
specific genres and techniques employed by these film-maxers. This
consideration apart, Bazin's specific cholce of examples Would not
appesr to have nuch hearing on our discussion.

In order to evaluate Bezin's axiom 1t is necessary to identify the
philoscphical schools out of which his convichions grew.  Twa
philosophieal schools underiis Bazin's writings.

The first achool influenced Bazin's views on cinematic realism. This
s the secondary influence determining his theories ebout the
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experience of cinema end why it seems realistic. The first school
will account for Bazin's theory of a psychology of realism and the

ontology of the p phic imsge. The elucidation will
be lished through to the Tilm-maker
Fiob: eszelilni and Orson Wolles' Citizen Kene,

The second school {nfluenced Bamin's views on reality. This is the
primary influence as it necessarily determines his convictions about
the role of cinema which he regsrded as the "art of the real" (Bazin
1956 p 20). Kracauer’s aesthetic was one of realistic content and
*echnique, Bazin's was cne of the "realism of spac® withou: which
moving pictures do not constitute cinema" (Bazin 1967 pll2). Cinema
is tae art of the real for Basin because it registers the spaciality
of cbjects as well as the space objects occupy. In other words
percptu reality is spatial reality. Tne realistic film style
presirves the autonomy of objects within space (and hemce his
prefirence for depth of focus and antagonism toward montage as will
becone apparent). The theory that derives from this aesthetic will be
elaborated through its practical realization in the work of Realor,
Flaherty and the Neo-Realists.

A. A Theory Of ical Realism And The Ontology OF The
Photographic Image

Porhaps ths most crucial text in Besin's formative years was
Sertre's The Psyuhology of the i linking, ss it does,

art to ontology. Bazin, like Sartre, would come to see art as the
fulfillment of man’s psychological impulse to ‘'remake the world'
’and his situation in it'. Sartre compares art to daydreaming,
emotional release and acts of the imagination like lovemaking,
political activism and suicide. Sartre’'s existentiallsm posits
that the physical world man lives in is not his own and will crush
him, and his desires in death. Thus it is that man tries to shape,
in the emptiness of his copsciousness, the fullness of a world he
can call his own, These modes of consciousness help man %o
overcome the determinateness and solidity of en alien world -




82

because in the imaginary he can excercise freedom and spontameity.
Through ert man can crisce human objects in a world of alien
objects. Actworks may be 'out there' in space and time but our

ce of them i5 in 2 space and time subject to the freedom of

consciousness not the laws of maturs. The importance of an art
ohject is mot related to its place in the (alien) world bub to its
ebility to transport us £o another reality in our experisnce of it
a5 a ‘'derealised' objech. Sartre tries to account for the
transitional aspect of experience between art and world - an
sxperience well known %o the movie-goer who leaves tne 'place’ of
dreems with an intense sadness (no less so than the roader who
departs from Middle Earth in J.R.R, Tolkien's The Llord Of The
Rings(1966) or the listener wha is ’reawakened/ by the nonotonous
scratch of the needle against the record label}. Man uses the

physical aspects of a medium in art a3 an analogue which delivers

©p the ‘sens’ (the living meaning, the aura} of an absent ubject or

feeling, The artwork ie 2 mixture of this presence sad absence. A
picture gives us physical cues which transmit fselings to us which
We turn in<o the 'sens’ and rebuild thst feeling into a presence in
our imagination. Great art makes present to our experience
something wonderfully human existing in the object previously
unknown to us: it does not present something we have seen but
something we have felt.

The major bridge between Sertre and Bazin is to be found in
walraux's Voices of Silence(1953). Working from Sartre’s premise
of the imaginary, this work seeks to categorize it in a way that

to the tial behind the impulse to
paint: sacred, divine, profane, decadent. Bazin was to adopt these

categories in his seminal esseys "The Ontology of the Photographic
Image” and "The Myth of Total Cinema". For Malraux act was:

he eternal part of man, wnich emerges as the power which both
enables and impels man to transcend his human condition, to hreak
througn the world of time and sppearances fto & truth whose
discovery effords him a glimpse of eternity® {Horvath 1969 p20).

His book traced the cycle of this impulse through the Egyptiane
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whose art denied the world of time and exists in a sacred place, an
art of the Gods created anonymously; the era of classic Greek art
deriving from & of p and ion of

earthly life, by srtis

“conceived the notion of an immortality allotfed to great human
creations by reason of their participation in the divine they
body forth! {Malraux 1960 p80);

mnd Hellenistic art which neither negates appearances (sacred art)
nor uses appearances for immortality (divine art) but valuss it for
its:lf (profane art). This is the first fime art accepted the
ardar of appearance and the order of the scheme of things - as "the
rea." (Malraux 1960 p,108) (The Romans would go beyond illusion to
the "agorning” of reality).

Baz.n's “The Ontology of the Photographic Image" clearly reiterates
thin movement of art from sacred to divine to profane - the impulse
townrd Tealism. He describes the change from Giotto to Leonardo as
one from where “the symbol transcended its model" to one brsed on

mimusis, "namely the duplication of the world outside’ (Basn 1967

pll-. Bazin attributés to perspective the role of making painting
consciuus of the world of appearance. fThe divine purpose wae lost
to art - the flesh in its i forn becomes dest in

itewlf. Note Melraux's view that "The emphasis on time (as opposed
to sternity) in the Renaissance world view was how deplcted in
painting" (Horvath 1969 p70).  Thus for bath of them the
Re

seance sses the separation of symbol from appearance giving
art two functions: either to embody eternity or to "embalm time’.
The Barogue age in seeking to embody motion felt most strongly the
tension batween these functions. Vere Bazin finds the 'myth of
total cinema' originates in the desire to re-creste reality with
complete fidelity, Painting was ‘redeemed' from this false idesl

s o by photography (1826) and the ci (1895). Er
i i} could now pursue illusionary realism, and painting visual
; »
RS abstraction of the eternal in man.

SR Bazin writes:
3 ot 1_.

ey #
L

e L . .
el .
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UIf the hist-— ¥ the plastic arvs is less a matter of their
aesthe eir psychology then it will be seen to be
essenti. 'y of resemblance, or, if you will, of

reslisn” {Bazin . .

"Shotography is clearly the most important event in the history
of the plastic arts... Paintings beilng confronted in the
mechanically produced image with a competitor able to reach out
beyond Baroque resemblarce to the very identity of the model,
was conpeled into the category of object. Hencefurth Pascal's
condemnation of painting is itself rendered vain since the
photograph allows us on the one hend to admire in reproduction
something that our eyes alone could not have tawght us to love,
and on the other to admire painting as a thing in itself whose
relation to something in natuwre has ceesed o ke 4he
Justification for its existence" (Bazin 1967 pls).

For Bazin the solution to the problem of peychology in arty comes

not as @ result of increased realism but from e new way of

achieving vealism:
“Photography and thé cinems... are dlscoveries that satisfy once
and for all in its very essence, our obsession with realism...
[but] the essential factor in the transition from the Barogue to
shotography is not the perfecting of = physical process
{photagraphy will long remain’ inferior to painting sn the
reproduction of colour); rather does it lie in & psyohological
fact, to wit, in completely setisfyirz our appetite for illusion
by a mechanicsl reproduction in the meking of which man plays no
part. The solution is not to be found in the result achisved
but in the vay of achleving 1" (Bazin 1867 pi2).

Bazin's point is that psychologically speaking, vealism is not a
question of accuracy in reproduction but one of how the work was
produced. A painting is a product of an artist: his skill, his
perception... A photograph is purely a physical cbject like that
which it reproduces. It is a question of ontological status:




"he objective nature of photography cenfers on it a quality of
credibility absent from all other picture making... We are
forced to accept es real the existence of the object reproduced,
sucuzalely Pe-presenied, seb befors us, thet is To say, in time
and space. Photography enjoys a certain advantage in virtue of
this transference of reality from the thing to its reproduction’
(Bazin 1967 ppl3-14}.

This conclusion about resiism &8 & question of ontological status
which forces the viewer to accept as real the existence of the
cbject reproduced stems directly from Bazin's reading of Sartre's
theory of the role af the image in rk. Sartre's 'theory was het
11 image-meking must be an intentional act of consciousness. This
bviously presents a problem for 'photogrephic art' - Melraux felt
“hat copying sutomatically was & mechanical process which could not
invest the referent with an aesthetic presence, for a photograph to
generate a ‘sens’ it would have to be intentionally composed; a
film would have to be highly edited to put it in the realm of
Gerealised time and space. Anything less would be 'uninspired' end
*poor! providing only'a referent without drawing our feelings into
tiat world.  Useful but without an aesthetic dimension. A
Favtograph moy 5ignify a woman, the Mona Lisa has the 'sens' of the
wnole Rensissence. It was at this point that Bazin would have to
sbandon thesa thinkers who Lended to use painbing es a model for
f.lm sesthetics. For Sartre film had Lo trenscend ite meshanics
and become invested with the creative intentions of the
consciousness structuring it For Mal-nux the physicality of film
inage had, by means of montage ~ the realm of the structured and
intended, to become u more spiritual process. Both seek to deny
the medium that which is ansolutely fundemental to it so s to
conforn to the assthetics of painting which inform us thet nothing
is worse than & mechanical reproduction. For Bagin, it wes the

1 in mach that gave to
filn its true nature 2s the medium of the resl- it had not to adapt
for it had no precedent.




"Can  the imege, especiaily the phic
image, be likened to other images and in common With them be
regarded as having an existence distinet from the object?

tresence, naturally is defined in terms of time ani space. To
cone’ is to recognize him as existing

be in the presence of
contemporanecusly with us and to note that he comes within actual
range of our sense ... Before the arrival of ... cinema ... the
plastic arts (especialiy  portraiture) wers the  only
intermediaries betwesn actusl physical presence and absense.
Their Justification wss their resemblance which sbirs the
imagination and helps the memory. But photography s acmething
else again. In no sense is it the image of an object or person,
wore correctly it is its tracing.  Its outomatic geresis
/igtinguishes it radically from the other technlgues of
reproduction. The photograph proceeds by means of the lens to
the uaking of a veritable luminous impression in light - to a
mold, As such it carries with 1t more then mere resemblence,
nemely a kind of identity... 1t makes a molding »f the object as
1t exists in space and, furthermore, mskes an imprint of the
duration of the object” (Bazin 1967 pp9s~7).

Bazin is seeking for the photogreph a psychological power deriving
from the fact that its referent at one tima stood in exantly that
Clnema

position whils tne camers made its "deathmas
“relays the presence of the person reflectsd in it - but it is a
mirror with a delayed reflection, the tin foil of which retsins
the inage" (Bazin 1367 pe7),

Where Sartre and Malraux ses only duplication of accidentas

appearences, Bazin detects unique virtue:

'Al1 the arts are bused on the presence of men, only photography
darives an advontoge from his sbsence, Photography affects us
ke a phenomencn in nature, like a flowsr or a snow flake whose
vegotable or earthly origins sre an insepersble pert of their
beauty" (Bazin 1967 pl3).

The effect of reallsm for Bezin is at least in part the

veychological power the cinema enjoys because of its existential
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connection with the reality it represents or what semiology will
call the indexical dimension of the image. That the cinema does

enjoy such & pover is but the

of the claims thac underly tne wspectators convictions do not

withatand closer strutiny and 50 can not be elevated to the status
of a unique tie cinema enjoys with reality. Bazin's statement that
photography derives its advantege from the absense of man - which
he suggests ia some guarantee of its realism - fs indicasive of his
Faith in the objectivity of the photogrephic pruc -3 (he is not so
nafve as to believe it is the same ms objective reality). But ==
the senfclogical investigation of film will show, each and every
shot e selected by the filmmaker from sll other possible coherent
shots and combined by the filmmaker with other shots in any one of
vumerons possible Sequences. In other words the artist is not
sbsent from the photogrophic provess end whether the outcome 1is
realistic is not gueranteed by some blind faith on the part of the
viewsr ia the camera's objectivity but is rather & careful
contrivande on the part of the artist. As argued by Gumbrich his
selestions and combinations must evoke the correct response in the
viewsr to enjoy the peychologieal powsr of ‘cinematic realism'.
Talk of realism is talk about an offect as detailsd at length in
the vhaptar on Gombrich and not talk ebout film's unigue claims to
being the medium of the real. None of this is a denial of cinema's
poychological puwer, indeed the effeou of realism is dependsat on
the viewer's convictions congerning 'cinematle reality' and, what
Govbrich labelled, his/her consequent projection.

Bazin's 'sin' s to fail to distinguish between o viewer's beliefs
concerning 'truth! and the question of rightness. Bazin cen not be
satisfied with the unique psychological power of reslism enjoyed by
cinema such that

"A very faithful drewing mey actually tell us more about the
model but... 1t will never have the irrational power of the
photograph to bear away our falth” Bazin 1967 pl4).

f#is theory of realism serves the ultimate goal of discovery of the
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eruths of nature'. It is e theory that goes beyond the vanities
of art - fc ssek man's history, men's destiny by encountering
appearances on thelr own terms. In part Bazin derived theme
notluns of cinewa from pierre T.eihard de Charuin who ‘read in the
face of the earth' men's evolutionary dectiny, Tielhard saw the
carth as astriving towards consciousness and hence to B naw
evolutionary step. In Teilbard's theories Bazin could find the
Justification to use film to look at nature, to dscipher its
measage, to discover the meaning thut would oherwise pass us by
This leads Bezin to argue the ontological status of the
photographic image such that:
UThe Photographic imege is the object itself, the object fremd
from the conditions of time end space that govern it, No mattir
how fuzzy... it shares, by virtue of the very process of ius
becomming, the belng of the model of which it is the
reproduction; it is the model. Hence the charm of family
albums, Those gray or sepie shadows, phantom-like and almout
indecipherable, are ao longer the traditional family portraits,
but rather the disturbing presence of lives halted at a set
moment in their ‘duration, freed frem their degtiny: n
however, by the prestige of ort but by the power of an impassive

mechanical process: for photography does not create sternity, as
art dogs, it swbalms time, rescuelng it simply from ite proper
corTuptiun® (Batin 1987 pid).
#an through his imagination can bring to life the images of &
photograph - paying homage to his world, his past. The development
of oinena is the realisafiion of & 'myth of total cinena', a myth of
total representation. He is making it possible to duplicate the
earth in space and time.

Beceuse Bazin's theory is not simply an explanatory one but rather
a vindication of the realist filmmaker on the grounds of an ethical
progranne, he becomes involved in notions of ontology, truth and
meaning that his analyses sinply cennot support. This becomes more
avident as we move beyond questions of peychology to the relas’
of clnema fo reality. Once more by enumerating the roots of




o

59
theories it will become apparent how his arguments work towards the
fuifiliment of his philosophical bias rather than a philosophical
justification of the realist aesthetic.

Glneme As ‘The wre uf the Kesl'

One obvious influence on Bazin's views on sinematic realiim is the
culturally orientated magagine Esprit - a prime locus for
Bergsonlan criticism. In effect Bazin was a child of Bergsonian
ond not pesitivist education.  Bergson held that perception,
rationality and intuition were the three modes of apprehending the
world, Perception is the most basic: our body sncountering other
objecta in a field perpetually in flux. Reason organizes these

perceps; into P ble patterns while intuition,
transcending both, reunifies evperience that has bheen fragmented by
intelligenca,  The latter is a return to the flux thraugh

reflaction, capturing the meaning end direction of

the flux. ‘Grosping' a melody is this intuitional gresping of
mesning in rlux as a global experience closed to analysis. Bazin's
Bergscrian soots are axpliclt: “Un film bergsonnien: Le Mystére
Picassr! {Buzin 1959) is en essay on cineme’s relation to the flow
of tine, while “Charlie Ghaplin' (Bazin 1967) illustretes Bergson's
thesis that comedy results from a breakdown of our 'automatic'
responss to the world producing an intuition previously blocked by
vestan {Burguon 1811}, Bazin, valing this Turther, caw provogrephy
s fultilling Bergson's injunction to strip from the w -kd “that
apiritual dust and grime with which my eyes have covered it" {(Bazin
1967 pL8).

Tt was the Bergsonian notion of the integral unity of a Unuvurse in
flux, that ensbled Bazin to dispensc with the notion of the filn
shot ~ the analyticel notion that helps us see the world as cut up
into fragments - with which he nssociated monatage. For 'grest
cinema® Bazin procloimed:
"there remains henceforth only the guestion of framing the
fleeting crystallization of & reality of whose environing




presence one is ceaselessly aware" (Bazin 1967 pol)
- not montage but the “global” attitude of gresping reality
intuitively.

Even more specifically in the realm of film eriticism it was Esprit
that had the greatest foemative infiuence on Bazin's thought.

Roger Leenhardt's realistically orientated writings on cinesa,
eapecizlly “Tne Little Handbook of the Spectator(1936). Leenhardt
advocated the transcciption of veality as the purpose of
photography and not isenstein's 'rhetorics'. For Leenhardt cineva
attaing its primary vaelue not in becoming ert, but in adeoting
{tself to things as they are, not through 'signifying' (that is
rhetoric, conventional spesch, conventional art end not for cinems)
but ‘rendering'. Unlike clessical film aesthetics he says cinema
48 not a symbol system with e new set of signs - it {e a partial
view of something significant trying to appear through it.

Even mare important was the influence of the founder/editor of
Esprit and spokesman for the persomal{st movement, Emmanuel
Mounier. He did not see pevsonalism ws @ sysfem but as a
perspective, @ nethod, - sbtitude situabing man between
systamstization and solir Personalism cleims more freedom for
wman then Hegel, Warx or St. Thomas could offer, Not that Mounier
uges erguments to oppome metaphysica - he oppoess abstract
systemstic thinking. Metephysios, he states, destroys thu mystery
in natire and replaces man'c fresdom with a defined raie.  But
opposition o syetems is not tne existenbiallst renceion of
pessimiam or solipaism. Mounier felt this responsa to .ic sorld

was equally presunptious.  Personalism does net lesp to a8
sopclusion about the final nature of things, striving -wasr to
rematn true to the ombiguities end confusing hopes < iYe.

Personaliam 1s an:
“ethical programme by means of which beings can fu.ly vealize
thelr humandty in the context of an undefined snd  ruiurious
world., Action is necessary becaums men owes 1t To Vimuwell and




his world to build with such materisls as he finds around him
and %o peer oubwerd with such ight s he can gather an
direct!(Andvew 1978 pas).

Bawin adopued this reapon

8

to the universe for his theory of the

ainema, It is up Yo the filmmaker to use the camera to 'peer
outward' and sesk the 'light' of values. The true fllmmaker
attalne powsr through 'style': an imier orientation faoilitating
his outward search. Finding one's own orientetion Ls erriving at
ones own style which will give a stability to one's work. Thus
style is not a given, it is an schicved self-swareness. This is
tne parellel to the calmnoss of the personal self achisved by
retireating from the world. However in retreat the self/style can
not develope and clarify ‘for itsslf - i finds its extatence only
through immersiion in activity. Style is o mysterious power capsble
of revesiing and transforning the submtance of the werld for Bemin
and for Mouniar,

"Man presses down on natury to overcom¢ nature, as the airplens

presses on air in order to aacend"{Mounier 1970 p73).

Consider the ‘reality axiom' in relation to the perronalist
‘mystericus olfierness of extsrnal reality!. founiep considered this
otherness knowable to a person who has retreated into his inner
distance, to return to focua on the physical world disposed to
receive whalever truthe should be made known to him. The
mystericusneas is not that of & nuive realism which regards the
world s swalting clarification through the investigations of
Bcience as though it were a self-sufficient sphere we try in
various ways to penetrate and use. Rather, Bazin is a pupil of the
school of thought that regards mystary as a quality of the world
itself, not something that can be overcome. For Mounier, like
Sartre, Marcel and Merloau-Ponty, reality is not a situation
avallable to expertence, it exists only in experience - an emerging
gomething in which the mind participates. Thus mystery L& not whe
result of human limitations - it is an sttribute of the real, a
value s tained when ‘the we call

the world. Filmmekers osn tend to one of the ends of the spectrum:

- & o i baiasees




82

aiding our encounteps witl the universe or an expressive device
‘speaking back' to the universe. Bazin's derision for the latter
filumekers derived from the feot thet they ‘discovered’ nothing,
offuriig unly subjecuive opinions, erranging the world to fif their
views. German Expressionists, for example, were not heing honest
in their use of nature o3 given - the film imege. Cinema is
obviously not the =ame as objective reality but Bazin felt it was
more than a mere opinion of reality: lying somewhers between
perspective and objectivity. In Bazin's geometrical vocwbulery,
cinema {3 3. 'asynptote' of reality - forever approaching but never
beeoming ren ity. For n filmmaker to deny the unique relation
cinema has to reality is to turn his back on the possihility of
discovery for the sake of his own views.

If this oxplains why Bazin didn't like certain films, !t also
oxplaing why he did like tne Heo-Realists, Flaherty and Renoir.
His philesophical bias draws him towards the 'creative documentary'
genre because these f{ilms are built on the central paradox: the
filpmaker must make reality look real (vo this oxtent at least
Bazin supscribes to the refection of remlism se the outcome of
mechanical reproduction accepting that it ls en effect that must be
congclously attained by the Filmmaker) but he must alge draw out
the significance which is undiscovered in exporlence.
“Thers 18 no point in rendering momething realiztically unless if
is %o make it more meaningful in an abstract sense. In thia
paradox lies the progress of the movies. In this paradox too
lies the genius of Raaolr, without doubt the greatest of all
Franch dirsctora"{Bazin 1971 p86.).

Flaherty's  documoutary work conslats  in,  pavadoxically,
transforming sppearcnce in arder to retain the significance of
man‘g life in his environment. The fact is that the truth of life
2000 beyond oppecrancs, hencs the nesd for fabricalon withaut &
corresponding lose of honesty. Flaherty , for Lnstence, mey very
well alter events but be never 'crastes' o reaction - just presents
it tn relation to the aotlon and the backgrownd.  Renoir's




fictional work is comparable in thuat his subjects were chosen for
what they ¢yuld reveal of their own particularity, his locations
were chosen to ellow the actor %o see himself as an actor in a
fabricated locele pun the rest was true reaction of the subject - a
documentarian eliciting resctions from his actors. Both filmmakers
do not sacrifice their style or vision. They do not direct the
action but provide the audience with & considered perspective.
#His {Renoir's] style is part of an instinct that first chooses
what to watch and then knows how to watch it - more precisely,
how to coexist with it. Under the subtle pressure of this
spproach, relationships within reality become visible, bursting
inta the of the as a ion of a
truth discoversd!(Andrew 1978 pl09).

Although Bazin does not have So nmarrow @ view of realism that he
can not ailow fistion into the realm of realistic cinema, he only
2ccepts the need for artifice for the revelatery role it can play
because as he states 'the truth of life goes beyond appearance’.

Bazin, unlive Goudman, canmot divorce the motion of revelation from
that of truth. He cannot see the point of realism if it is rot "to
make it more meaningful! (Bazin 1971 p35) by which one must

;7 the i of "™ i relations" {Bazin 1967
v27). That, in this sense, there are 'truths' to be discovered
through reslism ls ar unnecessary bub predictable claim that does
not bold up well in the light of Goodwan's rigorous denlal that
truth hes any role to play in realism outside of the psychology of
realism,  Bazin however worked from Tielhard de Chardin's
standpoint that by looking at naturs we could resd its message,
contenplate its truths. The meaning is not in ourselves as Goodman
would argue but to be found in an outward search. This is whers
the shortcomings of Bazin's thesis become apparent: his is not a
position arrived at through analysis but rather through adoption of
the ethical programme of Personalism. When Bazin argued for the
psychological power underpinning reslism in film as a result of its
origine he was working from the understanding that the abject
repraduced is real, thet the viewer is convinced because it is the
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truth.  This criticism should not detract from the vital
contribution Bazin has made in indicating the nature of the
psychology of realism in film. His belief, however philosophically
indetensible, nevertheless embodies the psychological conviction of
the film spectator that cinemg. unlike the other arts, is more than
imitation - it is connected to what it represents. For Bazin the
origin of an imege has a direct relation to/effect on the image's
visual wality. ALL this is not to say that Bazin could find
nothing good to say about conventions. Indeed they are for him the
gilding around the pure vision of veality - unfortunately a gilding
that de¥es in a way the vision never does. The symbol may provide
a moment of revelation, may ect as a key to the universe. Thus
Bazin can praise films that use conventions to generate rsvelations
of an unconventional nature. (His interest strstches beyond

realjstic cinema to reality itself).

To Bazin, Renoir and Flaherby were the pioneers of # cinematography
that upheld this aesthetic of participation in a subject =o that
the meaning may reveal itself. To Bazin, the Italian Neo-Realists
fulfilled the promises of such a method, " Rohmer was obviously
wrang o call Bazin's chofce of film arbitrary {although one may
yet take note of the point he wished to make) - indeed, what other
choice could he have made if his background has been sketched in
correctly. Neo-Realism was the perfect strain to feed Basin's
theories. In the film's of the Neo-Realists what the audience sees
is & view of life sparked by the tension between reality and the
image 85 they brought cinematic experience closer to lived
experience. In fact, they are o close to our everyday perception
that the experience talks for itself without the imberposition of
the filmmaker. The Neo-Realists, to this extent, appear to conform
with Goodmen's explanation that realism depends upon familiarity
but equally Neo-Reelism was he discovery of a new system of
representation which clearly points Lo the fact that the realism of
the Neo-Realists is based on & convention and not the achievement
of an ultimate resemblance. The Neo-Realists, according to Bazin,
choose one aspect of reality out of the vast floy of life which we
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can engage in all its mystery. As his biographer Andrew tells us:
“Bazin loved Neo-Realist ilms not because of what they told him
of cinema, but becaure of what they told him of reality’(Andrew
1978 pies).

Bazin sought images of reality, not abstractions, in the cinema.
Neo-Reslism was entirely devoted to this cause. It goes beyond
everydsy percepticn not through any technical tricks but by
concentration whick allows Cetails to stand out. (Bazin calls the
Neo-Realist camaraman a 'filter’}. The arrangement of the facts
(dramaturgy) is natural and they are presented independantly. What
this means is that the filmmaker has selected certain facts and
arvanged them ~ herein lies the art of the film: an inner
disposition within the disposition of the facts of reality - but
becauss the facts are independant they could as easily be
incorporated 1n a different arrangement. Two directors with the
sane fants would frobably come up with different arrengements.

Bazin suggests the relativist conclusion thet there are many
equally valid descriptions of the phenomenal.

This iy quite unlike the 'facts’ of fictional films. Fashricated
in the ficst place, they are 'fashioned' carefully to lock into the
£iln with no independant standing. Bazin's snalogy is that of the
rock as oppused to the brick:
1 will say this of the classical forms of art and of traditional
realism, that they are built as houses are built, with bricks or
cut stones. It is not a matber of calling into question either
the utility of these houses or the beauty they may or may not
have, or the perfect suitability of bricks to the building of
houses. The reality of the brick lies less in its composition
than it does in its form and strength. It would never enter your
hesd to define it as = pisce of cley; its peculiar mineral
composition matbers little. What does count is shat it have the
right dimensions. A brick is the besic unlt of & house. That
this is so is praclaimed by its appearance. One can apply the
same argument to the stones of which a bridge is constructed.
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They fit Yogether pe-Tectly to form an arch. But the big rocks
that iie scattersd in a ford ere now end ever will be no more
than mers rocks. Their reality as rocks is not affected when,
leaping from one to another, I use them to cross the river. If
the service which they have rendered is the same as that of the

btridge, it is because I have brought my share of ingenuity to
I have added the notion which,

bear on their chance arrangemen
though it alters neither their nature nor sppearance, gives them
a provisionsl meening and utility. In the same way, the
Neo-Realist film has a meaning, but it is a posteriorf, to the
extent that it permite our awareness to move from one fact to

another, from one fragment of reality to the next, whereas in the

classical artistic composition the meaning is established a ~

priori: the house is already there in the brick”(Bagin 1971 -
P99}, i

I

Thus for Bazin Neo-Realism and not "traditional Realism' more
closely approximates everyday reality which does not consist of

crossing readymade bridges but picking our way across stones to

ford a river, Bazin's advocacy of Neo-Reslism as opposed o . «

Realism appears to be ‘the film theorstical embodiment of Gaodman's
Position that elthough it {s familiarity tha®t sets the realistic
work apart, achievement of an even greater remlism is albtended by i
the notion of revelation, Quite apart from Bezin's belief in the
unique tis cirema in general enjoys with reality Bazin argued that

stendard (Hollywood) mode of representation to a

the move from tua
new (Neo-Realist) mode resulted in a new degree of realism. But is
this the tension between familiarity and discovery as definitve of
realism that is at the root of the term developed through the work
of Goodmen? A more detailed examination of Bazin's position would

sesn to indicate otherwise.

Bazin instets that it le to film's adventamge that it approximates .
our everyday experlence bscause it thereby shares in our
appreciation of the beautiful forms of nature. This eppreciation N
v Y is built on a knowledge of the genesis of that form, the very




knowledge that precludes our appreciation of artificial flowers.

Razin's theory humbles the artirt before the film he 'helped bring
about', but it also singles out certain directors as great
‘explorers’ in 'bringing them about!. They are the directors whose
rilns make available the grestest disclosures. For Bagin reality
is the result of an encounter between sn active apprehension and
the fiel? of phenomena within which it operates and these films are
the inatruments of reality. He talks of Cibizen Kane(Welles 1940)
end  paisd{Rossellini  1947) as  recording  Merleau-Ponty's
tawbiguities of experlence', es partlcipating in a reelity in which
cinema was directly involved:
“although they nse independant techniques, without the least
possibility of a direct influence one on th= other, und
possessed of tewperaments thet could hardly be less compatible,
Rossellini and Welles have, to all intents and purposes, the
seme aesthetic cbjective, the same aesthetic concept of
realisw"(Bazin 157, p3s).

Rosrollini's situation perhaps best illustrates Bazin's point about
e 5f life, art, polit out of tne ashes of the
Second World War Rosselliini, in exploring the orisis of his

country, created a fiim style which became a part of the culture it
wished vo documert, I% was not a film style born of moguls, studios
and stars,

Bazin felt he was championing the c.nematic equivalent of Esprit's

1 stance: s whol of approach which does not
nmake a logical analysis of the Bituation, A cinema of description
alons, personal perheps but not an imsginative reshaping of the
world. Russellini:
ML try to interfers the minimun amount possible with the imege,
wy interference 1s only to find the point of view and o say
what is essential, no mor

That iy why I insist really very
strongly that I am not an artist ... You can suggest and tell
people what you have had the possibility to collect, observe,

: e
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and to see. You can give, but very smoothly, your point of view
which is there as soon es you have made your choice. The cholce
comes from your personuljty, one thing altracts you more than
ansther ... My DUrpose le hever Lo convey a meseage, hever to
persuade but to offer everyone an observation, even my
cbservution. Why not?'(Sehultz 1971 ppls-16).

Bezin's work, no matter how fully one msy sketch in its
philosophiesl background, i chiefly a description of the realistic
nature of the cinema. At worst it is & statement of axjomatic
balief at the root of which lixs m conviition sbout the signifying
pover uf mature. The filmmaker is not some one who 'adds to' or
‘deforns' reality, but he:

U“forces it to Teveal its Etructural depth, %te bring our the
pro-existing relations which becone constitutive of crama’(Bazin
1867 p27).

It should be observed that Bazin's belisf that there are
pre-existi dons swaiting lation provides a built in
justification for the conclusion he will arrive at that a filn's
realism is at least ih part a revelation of ‘meaning' through shesr

re-presentation of spatial reality.

For Bazan the world is a world of possibilities - man can actuate
them:

"he representation of space ... opens to a workd of analogles,

of metaphors or, to use Reudelaire's words in another no less

poetic sense, of correspondences’(Bazin 1971 pgo).
s we have see, film alone ia the art form ontogenetically bound to
the universe, "It is cepable of re-presenting the spabrlial order
a8 completed in its own blocks of time". So film can isolate
aspects of spatial reality in a frame, mark off events into blocks
of time for rrarrangement as men encounters the universe, to ald
his perception and wnderstanding of what is limitless, It was his
bolief that these alds did not make nature submit to human
consciousness but only gave us a chance to lack at the
‘correspondences in the universe “as long-lasting and as closeup
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as you like"(Bazin 1967 p27). It is the great filamaker who, by
applying his gaze with sufficfent intensity, reveals a 'flood of
correspondences’ in the universe. Thus Rossellini is praised by
Bauin:
hers is nothing in his films that belongs to literature or o
poetry, not sven a trace of ‘the besutiful' in the merely
pleasing sense of the word. Rosseliini directs fects ... The
world of Rossellini i a world of pure acts, unimportant in
themselves but prepering the way (as if unbeknownst to God
himself) for the sudden dazsling revelation of  their
meaning"(Bezin 1971 plo0).

Similarily the films of Renoir and Welles, although dramatic
fictional sifuations on an artificial stage, carsfully maintain the
fleld of interdependant elements resulting in realism. Mesning
arises as relationshipn disclose themeelves in this field, The
directors job is fo or:iginate &nd then cbserve the development of
thess relationshipe. He doosn't create mesning, bim Jjob is
“franing the flasting eryatallization of a reality of whose
srvironing presence ohe is ceaselessly awary"(Bazin 1967 pol).

It i Cigizen Kana(Welles 1940) mbove all others that Buzin felt
forced him to louets & metaphysics within a styls of photography
and narrative. This conviotion came from the overt correspondence
between film style and arger conosrns when Bazin viewed the Film.
It had been rejected by the film world in Fards which followed
Sartre's line that it wos ‘pretentious' and ‘fatalistic'. Analyzing
the £ilr3 tenses, Sartre 'found' that the narretive technique of
Citizen Kano was sppropriste to litersture alons. Sartre saw the
role of oinema as &n art of the preserit tense appropriste to o
revolutionary consciousness and not a fatelistic geze into the
past. Against the ensuing £100d of condemnations, Bawin defendsd a
story and pictorial representation which he found corresponded so
clossly to his awn way of imegining reality.

Bazin believed thet the intense experience of Citizen Kane is a
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result of the identity of plot structure and “the structure of the
imsgev. It is a tale told in a spatiel atmosphere that envelopes
the viewer.
“Citizen Kane is unthinkable mhot in any other way but in depth.
fhe uncertainty in which we find ourselves s to the spiritusl
key or the interpretation we should put on the film ia built into
the very design of the image" (Bazin 1950 p36).
Bazin's best example is the autompted sulcide of Susan Alexander.
Another director would have built up drama by showing separate
inages of Kane outside the door, Susan, the poieon, Kane bresking
the door down.., Wells in one deep-focus shot shows Susan, the
poison and the door in the background with the seund of knocking.

4ore 18 a ‘global rendering' not an ‘enalytical construction

to . 1 editing seems realistic
because we have

"...the illusic: of being at real events unravelling before us in
an everyday reality. But this illuslon conceale Jn -s.catial bit
of deceit because reality exists in continuous space and the
screen presents us in fact with a succession of fragments called
‘shots', tha choick, ordor end duration of which conatitutes
exsctly what we call the ‘dscoupsge’ of the film. If we try by
an effort of attention, to perceive the breaks imposed by the
camera on the conti of the rep avent,
and try o understand why we are naturslly irsensible (to these

breaks) we understand thet we tolerate them bscause they give us
a the impression all the same of a contlnuous homogenous reality.
The incertion of o doorbell in closeup is sccepted by the mind
as if this were nothing other then a concantration of our viaion
and intersst on the doorbell, as if the camers merely snticipated
the movement of our eyes {Bazin 1930 p8l).
A eystem of conventions, called invisible montage, losds us to
socept B certatn order of things acoording %o Beman. Tt ds
invisible a8 it corresponds to the natural movement of our minds -
the sditor is creating what is psychologically real by matching the
flew of our perceptions. Welles' realism is of a deeper sort for
"under the cover of the congenital realism of the screen a
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complets  system of abstraction (had) been fraudulently

. ¥ 8 the of reality to the sense
of the »7tion" {Bazin 19850 p57).

Wellvs gives us a worls wnich 38 infinitely more interesting than

the drema itself by making "the action wnroll continuously in its

oun block of time" (Andrew 1978 p127).
“In reality when I am involved in =n action, my attention, !

directed by my plan, procesds likewise to & kind of virtusl shot
breskdown in which the objec effectively loses for me mome of .

1ts aspecta, to bucome lnstead a sign or = tool: but the aotion . .
remains always 1o the act of becommlng and the object is

constantly free to vecall for me ite objectivensss and ~
consequently to medify ny planned action. For my pert, I am at , .
cvery moment free to i longer will this action and to be [N
okened by reality which ceases then to oppear to me as just a }
box of taols" (Bazin 1960 p58)

Thue reality is, st least in pact, a free interplay between man and

the sbjects he perceaves. Conventional editing imitates our habit A .

»f organizing these phrcerbions by making them conform to a 'plot!.

For Bazin thia destroye our freedom o organize our fiedd of .
purceptlon and destroys tie autonomy of the objects (and thus the , i
posaibility of other 'plots'). N

"Claselcal editing totally suppresses this kind of reciprocal
freedom botween Us and the objeat. It substitutes for a free

a foresd shot where the logic of sach mhot
s controlled by the reporting of the action. This utterly
snaesthetizes our fresdom” (Buzin 1950 b56).
Wellee gave us more than a new style, he changed our conception of
the filmed evont ond the spectator of that filmed event. The key
word wss 'porticipetion'. The results extend beyond cinema.
Citizen Kane is a new conception of the universe nd men's place in
1t Traditional editing:
",...tends to exclude in particular the ambiguity imminent in
reality. It 'subjectivises’ the event in the extreme, since oach
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moment or p:rticle then becomes the forgone conclusion of the
director. Tms does not only imply o dramatic choice, omotional
or moral, but again and more profowndly, s taking of & posivien
on reality insofar as it is such' (Bazin 1947 ppeds-9).

Welles does not allow the sudience the comfort of 'focuzed'
cenceptions of life, drama, metaphysics.
“Depth of field ... forces the spectator o make use of the
freedom of his attention and demands, &t the same time, that he
feels the ambivalence of reality" (Bazin 1960 pS8~8}. :

Citizen Kane then is & natursl support for Bazin's philesophy -~ the
shilosophy of Merleau-Ponty, Marcel, Sartre and Espriy,  Welles
saig:
YA poet must seck out and cultivate his contradictions... I
demand that men should have the right to keep and %o encourage
his contradictions"{Clay 1973 p6s),
Not: for Bazin the role of cinema as simplifier of the world; rather
Velles' ‘personalist' task of wrenching meaning ard identity from
the ambiguity of expérience. The structures of Yelles' films are
forever questioned by the uncertainty of the universe beyond.

I esked the quastion 'is this the tenslon between familisrity and
discuvery chet is at the reot of realism according to Goodman's
definition of that term?', To which the enswer ‘no' must now be
given. The understanding of the notion of familiarity that Bazin
talks of a5 basic to Neo-Realist filmmeking is not the femiliarity
of a standard mode of representation thet Goodmen  felt
differentiated the realist work of art. It 1is rather the
familiarity of ‘conventionless rendering': ‘'images of reality’,
'the facts of reality’ ‘brought about' by the filmmeker wha offers
a 'long-lasting close-up' of 'pure acts'.  This s not the
familiarity of an established system of conventions such as Goodman
argues allows information to issue with sase. This is what Bazin
would understand as 'traditionel Realism'; he would read Goodman's
claims as donalist. On this

ng he would reject

i 4
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Goodnan because the familiarity o vrentional editing is not what
Bazin wants from a realist work. in-'sible montage 18 a deception

which may be psychologically satis ving but is not revelatory of
‘reaiity'. ln short, Buzin is arguing against realism as an effect
- he would argue that the famillarity suggested by Goodnan belongs
%o the realm of the conventional wheress his notion of femillarity

s somehow connected to a realism of a deeper sort.

But as much as Bazin may want to go beyond a psychology coaducive
fo realism in film to establish a special tie betwsen cincma and
reality on the basis of the meaning it can reveal through sheer
re-preseatation o spatial ceality, the facts argue against his
correlation of realism with revelation divorced from a standard

node of cep that s a8 1 as any other mode of
representation. Realism has to be created as an effect by the
filumeker working within the confines of the standard mode of
vepresentation. In attompting to generate the realistic effect the
filmmaker is confronted by o number of cholces which will sither
enhance or detract from the realism of the film. Bezin's attempt
% go beyond = 'peychology Of realism in film' to & realism
deriving from a Gheer re-presentation of spatial reallty ignores
both the filmmaker and the
of photography results in en lnevitsble, innocent reflsction of
‘reslity. ‘Thers is nothlug inevitable or inhocent about &
filpmakor's choiges in creating e realistio effect as thoss choices

ewer in assuring the mechanical nature

depend on the viewer's experdence of the world which is neither
innocent nor chjective. Rather our experience of the vorld is
encoded (as the chapter on sewdology will detail}: we modify and
reconatruct the world in order that we mey experience it. So too
the realist filmmsker must encode reality: hie Films can not
simply reflect reality, they must appsal to the viewer by reminding
him/her of the codes. As Roland Barthes (1§74) argued for
literature, film is a 'structure’ deriving from an interplay of
codes, The realist filmmaker has a story to tell - a hemeneutic
code - and a sat of actions o convey - a proalretic code ~ which
he relates to our experience of the world outside by means of
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referance to sccepted knowledge - the cultural cods - and "flickers
of mesning* - the codo of semes. This L8 how the realist filmmaker
generates the reallstic effect - by encoding reallty in a
perticular form snd relationship tu align the film with the
viever's exporience of reallty. The product of an encoding which
because of its form and the rolationship between the codes
corresponds to the viewer's esperience of reality is a familiarity
such that the viewer ¢ogs not even notice his ressing, choosing er
interpreting of the imeges. Thus contra Bezin it is familiarity
that $ifferentiates the Tealistic work end =o invisible montsge may
well be the choice of the fllmmaker striving for realiem. That
Bazin's notlon of realism can not encompass the familiar in this
senee and the discovery that attends the departure from ‘the
standard mode of reprasentation is the shortcoming of a tneoriet
Who refuses to acknowladge that realism is an effect relisnt on the
artist's sppreclation of the eppropriste cholce between familiarity
and discovery.  There ore no trutha to be discovarsd, no
nri-existing relations awaiting revelation, only the viswer's
bellefs concerning 'bruth! and o Bazin's definition of realism in
terms of his understénding of the Neo-Reelist tesk can not escape
the 1imits of what is peychologically realistic For the viewsr. In
the end that is all that 38 important and not some claim to o
reallsn that goes beyond film and forcas the viewer into a
personalist enquacy. i

But if Hazin is wrong about realism not involving convention, he is
right about the emse with which the realistic effeot is achieved in
film even if this can not be sald to constitute & unioue tis to
reality. The following chepter on semiology will oxplain, the
filnmaker mugt set up the conditioms of the 'illusion’ of realism
but equally it will show how film fosters *hat illusion and has
grest diffioulty in reproducing Sometning in & form diffevent to
experienced reality ond thus in a form conducive to thought. These
are two sides of the same coin and will be the subject of chepter
five.




5. REALISM AND SEWIOLOGY
CHRISTIAN METZ

The previous chapter approsched film with a specific saesthetic -
Bazin's realist aesthetic -~ based on particular beliefs about the
ontology of the photographic imsge and influenced by particular

philosophical rerni the ambi realities of

nature. If ‘reslism' as set oit by Bazin is not a prescriptive
aesthetic, 23 a theory of film it is both normative and evaluative.

This chepter will attempt to aprroach film with a specific set of
tools which will reveal the mechanisms behind the achievement of
contrastive realism, as cpposed to non-realism, as an effect without
attaching any specific values to those mechanisms. This will be
achieved by locking af how cinema communicates through studying its
minimal units of signification - signs - end the spplication of =
1inguistic model. Christian Wetz s Filn Lenguage(1974a) and Langusge
and Cinema(1974b) rank among the more important attempis at setbing

out @ semlology of the cinemu.

In effect, to deal with the guestion of realism it will be necessary
to incorporate both of Gilbert Cohen-Séat's possibilities for the
semiotic study of filn (Metz 19742 po0):

« the the b of codes, signification in film,
films in effect cut off from their genesis or results/effects and

~ the filmic: the relationship of film to the world outside of film,
whet the signifying codes embody psychologicslly, soaiclogleally,

culturally and aesthetically.

Metz himself has very little to iay explicitly about 'realism' spart
from the first chapter of Pilm Language entitled "On the Impression of
Reality in the Oinema” but even this forms part of & section devoted
to Vphenomenclogical Approaches to Film'.  But implicitly film
semiotics must confront realism not least because realistic cinema

[ —
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remains the morm. It is true however that as long s there was only
one 'realistic' film we could ask how it-achisved that effect. If

which the ignty of artistic and
experimentation in processes of signification, were the nporm in

1 ic art could the 1llusory nature of
reslism, dealing with it as just one more, unprivileged mode of
signification, focussing on the codes of art rather then its effects.
But it is realism, which does not expose the gap between artifice and
reality, that is the norm in cinematic art and so film semiotice must
confront the mechanisms of the realistic effect.

This is not to ssy that the filmmaker is unable to vmbark on a
modernist exposition of the srtifice of his creation. But the
Fellinis of filwmeking are far fewer on the grownd then bhe
Rosssllinis - and with good reason. There is nothing easier for a
filmmaker than to create the illusion of reality - this is a function
of the metonymic character of the film medium. As David Lodge (1977)

explains:
“We move through time and space lineally and our sensory experisnce
is a succession of contiguities. The basic units of the film, the
shot and the scene, are composed along the same line of contiguity
and combination, and the devices by which the one-damn-thing-

after-another of experience is rendered more dramatic and

1 are 11y devices that operate
close-up that rep the

whole by the part, the slow motion sequence that retards without

along the same axis: the

rupturing the natural tempo of successiveness, the high or low
angle shot that ‘defamiliarizes', without departing from, the
action it is focused on. Consciousness is mat, of course, bound %o
the line of spatio-temporal contiguity, in the way that sensory
experience is, put then film does not deal very much or very
effectively with consciousness except ivsofer as it is manifested
in behaviour and speech, or oan be reflectsd in landscape through
the particular fallacy, or suggested by music on the soundtrack"
(Lodge 1977 p8a).

The outcome of this metonymic character of film is thet once the
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so-called language of film has been acquired by the viewer, the
version of reality offered by the cinema in turn acquires a
‘naturalness’ for the viewer. The viewer is induced to accept the
truth, the objectivity and cbviousness of what is shown while the
processes of production of this mesning are not apperent. Thus film
semiotics, in its confrontation of the mechanisms of the realistic
effect confronts ideologically loaded images that would haee the
viewer believe that they are images of 'the way things are' and indeed
that 'this is how things ought to be'.

How then 43 o semiolugicel study ewarked upon, that the processes of
the production of realism may be revialed?

Semiology may be describei as that approach which applies the method
end findings of structural !inguistiss to the study of non-linguistic
sign systems. Tnis approach is based on the work of Ferdinand de
Saussure:
"A science that studies the 1ife of signs within society is
conceivable; it would be peri of @ social psychology and

of general i 1 shall call it semiclogy (from
the Greek semefon 'sign'). Seminlogy would show what constitutes
signe, what lews govern them. Since the science doss not yet

exist, no one can say what 1t would be; bub it has a right to
existence, a place staked out in advance. Linguistics is only a
pert of the general science of semiology; the laws discovered by
semiology will be appliceble to linguistics, and the latter will
ciroumscribe s woll defined erea within the mass of anthropological
facts® (Saussure 1959 pls).

and Charles Saunders Peirce:
“Logie, in its general sense, is as I have shown, only another name
for semiotic, the quasi-necessary or formal doctrine of signs. By
describing the doctrine as 'quasi-necessary', or formal, I mean
that we observe the charscters of such signs as we know, and from
such an observation, by a process which T will not object to naming
Abstraction, we sre led to statements, eminently fallible, and
therefore in one sense by no means necessary, as to what qust be
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the characters of all signs used by a 'scientific’ intelligence,
that is to say by an intelligence capable of learning by
experience’ (Peirce 1936 227).

Approaching non-linguistic sign systems os languages by employing a
linguistic model works to the advantage of any investigation as it
ensures the treatment of what may otherwise appear ¢ be ‘natural
signs', having intrinsic meaning and therefore not requiring
explanation, as signs whose meanings are the product of culture and
convention {in short like the apparently arbitrary lingulstic signs).
The better understanding of film as a sign system that semiology
offers is achieved only through a formal study of signs and a precise
applicaticn of the linguistic modsl. While the latter task will be
undertaken through the work of Christian Metz, the account of signs
that 5 of immediate concern here requires an investigation of the
sophisticated classification proposed by Peirce in his "Speculative
Grammar, or the general theory of the nature and neaning of signs"
{Peirce 1936 1.161).

Charles Saunders Peirce

In turning to Peirce, the aspect of his account that is of some import

for the concerns of this dissertation is his distinction botween three

different kinds of signs.
“There may be a mere relation of reason between the sign and the
thing signified; in that case the sign is an icon. Or there may be
a direct physica. vonnection; in that case the sign is an index.
Or there mey be a relation which consists in the fact that the mind
associates the sign with its object; in that case the sign is a
name [or symbol]"(Peirce 1936 1.372).

An lcon is something that is relsted to 4% cbject by similarity
whether or not the object exists.
"an icon is a of whet it rep and for the mind
that interprets it es such, by virtue of its being an immediate
image,thet is to say by virtue of characters which belong to it in
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itaelf os & sensible object, and which it would possess just the
same were there no objech n nature that it rescmbled, and though
it were never interpreted e o sign/{Poirce 1936 4.847).

Peirce's definition is of an iconic potential sign:
An fcon is @ sign vhich refers to the Object that it denotes merely
by virtue of characters of its own, and which it potsesses, just
the same, whether any such Object exists or not, It is true that
unless there is any such Object, the loon does not act as a sign;
but this has nothing to do with its character as a sign. Aoything
whatsoever, be 1t a quelity, existent individual, or law, is an
icon of anything, insofar es it is like that thing and used as a
sign of it"{Peirce 1936 2.247).

If we consider whit we call ieons it is apparent that there are no
pure icons. For example, a diagrem or portrait may very well be a good
example of an icon but it has no valve apart from conventions and
synbols, Something has to indicate th: respects in which the diagram
is representative, And of 2 portralt Peirce would argue that it is an
icon in so far as the viewsr forms en idea of the person it
represents. . ’
“But, in fact, it is not a pure icon, because I am greatly informed
by knowing that it is an effect, through the artist, caused by the
originals eppearance and is thus in a genuine obsistent relation to
that originalt{Peirse 1936 2.92).
In fect the closest analogue of an Scon is an idea. An icon
“is of the nature of an sprearance, and as such, Strictly speaking,
exists only in consciousness, although for convenience in ordinary
parlance and when extreme precision is not celled for, we extend
the term icon to the outward objects which excite in consciousness
the image itself”(Pelrce 1936 4.447}.
Nevertheless & sign is called an lcon irrespective of its mode of
existence as long as it functions by means of similarity.

An index is something related %o its object because of =& real
cot ection betwsen it and the object.

“An Index is a representemen which fulfills the function of a
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by virtue of a which it ¢o'1d not have if
its object did not exist, but which it will continue to have Jjust
the same whether 1t be interpreted as a representamen oF
not"(Peirce 1936 5.73),

As with lcons the sign vehicle and its relation to its object exist
independantly of its ever being actuslly used as a sign.

Peirce describes the functiun of indexical meaning as something which ‘
“forces the atbention to the particular object intended without i
describing it"(Peirce 1936 1.369), :

fThe polnting finger is an Index: it has a spavial relation to its ;

ocbject and directs attention. As to the purity of indices, comsider L

cause-effect relationships. i s
"Insofer as the Index is affected by the Objsct, it necessarily hes iy
some Quality in common with the Object, and it is in respect of
thess that it refers to the Object, It does, therefore, involve &
sort of Tcon, although en Ioon of @ peculiar kind; and i% is not a
mere resemblance of its Object, even in these respects which make
1t e sign, byt it in the actual modifieation of it by the
Objectv(Peirce 1936 2.248). '

If we turn £o lenguage, wa are soncerned with degenerate indices - not
real comnections which mssure us of the reality of the object as fn '

the cuse of genuine indices discussed above,
Every subject pertekes of the neture of an index, in thet ita
function 1s the characteristic function of an index, thet of
foreing the sttention upon its object. Vet the subject of a

symbolic proposition cannot strictly be an index"(Peirce 1936
2.357),

It is the menner in which a grammetical subject functions, or for that
magter pronouns or proper names that allows Peirce to call them
indices. That is, not in the strict sense but simply because of their

denotative function. A word can not be an index but 1t can

"call upon the hearer to use his powers of observation, and o
establish @ real connection betwesn his mind and the ohject"(Peirce

; 1936 2.287),
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In & similer vein, quentifiers, in so far as they give direckions for
selecting the subject of the propesition, are indexical as are
directions which bring the interpreter into connection with the
intended object.

“4 symbol is a law, or regularity of the indefinite future"{Peirce
1936 2.293).
The symbol is related to its object by virtue of a habit of
associat
"... the f[symbol] is the general name or descriptien which signifies
its objest by means of an association of ideas or habitual
connection between the name and the character signified”(Paivce
1936 1.369).
For this reason there can be no actual - potential distinction for
symbols: the sign vehicle is related to the.object by a mind. This
is why peirce calls symbols genuine signs - the foundation for the
sign relstionshlp comes from the fact that the relation is triedic,

Note that the symbol is not the same as the token. One may erase a
word {token) from & page but that does not erase the symbol (typel).
The function of the sjmbol is to bring gemerality to the sign's
procesa:
"Such signs are aluays abstract and general, because habits are
general rules bto which the organism has becoms subjected"(Peirce
1938 2.360).
The manner in which the symbol carries this out is to influence the
images, concepts and actions of the interpreter,
“The being of a symbol consists in the real fact that something
surely will be experienced if certain conditions be satisfied.
Nemely, 1t will influence the thought and conduct of ita
interpreter'{Peirce 1936 4.447}.
The interpreter Sees a ftoken of the =ymool and assooiates a mental
icon with the objects denoted by the symblo in that context. This
associative habit is the symbol.
Vany ordinery word ss ‘give', 'bird', 'marrisge' is an example of e
symbel. I is appliceble to whatever may be found to realize the
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idea connected with the word: it does not, in itself, identify
those things. It does not show us & bird, not enact before our
eyes @ giving in marriege, but supposes thut we are able to imagine
‘those things, and have associated the word with them"(Peirce
2.208).

For the symbol the qualitative possibility is the icon and the
existent is the token. The eymhol consists in the fact that the
quallty will be associated with the existent. It is this habit of

association and not the icon or token which embodies generality.

Fitzgerald explains Peirce's divisicn of signs as follows:
"If we are able to reason about the objects in the world, we must be
sble to recognize similarities hotween one object and another.
Such & process requires the use of icons. But an icon, which of
iteelf {e a potential eign, requires that thers be an interpreter,
who is sble to take note of the features of similarity. It is only
by reason of this latter process that generality enters the sign
process. But when generality entors, we have thirdness of law, so
we are concerned with symbols. However, the icon and the symbols
of themeelves sre not sufficient, since nelther of them indicates
the subject of discourse.  Indices ars needed to bring our
atbention to the objects to which the symbol and its accompanying

icon apply"(Fitzgerald 1966 p66).

Simply to extract the dimtinetion between icon, index and symbal from
the brosder concerns of Peirce's theory of the nature and meaning of
signs s to simplify his work to the point of misrepresentation.
However a8 Peirce himself did not evince any particular soncern with
aesthetics it has proved necessary for commentators to isolete that
wres of his philosophy which is appropriate to their concerns. It is
parvinularily the upshot of Peirca's distinctlon batween the three
kinds of simng which has besn seen to be ipportent in the field of
aesthetics, and specificelly film.

Peter Wollen has been a central figure in exploiting Peirce's triadic

PRI
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distinotion for tne amelysis of film.  Wollen arrived at his

conviction about the importance of Peirce's distinction, ss opposed to

the more generally adopted Suassurian account of signs for

semlological £iim analysis, via the work of Rowan Jakobmon who:
Upointed out that whercas Ssussure held that signs that are wholly
arbltrary realise better than the others the ideal of the
semiclogical process, Peirce believed that in the momt perfect of
signa the iconic, the indexical and the symbolio would be
amalgapated as nearly ss possible in equal proportions” {Wollen
1982 p142).

Wollen in Signe and Meaning in the Cinema (1962) (one of the major
English lenguege texts on semiology and film) suggests that the
cinematographic image s such an amalgam with few rivals in the world
of communicatien. In a film one is confronted with sll three modes of
signifying slternately. Consider the remartoble ant-covered hand from
Dali and Bunuel's Un Chicn Andalou (1928).
“Iconic, indexical and symbolic values are ell present: the image
13 striking for its own sake; it is a measure of the infestation of
the sout of the owner of the hand; It xs certainly symbolic of a
more general malaise) as well. It is metonymic, bacsuse the ants

are an ‘'assonisted detail'; it is alsc synecdochic, because the
hend is o pwrt that stende for the whol:. Finally, the source of
the image seems  be u trope; o verbal pun on the French Idion
‘avuir des fourmis dans les mains', 'to have ents in the hend', an
expression equivalent to the English 'my hend im asleep'. By
llustrating the furn of phrase literally, Dali and Bunuel extended
the trope so that & common experienca is turned into a striking
eign of decay"(Monaco 1981 pl4l),

Wollen's argument s thah
“In fact the aesthatic rictness of the cinema springs from the fact
that is comprises all thres dimemeions of the sign: indexical,
dconic and symbolic. The great weskness of almost all those who
have written abou: the cinems is that they heve taken one of these
dinensions, mede .3 the ground of thelr mesthetic, tha 'essentisl’
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dimension of the cinematic sign, and discarded the rest. This ie
fo impoverish the cinema. Moreover, none of these dimensicons can
be discounted: they are co-present. The great merit of Pelrce's
snalysis of signs i5 that he did not sse the different sspects as
mutually exclusive, Unlike Seussure he did not show any particular
prejudice in favour of one or the other, Indeed, he wanted 2 loglc
and a rhetoric which would be based on all three ospects. It is
only by considering the interaction of the three different
dimensions of the cinema that one can understand its eesthetic
wffectt (Wollen 1382 plal).

There oan be no precise distinction betwesn signs in a film, merely a
Giscussion of the prevalence of one mods of signification at the level
of units, signs, sequences or the whole work. Along these lines lLee
fussell (19 ) posits the predominance of one dimensiun over the
others throughout film history. Thus the films of Von Sternberg,
Ophuls, Reshais, Antonioni, Rosi and Petri belong to the iconic
dimension olong with various 'underground’ works by Warkopoulos,
Warhol, Patella, Schifano and Rosbosch. The films that belong to the
indexical dimension wosld be these of Flaherty, Hurneu, Von Stroheim,
Renoir, Welles, Wyler, Rosselini end the Italian Neo-Realista. The
symbolic dimension is most obvious in the filme of Eisenstein,
Resnals, Pac-lini and some Godard.

The exact categarization of filws on this besis is not of any direot
concern hera, however it will be of interest to take ane or mare
£11m{s) from each of Russall's groupings and attempt to understand the
perceived realism of the workis) {n terms of the predominart
dimension.

Joseph Von Sternbare helanga to the iconic dimension, At the same
time his films stend in opposition to Realist cinema. Everything may
ba taken from socio-geographic reality ~  real bost is filmed an e
veal beach, and real walls under & real sky in The Salvation

Hunkers(1925) = but it is all materiel for the elaboration of a purely
filmie miliau, Von Sternberg sets out to destroy the existentiml bond
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between tha natursl world and the filmic image. Ho stressed the
pictorial character of the cinema - he saw himself as the suteur of &
f1lm equivalent to the auteur of a poen despite the mechanical nature
of his medium, Thus he was at pains to set up a filmic discourse at &
distace from the wurld =
"a world governed by laws other than those of imitation and
representation, and certalnly other then thesa of everydey
causality" {vlaude Ollier in Roud 1980 p950).
As Vollea puts it:
It was the iconic aspect of the sign which Von Sternberg stressed,
detached from the indexical in order %o conjure up a world,
comprehensible by virtue of resemblanses o the natural world, yet
other than i, a kind of dream world, & eterocosm’ (Wollen 1862
PL37}.

What Von Sternberg exhibics s that e suressing of the lconic aspect
of the sign ls compatible with anti-Realist filmmaking., In the very
Tirst chapter, Goodman began his account of ruelism with the statement
that resemblance is neither a sufficlent; nor necessary condition for

P and afore resembl can 110t be besic to realism.
Rather Goodman pointed’ out i€ fs the mode of representation that
generctes resemblanue.  In thu case of the cinematic image tho

mechanical nature of the recording camers invi.tes the iconic dimension
of the sign. However, mnd here ie 3 vindication of Goodman's position
on resaublunce, If the tndexical nspect is suppressed no amount of
stress laid on the iconic aspect will generate realism, The films of
Von Sternberg are tha fulfillment of his anti-Realint sesthetic: his
seta may resemble the netural world with meticulous attention peid to
every detail but they are not realistic in effect. They ere atrictly
sterestyped vorlde ~ a8 close Bs possible to the commonally admitted
givens, corresponding exactly to what ie expacted. But by virtue of
the misg on scdne, the lighting, the delivery of lines, characters
relations to objects end gestures, the remult is a wholly artificial

apace organized by the director.  The director of films like
Horoceo(1930) and The Devil is a Womon{1935) is actuslly subverting
the by framing, el 4 1 - the
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st veotyps and the system of representation that underlies it. In its
place is a non-realistic 'universe apart': aesthetic and abstract.

In fact Von Sternberg provides further vindicatlon of Goodman's
dismissal of accounts of realism which implicitly argue from the
‘lconicity premise’, The very nature of the cinematic image as the
product of A meshanieal recording device supgests it is a claiment of
the title ‘closest possible copy of an object’ but s f£ilm like The
Saga of Anatshen (Von Sternberg 1953) indicates that this is no
guarantee of realism. Further, film ss the 'clogest pozsible copy of
an object' offers perhaps the highest probability of sonfusion between
representation and representamen and yet a Von Sternberg film like The
Blue Angel (1930) shows that decpetion has no direct link to realism.

The salient insight to be gained from the rilms of directors like Von
Sternberg working in the icnic dimension {5 that deapite the
familiarity of what is presented because of the use of a standard mode
of P! the that is thereby is no
guarantee of realism. The cinematic sign {s an amalgemation of the
iconic, the indexical and the symbolic. The detachment of the iconic
s8pect from the indexicdl generates a work of art that offers only @

surface resomblance to 'the natural ‘world! but not thereby a
familiority that allows 'information to issue with esse' to the
spectator.

Familiarity of the sert importent to realism is far more the preserve
of the filwmakers who belong to the indevinal dimension. A glance
through the list reveals that these are o filmmakers around whom
Bazin developed him ealist sesthetis, 1t will be recalled that thls
was an oesthetic which shunned 'mere resemblance' in favour of en
existential bond hetveen fact and image, between world and film. Of
the machanical reproduction of reality ke wrate: :
“The photograph proceeds by means of the lens to the taking of &
veritable luminous impression of light - to a mold, As such it
caries with it more than mere resemblance, namely & kind of
tden:ity «." (Bazin 1967 pY6)




“The photographic image is the object itself, the object freed from
the conditions of time and space, by virtue of the very process of
its becoming, the being of the model of which it ie the
zepurduciion; it is the model' (Bazin 1967 pld).

More specifically it was the filmmekers of the Realist tradition who

used desp focus to maintain the spacial unity of scenes and thus

presenting tne event in its physical entirety ond it was the

Neo-Realists who made films from 'the fragments of raw reality' -

shooting on location, without a script, using amateur actors -

sllowing the world o reveal itself rather than imposing en
interpretation on it.

None of this serves o argue that a director in the Realist tradition
nas to be a documentarist. When wnic steals a bicycle in Bicyle

Thieves (De Sica 1948) it is a scene 'set up’ for the camers, not some

unwitting thief trapped by a hitden camera, yet this is a Neo-Realist
work. But does this @mean we have than %to argue that the actual
existence of subject of a film, having been found rather than made, is
an explanation for a films veslisw: Antonic existe, 5o does the
bicyele and the scene uhfclded in exactly the way reproduced by the
camera Bazin arques. He suggests that it is our awareness of this,
the peychalogical powsr which this attaches to the cincmatic image, is
the rost of the film's realism. But equally troes a<d sets in The
Sage of Anatohan exict - no amount of painting with aluminium paint
could alter that fact. The viewer's awareness of the aluminium
painted treas' ontological status does not rake she film realistic for
the viewer. Sorting into realistic and unrealistic does fot procede
on the basis of ontological categorization. It was Goodman's
arguement thah any sorting we do is on the basie of kinds of woris
without reference to the ontological status of thetc which they denote.

The kind of work that is realistic is a real-object-work. Bicycle

hieves is realistic not b. :ause Antonio is a real person but because
it is a real-person-work and The Saga of Anatahan is unreallstic not
because silver trees ars unreal entities but because it ia an
unrenl-obect-work.




Tne existentisl bond between the cinematic imege and the object is
gueranteed by the mechanics of the filmmaking process (except in
extrema cases such as Mclaren's cxperiments with direct marking of the
celiuioid) irvespective of the falmmaker's realist or anti-realict
intentions. The indexicality of the cinematic image mey force the
viewer to accept as real the existence of the object reproduced as
Bazin claims but as has already been argued the question of the
objact's ontology has no direct bearing on the realism of the imege.

Indexicality i5 a poverful aspect of almost every cinematic image
hence the ready psychological power for the maker of realistic cimema,
Hat being a gusrantes of realism it is merely at the dispossl of the
filmmoker who wishes the viewer to believe what he sees. By producing
a resl-cbject-work the filameker creates a 'true version' - something
that the psychological power that aStends the indexicality of the
cinematic image mokes us belleve it 2 ‘'true' representation of
‘world'. For Goodman it was the making of a 'true version', 2 new
means of realistic ) that a 'revelation’. It is
specifically the filmnakers of the indexical dimension who have

4 such p: from standard practice as to
‘discover' B ‘new degree of realism'. Welles and later Wyler vho
pianeeved the yss of deep focus and the Neo ~Realists, like Rossellini
who dispensed with sels, Scripts and Studio actors, were departing
from standard practice and 2o achieving u revelstion as the viewer
'sews anew’. The new degree of vealism is directly related to the
active role of the viewer who believes that the new practice renders
the ‘reslity' more successfully. But the sign ects es en icon and
index at one pnd the same time - the cinematographic image unites
these two modes since the perceptor's discoveries are directed by an
impulse 2t least partly siructured around resemblance. As Bagin would
hsve Lt ‘the closeness of realist films to our everyday perception
allows us to disowver in them the 'equivalences’ in the universe. Ko
smount of viewer awsreness of a Tilm's indexicality will allow a film
detached from the iconic dimension of the sign o result in a new

degree of realism.
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If the iconic and especially the indexical aspects of the cinematic
sign seen to have the capacity for an explaration of the realism of
the imege, that is because they are the most powerful aspecte of the

cinematic slgu. The Lhird aspect - the symbolic - 1l secondary and

limited. Despite myriad theories of film which sesk to exprain the
cinema by amalogy with an actual langusge as opposed to utilizing 2
linguistie model, apart from the verbal sounds of spesch and the
graphic form of credits, the cinema is primarily indexical and iconic.
In the visual imsge, the musical soundtrack and the sound effects the

symbolic dimension is submerged.

The {conic dimension of the cinematic image is in part separable from
the sysbolic dimengion. It has been argued in this paper that
resemblance is a product of representational prastices and further
that the mode of representation which is most realistic is established
by convention. 1In other words it is the habit cf association (the
symbolic) that is the underpinning for the icomic dimension of realist
cinema. The symbolic dimension in this way servis to underpin the
todexicel dimension also, for the jconic dlmensien itself underpins
the viewer's awireness of indexicality that results in the revelations
of a new degree of pealism, The model of reality is the filmmaker's
construction. its icanicity an ewplicit oreatisn of the director, the

cinemstographer, the production designer ... .  The perceived
indexicality which engendere the psychology of realism in the viewer
springs in part from the iconicity of the representakion which is
iteelf a conventionally established associative hebit of the spsctator
usad by the filmmaker to generste realism and st the same time making
that reality meaningful in an ebstract sense. The symbolic dimension
of the signs of the cinema and their ordering open up & whole domain
of meaning within the model of reality created by the filmmmaker.

This in itself is not a guarantee of a film‘s realism ss is evinced by
the fact that the films which explore this symbolic dimension most
explicitly number among the least realistic creations of the cinems,
L'Annse Depnidre s Marienbed (Besnais 1361) being an obvious exemple.

Bub ¥he symbolic cen end does work towards the revelavion that is part

i
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of remlism: it gives the viewer a new frame of reference through its
particular o of the 1, a ion that goes
through to reality itself. This is the realism of which Bazin wrote
when he argued the cese for Cibizen Kene(Welles 1940) which aid net

merely give
“the illusion of being at real events unravelling before us in an
everyday reality” (Bazin 195Q pSi}
but rather
"forces the spectator to make use of the freedom of his attention
and demands, at the same time, that he faels the ambivalense of
reality" {Bazin 1950 p58-8).
But the symbolic dimension remains equally the preserve of Antonioni
and his grey-painted fruit on e strect barrow, red cabin on the
waterfront and bedroom suffused with pink in BRed Desert (1964),
Resnais and his geometrical gardens and endlesw corridors in L'Annge
Dernidre a Marienbad (1961) and Rossellini and his children and babiss
(born and unborn) in Rome Open City (1845), each one of these a
director whose work reflects a predominance of a different mode of

signification.

Thus armed with @ Peircean account of signs end i4s extrapolation into
the realm of film, one must turn to de Saussure to provide &
lingvistic wodel to epply vo Sign systems and more specifically %o
christian Metz for an understanding of film as a sign system. By
approaching £1lm in this way the mechanisms behind the achievement of
realism as an effect will be vevealed.

Having suggested how Lee Russsll's theory (1974) that one dimension of
the sign may predominate over the others in different filmmaker's
works may be related to the perceived realism of those works it
remains to be said that such an cxercise is based on the sssumption
that we can isolate signs in the cineme &= one can in & language.
But, as will become apparent from the investigetion of Metz's
semlology of film, film cannot be equated with natural language.
Signs approximate words but the cinema has no words, only sentences.
The shot in a film, as will be pointed out by Metz, is not the

[
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equivalent of the word but rather of the sentence. Cinems, in short,
is all syntax and syntax can not be icomic or indexical. It is
therefore unclear what it could mean to relate realism to the
predoninance of a dimension of the sign in a film,

What can be argued is that the Peircean amalysis of the sign is meant
to epply ‘'metaphorically’ to the cinema. It is a classification
picked up by commentators to suggest that items other than signs may
produce the effect of icenicity, indexicality or symbolicity and thet
these effocts may relate to the realism of the work. This is to argue
that while syntax cen not be iconic or indexical ar symbolic it can
produce these as effects and so film can accrus the realism that it is
cgued is related to the predominance of one or other of these
gimensions in the work. This in part accounts for the ease with which
£iln can attain the realist effect but it would be going too fer to
posit a unique tie between film snd reality.

Christian Metz

It is to Metz we must now twrn for a specific eppilcavion of the
linguistic model to film to revesl the muchanisms behind the
achievement of realism as an offect.

Motz embarks on his semiological study by drewing the distinction that
needs to be made far an epplication of the linguistic model to film:
that film is 2 languege and n. a langusge system. The distinction ie
derived from de Saussurs's A fourse in General Lingnistice(1989):

- lengusge (in general) or langage is the universal capacity for

utterance or discourse;

- @ langiegs system or langus is & particular, orgsnized, articulated
system of communication and

- speech or parole is an individusl realization of the pobential
inharent in a language system ~ & particular act or instance of that
systam.

Thus film for Metz is not & language syctem {langue!, like English, it
v & language (langage) which includes various language systems. Metz
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glves three mein veasons why film is not a language system:

(1) The maln reason it is not a language system is that it lacks
double erticulation;  there are no phonemes combining into
movphemes/monemes, minimal units of sound becoming minimal units
of meaning, (second articulation to first articulation). This
ability of language to function at the two levels of sound and
meaning (its power of double srticulation) is denied to cinsma
where cinematic signifiers are nmore closely tied to thelr
signifieds. Cinema simply presents us with images which are
reslistic representations and sounds that are accurate
reproductions.  The signifiers can not be broken up without
breaking up the signifieds also. In other words there is no wey
of breaking up the image of a man talking so that it can function
with other imagas to produce different senses as the word 'talk'
can be changed to 'talking', 'talked’ or ‘talkative!.

(2) The image can not be as the el 1 ivalent of the
word {as held by Kuleshov and Pudovkin). A shot in a film gives
more information than a word, more then a minimel unit of meening.

Metz's famous dictum is that & shot of a tiger says: ‘'Here is a
viger", not just “Tiger®. No dictionary of the cinema is
posaible. . :

{3} The relstion between image end meaning derived is motivated. de
Saussure asserts fthet +the relation betwesn the linguistic
signifier (the acoustical imege) and the signified (the ‘meaning’

of lhat image) is or . The i
between the two ls conven"ionally estahlished and the rTesultant
sign is part of the language system, By contrast the visual image
such as the one presented to us in film actually resembles the
referent. There is a motivated relationship between signifiar and
signified:

"the signifier is cuextensive with the whole of the significate

[signified], the spectacle its own sigrification’(Metz 1974

P43},

For Metz oinema 3 thus a languege:
{1) It is not a language system comprised of signs  for
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intercommunication, it is one way communication. MNo respanse to
the signs presented on the screem hes any impect on the objective,
formal configuration of the image. A8 we cannot 'converse' with
images the film's syatem of communication is always used
poetically.  What this means is that cinema, unlike verbal
langusge, lacks @ 'basic’ or non-poetic usage' - a longstanding
system which is adopted and then pertaps 'deformed’ by povtic and
artistic sensibilities so that the discourse can Vspeak a new
meantng®.

2) It does not even have @ grammar as far as Metz is concerned. What
would an ungrammatical fils constructitn be?  We muy not like or
find a particular choice of image or a particular sombination of
images familiar but does that mean it is ungrammatisal and
nongensical? The film has a natural expressivity - the filmmaker
'directs' thase expressions tn signify hiz own meaning not
According to fixed rules.

(3) It does not have the double articulation which ccnstitutes the

aritrary signs of a language syatem:
“the image is first end always an imege. In 1ts perceptusl
literalness it -reproduces the gignified spactacle whose
elgnifier it is; and thus {t becomes what it shovs’(Metz 1874s
»78)

and

“from the very first an Lmge is nob the indivatio: of something
other than itself bul the pseudopresence of the thing it
contaiast(Metz 1974a p76).

Wetz here sligns himself explicitly with Bazin by asserting that

the photograph is the only kind of image

“thet cen give us the apsolute certainty thet graphic outlines
ere foithfully respected (because their representation is
obtained by @ process of machenical dupllcation) mnd vhere, in
some way, the actusl object has come to print itself on the
virgin fila" {Metz 1974s pld),

It wes Bazin's theory that 1t is thls that "forces” the viewer

. to gccept the existence of the object reproduced, actually

re-presanted, sst before us, that is to say, in tine and spacet

- Bk m e eitn
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(Bazin 1967 pid)

The notion of language only really comes into its own when dealing
with Tlimed narratlves according to Metz:
icinenatographic language’' 1is first of ell the literalness of a
plot" (Metz 1874a p9g).
The reality conveyed to us through tmages is the reality of a work of
art presenting us with a narrative which external reallty does not
g.ve us, Thus cinema is & languege
“to the extent that it orders signifying elements within ordered
arrecgements different from those of spoken idioms - end to the
sxtent that these eclements are not traced on the peresptual
configurations of realty itself (which does not tell stories),
Filnic manipulation transforms what might have been a mere visual
transfer of reality into discourse’ (Metz 1974 pi05),
Discourse is the {ilmmaker's use of the combinative aspect of spesch
s that the code of language can be made to express his personal
thought. Metz explains that this discourse depsnds on five cinematic
ccdes !
“ghe visusl image, the musicel sound, the verbal sounds of speech,
sound effects, end the graphic form of credite” (Metz 1974b p16}.

Metz confronts the codes of the filmic system in his semlotice by
dealing with ‘significalion' by & 'code' in @ 'text'. Signification
exists In the sign values, the messages, we perceive. It is in fact
the process of asserting such messages by mesns of a system of signa.

Thege messages are coded in 'texts’,

Staniey Kubriek

The 'texta' that will be confronted by Meta's semiotics in this
dissertation will be the filme of Stanley Kubrick., This choice stems
from the fact that Kubrick's 'filmed nercatives' fall roughly into the
category of ‘commerclal oinema' and mo evines the 'realistio’ cinema
norm. They therefore provide ample mcope for the investigation of the
achigvement of the realistio effect by the director, a task which is

—
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mede slmpler by the fact that Kubrick 13 one of cinema's most execting

‘teohnical artists' drawing on a vast array of oinematic devices to
generate the required effect. Although this effect may not aluays be

one of realism, it will nevertheless become spparent from the body of

his work with yhat consumate ease cinems is copable of producing
realism and how the same can not be seid for non-realism. Kubrick's '

range of subject matter emphasizes this point, ranging as it does from .
the science fictlon of 2001 A Spmce Odyedey(1968) and A _Clockwork

|
i

Orange(1871) to the costume drema of B Lyndon{1975)  the i

supernatural/horror in The Shining{1980) and the Victnan Wer in Full !

Metal Jacket(1987). Refarence will alsc be made to the puclear i :

spocalypse black comedy Dr Strengelove(1864) and his esrlier works L

Lolita(1962), Paths of Glory(1887), Ihe Killing(1956}, Killer's
Kis5(1955), Feer and Dosire(1953) and tho disowned Spartacna(1ese).

The discussion of reallsm in terms of Kubrick's body of work dismisses
any preconceptions sbout realisn's dependance on Subject mabter. A
voyage to Jupiter and @ haunted hotel, Thackeray and Burgess, nuclear
apocalypse and the Vietnam wer are all grist for the Kubrick mill and
yet each Filn renains vedded to roalism often in spits of rather then . .
because of ite subject natter. . R
The choice of Kubrick's filus to conduct the enulysis of reslism
tnnediately evtablishes the parametsrs of the investigatior because if
Kubrich can make a space opera or a film mbout the supernetural which

is realistic then the maintainance of the unlty of experience is less
cruclal than the maintainance of the unity of mpace and time for the
generstion of the reslistic effeat. Whereas axtra-terrestrisls or
psychic experiences may be sccomodsted within @ realistio work,
viclations of sputial or temporal unlty put realism in check. The
viewsr is already conditloned to mccept viulations of the unity of
experience by the codes of =diting which have aquiret a familiarity
such that they are no longer unrealistic in effect. As these modes of
representation have come to affect the forms af our experiences
realism is no longer relative only to the forms of experiences but
also to prior representations. This is true because part of our

e PRSP OREI S
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experience includes the experience of other works of art/other films.

It ia then in terms Of Kubrick's films thet Metz will confront the
codes of the Tilmic system in this dissertation.

The notion of a code, which is so important to the semiotioien, is
sinply the logical relationship between the sloments of a sign system
which allows & message Yo be understood. The filmmaker mekes use of
codes to 'put his message scross’, even if that is only to convey to
the viewer a sense of 'the way things sre is the wey they ought %o
be'. The semiotician makes use of the messages in a film to construct
the codes, the laws governing those nessages which enable them to
spea< to us. This is not to say that a filmmaker oondclously follows
certaln pre-existing codes - codes are constructed after the fact of &

f£ilm by semioticione.
The sharacteristics of clnematic codes are:

{a} Jegrees of spacificity: Coding procedes both Inside snd outside
film, Metz defines which codes are ‘specific' to film. etz
sites the example of ‘accelerated montags" (image A and B
slternate in progressiviy shorter and quicker fragments - message
~f convergence: spacially or dramatically) ss a cinema~specific
rzode. Cinema-specific codes are by their very nature not
“ealistic through any process of tranefersnce from everyday
tife/parception, Huwever, they may be 'maturalized' over a period
of time for the viewer by their repeated use in filme. In other
words the viewer of films, through repeatad encounters with the
medium, developes an internal cineme~specific frame of refernce
that persuades him or her of the 'reslism' of what he or she is
viewing. In so far as a oinema-specific code 12 standard to the
madium 1t may be occorded the status of reslistic wnish is
Goodmen's point that realism is a question of 'how standard the
mode of representation has become' because we are unaware of the

pracess of readir;, choosing and intevpreting.
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One such cinema specific code utilized by Kubrick would be
disruption of symmetry by violence expressed through a change from
& smooth, symmetrical, composed shot to disruptive hand-held
camera work: in 2001 A Space Qdyssey the symnetrical gecmetry of
HAL'e memory benk disrupted by the free flowing Dave Bowman es he
sets sbout 'unplugging' the computer; in A Clockwork Orange the
symnetrical clegance of HOME distupted by the repe of Mes
Alexander; in Barry Lyndon the order and symmetry of military life
dierupted by hand to hand combati in The Shining the symmetry of
the Hotel Overlook disrupted by the emergence of insanity end
violence; and in Full Metal Jacket the symmetry of the platoon
disrupted by the sniper's bullits. The hand held canera work
subjectivizes the disruptions for the viewer, It is a realistic
einens specific code insofar as the viewer expects to be included
in the action on screen. The viewer of & fllm like
Barthqueke{1975) daes not expect stavic camera work but rather an
unsteady frame that is the naturel point of view of the spectator
of such a natural disaster. But it is also s reallitic code
through refsrence to the specific budy of work genurated by
Kubrick, The viewer, through reference to Kubrick's world, or
what Goodman calls & version, may accord the status of 'realistic'
to the work.

Realigm {n the case of leas 'film-specific' codes, such as those
derined by Metz which are transfered from life into nur perception
of the film, depends upon & choice of eppropriate cultural codes
that will be interpreted as natural in the clrcunsbances by the
viewer. As these are cultural codes, in Barthes' sense, not
spsoific to film, the filumeker hee to choose according to an
already established awareness of codes in everyday life if he
wishes %o yarner a particulur response from his viewers. e
cholce of a Rolls~Royce carries with it oonnotations of wealth and
saclal status, different to the sort of wealth end sgocial status
that would be asscciated with a Lamborghlnl} the choice of caviar
at Mexim's would indlcate a different Jevel of social status to
the cheice of 'burgers at MacDonald'e.

[
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Barthes explains in §/2 (1974) the realistic effect of the
culbural 28 belng an appssl to established and authoratative
cultural forws. By meking a 'knowing' reference to the code, the
code is held up es accepted wiadom or knowledge which it can be
accepted ‘everyone knows'. The fact that such knowledgs can be
shown to he hased on & conventionally  established
signifier-sig: conngction does not negate or deny the
realistic effect.

Kubrick utilizes the cultural code of 'costume’ to multiply the
roies of Peter Sellsrs (Group-Captain Lionel Mandrake/President
Mufley/Dr Strangelove/and originally Major T.J.'King' Kong) -n Dr
Sumgelove and to chronicle Ythe journey from innucence to
experience of Ryan O'Neal in Bapry lyndon. He also rives us an
inserpretation of a character's honour, through dueiling:  he
employs the 'code of honour! implicit ir duelling to reveal Alex's
opportunism in A_Glocky
supriss attack on his three 'droogs' Diw, Pete and Georgie in s

Orange where Alex lashes out in a

slcw motion parody of a duel and to indicate the positive
quelities of Redmond Barry in Barry Lyndon, his courage (in the
due} with Caprain Quin} and his sence of honour and compassion {in
the dusl with Lord Bullingden}. The verbal duel between Joker end
Animal Mother in Full Metal Jacket the of

horour for the duellist in the convempurary contex end removes
frem the cheracters any control over their destinies. Another
device utilized by Kubrich to give an intergretation of o

is the wheelchair: the ex-Nesd advisor Dr

Strangelove; Mr Alexander in A Clockwork Orange reduced to the
reio of voyeur as his wife is raped; the cuckolded husband of Lady
Lyndon.

Ironicelly it may be inaccurats stereotyping that is most
successful in conveying realism uniess the viewer happens bo have
made a closs study o, for example, period costums. Director
Bruce Beresford 111 advisedly attempted to follow the exact words
of the Biols in his film of King David(198):
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"So David went and brought up the ask of God from the house of
Obedadon into the city of David with gladness ... And David
Ganced before the Lord with all bis might; and David was girded
with a linen ephod"(II S-muel 7:12-14 Authorized Version).
The unedifying sight o° 4 cbard Gere, clad only in a nappy,
riocovg in the streets . v, is patently unacceptable to an

3 o2 whose cor. T <v is derived from the House of
oo irresper ts ewnenticity,  Realism would be
crved by ciiva tor in tlowing robes, with msasured

o ma oml 5., As fombrich peints out communication is
berid on - * of interplay beiween what is ssen and what
is e-pect isr vert of the viewer. and, apart from 'life!
itself, wer expectations are nost often derived from
pravios nno o wes with film,  In thac sense the realism is

eviven: only in tevws Of an internal cineratic refersnce.

And finelly theve sre codes neither enSirely nomespecific mor
£pecific only %o film but rather specific o ore or geher of the
arte ‘n cenjunction with film. “hes: are the codes film shares
With tne other artd: painting chires chlarosouro lighting with
Gerna: srvessionist films.

In Kubrick's work theatre is & principal reference sharing for
sxanple the vode of the mask whether s be the caraivil mesks of
Alex and his droogs in A Clockwork Orange to repressnt a rejection
of civilization and reversion to animal pleasures; “he aightmarish
stylized make-up of Barry Lyndon, which is employed, &s it was in
Bighteenth Century society, to powder ovar the reprassed libido;

©r indeed the i wask of facial expres waich is more
an imner mask that Kubrick coaxes to the surface to ruarrange the
facial featurss of his chavacters {the mask of insanity on Jack
Tocrarce (Jack Nicholson) in The Shining, the mask of death on
Jokter {Matthew Modi» -} in Full Metal Jacket).

Refsrarce can slsc be made to:

(1) the codes of dance - the carefully chorsographed violenca of A




Clockwork Orange,
“Alex's erotic ballets with Mrs Alexander and the Cat Lady are

alsa danses of death” (Giment 1382 pe7);
{ii) the codes of painting - in John Alcott’s lighting phobography
in for example Barry Lyndon, reminiscent of a Gainsborough
1andscepe; and
(411} the codes of music -the forties World War IT ballad "We'll
.1 s the iromic

meet agein, don't inow where, don't know when
soundtrack for the destruction of the world in World War III
during the closing shot of Dr Stangelove, while “Try a Little
Tenderness”, accompanies footage of bombers in flight and "When
Johnny Comes Marching Home" compliments the mage of pilots on a
suicide mission. “The Biue Danube® is used to accompany the
orbiting Space Station 5 evoking the music of the spheres and the
joy of a ride on the Big Whesl in Vienna's Prter.

If these codes work to realistic effect is not necessarily a

question of whether they work in a realistic way in the other arts

Mt rather a question of how naturally they work with the filmed

sctios.  Masks, for example, are not themselves realistic
= ions but the

whe wesrer is realistic enough to evoke fear in the sudience

chilllng effect they have on

confronted by a threatening mask-wearer. Or again, it is hard to
imagite what a realistic piece of music would be but very often
the smployment of saundtrack musit cen be vealistic if sn
explanation can be ofered for its presence (a car radio, a street
crgan). Often it is not essential for the music to be explained
in this way for it to be accepted unduestioningly by the viewer:

while the obviously satrirical comment of "We'll meet again® draws
attention to itself and so cen hardly be regarded ss 4 realistic
accompaniment for an inage of mass destruction, the Blue Danube
evokes only the feelings in the viewer that would accompany a ride
on & ferris whesl without consciously referring the viewer to that
subconscious feeling of spinning weightlessness that would
realisticall pany first

of an orbiting space
station of this design. The music draws the viewer into the

e

ol
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experience more realistically then the strict realism of dead
silence would,

b) Levels of commonality: Codes csn be distinguished by the
commonality of their sppearance in films. The panarama shot is a
general code according to Metz as it could be in any film ~ it
follaws that it can heve various significations. It cen .ork as a
descriptive shot or a movement shot. Slow motion iz also a
general code ae familiar to TV sports viewers as 'sction film'
lovers. {Slow motion is ususlly employed To lyricize the violent
death of one of the chief protagonists.) So familiar that Kubrick
can employ it as a satirizing device by inverting the code. The
orgy in A Clockwork Orangs i filmed 4n skip-frame high-speed
motion: :

"It seemed to me 2 good way to satirize what hed become the
fairly common use of slow motion to solemnize this sort of
thing, and turn it into 'art'". (Kubrick interview in Cinent
1983 pis2)

It 35 tne level of generality of a code whick cen determine its
realistic effect. 7his would be true in the cass of citema
specific codes, as has already bewn pointed out, because il is
anly the frequency with which a code of this nature iv .sed that
can invest the code with an sura of familiarity.

Alex's dream in_A Orange are easily {dentified

as belonging to the 'historical epic' genre because they emulate
the particular codes of direstors like Cecil B. De Mille (and
inceed Rubrick's own Spartacus) that is, innovative visual and
technicel effects, impressive formal compositions, rhythmic
editing snd pseudo-hintorical ambience. Kubrick alse utilizes the
codes of the film moir period by reducing indirect lighting o as
.0 create contrasts, shadovs, herd Teaturee and using unusual
camsra angles, authentic dariness, depbh of focus snd narrow

: lenses. This is more true of his earlier films liks Paths of

Qlory, Killer's Kiss and The Killing but extends its influence
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into Dr Stangelove and A Clogkwork Orsnge.

s far as codes particular to a director go Kubrick's favourite
stylistic devios is the reverse track usuelly in a narrow corridor
described by Ciment ss:

"mastering the space and conveying & sense of confinement within

it" (Ciment 1983 p114).
Rubrick is certainly not the only director to use this device, but
its overt presence in almost every film he has made =nsures the
easy identification of the directors work: from the corridors of
Discovery in 2001 A Space Odyssey to the prison corvidors of A
Glackwork Orangs, from Alex's stroll through the Drugstore in A
Glockwork Orange, %o Bullirgdon's entry into the club in Barry
Lyndon s these latter two are aimost interchangeable they are so
sinilar in eppearance) from the inspection of the kitchens in The
Shining to the inspection of the barracks in Full Metal Jacket.

Whether Hubrick is reminding the viewer of De Mille's
extravaganzas, or the film noir of the forties, at least a part of

the offect obtained is increased realism. Kubrick appeals to what
we consider 'to be the case' due to our previous encounters with
film, 1In the seme wey that the viewer identifies black and white,
grainy, unprofessional films as having a documentary nature due to
exposure Uo numerous news reels, so exposure ta mumerows biblical
epics or film poir detective features leads the viewsr bo identify

aspacts of Kubrick's work as outhentic in that they resemble what
hes come to be accepted by the viewer as 'being the case'. On the
other hand codes mere particular to & director will not carry with
them a pre-sstablished rsalism and in fact will just ss easily
have the opposite effect. The director's favourite stylistic
device 18 what mey be called his/her signature. To say of a
sequence or shot that it has 'Kubrick written all over it' is an
indication of the mudiences respanse which is not appropriate Tor
the generation of the realistic sffect.

It will be noticed by the reader that the adnonision to the

PR
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realist fllmmaker that appears almost as u refrain after each set
realism depends or the choice of that option which
Familiarity is the

of choices is:
least obvicusly draws attention 1o itself.
most likely guard against being noticed. Goodman's position was
that it is the standard mode of representabion that generates the
faniliarity that is ab the root of realism.
of the term the revelation that

But Goodmen also

enconpesses within his uses

attends the discovery of a new degres of reelism.  For the
postever Itellan filwmakers +to have conformed to standard
production novws would have resulted in & familisrity not

necessarily conducive to their aims ae Neo-Resliste. Instead tne
freshness of their rough and ready technigues and the immediacy of
their films

unattaineble within the confines of the standard Hollywood mode 3f

revealed to the viewer a new degree of realim

representation. Thus although the principle remaing pertinent -
realism and the foregrounding of form are antithecical - tie
effect can not

fixed

s
af

actual choize which produces a realistic

prescribed as long as realism is not A nade

representation.

fleducability to subcodes:  The semiotician deals with the
possibilities of codes which extend beyond their use in a fim
breaking the cods down into single umes of that code. For examp.e
the codc of acting will have dirferent characteristics in an

Expressioniss as opposed to a Neo-Realist film.  In shors,
stylistic history is & study of selected codes and thelr subcodes,
The semiotician is studying the use of different subcodes in
different coding situations.

in isolation - they ace joined to others in a bext.

0f ourse codes are not experienced
Thus & text
is the place where nessages come together, it is a “aelimitation!
(Andrew 1984 p227). A single filp ie s
"privileged text® in terms of creator, public, distributor but the

of coded material

gemiotician can broader or restrict the delimitation of his text,
Thus & text is
nothing more or less than that group of codes we feel must be read

dealing with whole genres or mere sequencos.

28 a wnole.
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& text a3 context for codes adds to the individual messages - a total

signification. In fact the text organises the codes in a logical .
system that confers velue an $he messages. The patterning fekes place
along two axes. The syntagmabic exis is the horizontal flow of
successive messages linked in the text. Nerrative is syntagmatic
signification within the codes. The peradigmatic axis is the vertical
dimension of selectivity. A film drews on or creates paradigns giving .
us meanings through i This is e dimension not on

nerrative but rather on a selection of details in no particular order.
Tne full meaning of & text is the interweaving of the axes of
selection and sombination.

oy

The axss of seclection and combination provide a useful method for
approaching thz realistic film text: ! &
- the paradigmalic axis where the realism arlsss out of the selection o

of codes ana !

- the syntagmazic axis where the realism arises out of the combination .

of codes.

This process of selection and combination by which the total

significazion of the text is generated, is communicated to the viewer . N

in wa weys - =nd ively. o Metz the

viewer first reads an imags for its denotative content: the material
on the soreen .z the signifier of denotation, the scene represented iz
the signified (its meaning). The film image has denotative meaning
simply by beirg whet it is:  a cinematic record communicating an

acuurata description of the same thing (beyond that which spoken

language :~ capable of}. The viewer then considers whet the image
connotes:  the product of the relationship between signifier and
signified is » sign which 43 the signifier of a connotative
velationship, 'an impresaion of ... (its signified). A filp has a
connotative ability not least becauss of its ability to record Gther
arts.

The comnotative aspect of spoken langusge {which is at the core of its
expressive ebility) is availsble to film through its soundtrack, as
indesd are the connotative aspests of painting, music, drama, dance,
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architecture This stems from films status as a recording ert

whereby replicaticn of the older arts is central to the art of film.

This connotative aspect goes beyond tha sum of & films denctatien

(what Metz calls the diegesis); drawing on our cultural avareness and

awareness of the choices confronting the filmmaker, and thereby i
reinforces the reslism the rilm image communicates denotatively.

{a} Culturally determined connotations drew on our cultural awarenesa.
For instance in A Clockwork Orenge 'The Korova Wilk Bar’,'“JHE',
and fthe Cat Lady's' all carry strong cultural psserti "s.
fdeslogy marshals these gonnotatrions to insist on their natural

priority which accaunts Cot ~'s ‘natursl' ‘tendemcy to L
‘belleve' in the reality : vitnessing. As Barthes

reveals in Mythologies(1985 ~anipulation of uodes takes ! 4
place to generate end reinfcrce a +orid view in which bourgecis B ;

values are inevitsble and 'right’, This deception cen be ’

uncovered by enslysis - the mechaniams of realist filpmeking
exposed in rolatior to the filmmaker's relisnce on culturally
determined connotations.
“The classicsl symmetry of the Korove, for insbance, not only
stonds aa High Cemp mockery but evpresses a  conditioned
society's transfersnce of sexusl fentasy and function to the o
solidarity ard harmony of machines disguised 8s art objects. §
White female statues perform machine functions (me tables and '
disponsers of wilk plus) and assume postures in sadomasochistic
Grand Guignol. ‘They althor can be convemplateu from afar, as
Knbrick's comera invites us to do at the end of the apening
shet, in its backward movement, or 'uaed' as machines: in one
scene, Dim reaches between the legs of one iigure ('Pardon me,
Luce'} o pull the phallis lever that dispenses milkplus through
the nipple of a Jutting breast, while the arms in chaina, extend
backwards in & gesturs of sritic submission. In the first HOME
scenie, Kubrick creates e omestic version of the same worlat
e, Alexander (Patrick Magee), in a red and white robe, is first
seen a8 a figure behind a prominent and red BN _Selectric, while
the camera records u canjugel distance when it tracks right to
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pick up his wife, in a red pyJema suit, engulfed by a white
modernistic chair shaped like a lopsided egg end upholstered in
the assertive hues of Korova purple. As before, decor - the
arrangement of shapes and colours within e confined space -
absorbs people as well as things into the configurations of
clo.kwork aesthetic. In the hallvay, as Alex and his masked
droogs invade this museun edvertised on an illuminated sign as
the erchetypal HOME, mirrors on each side of a chessboard floor
create a triptych that recalls the static duplicetions first
seen in the Kovova Milkbar. ... Alex not only disrupts HOME's
Rorova-Like stasis, but forces Alexander to watch as his wife is
twisted inio an animated version of a Korova sex-machine ... in
the tontexs of the Korova's sexual postures and its unnatural

colours (tright oranges and purples) in the midst of a

@

predeninently black and white world, as well as HOME's
heterosexucl sterility (the Alexsnders spawn objects instead of
ehildren), Alea's rape of the wife/mother has the virtue of
baing o ‘ncrmal’ (even if Gedipel) expression of an unrepressed
tivide,  Alex’'s killing of the Cat Lady extends this sexual
allegery even further. When first introduced, the Cat Ledy is
an ugeide~down figure in a landecape of erotic paintings showing
women in  various states of aeyual excitement, elther
masturnatory ev leabisn, Overall, shé assumes a character and
definition swveral Steps higher on the mesthatic ladder than
Alex's own Mum, malking her the decadsnt rather than pathetic
rother—figure: Em {Sheila Raynor), for inatance, decorstes her
home in & ghastly combination of colowrs (electric blue snd pink
un the living room: yellow, eilver and ovange reflective
checkers in the kitchen) and with discount store paintings of
dorkly erotic women who all look alike, and she wears brightly
coloured orlon wige (iike the statuea in the Kerova) and vinyl
miniskirte to disguise both her ege end maternal status. ...
But tho Cat Lady totally donfe her potentisl for procrestion
(one which Em ... eymbolically denies). She lives emidst
Losbian self-portraits ... colors herssif liks an art sbject ...
and twists her body into mechanical contortions that resemble a
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plece of mbstract sculpture or her own 'health farm' exercise
This lang; like the Korova,

suggests not only that sexusl function has been replaced by
Sexusi exleusluns, but thet humsn beings, machinelike, imitate
the objects of their own creation. As a female masturbetory
nightmare, the Cat Lady's room both opposes
fantasies of the Korova and symbolically castrates them'{Nelson

1982 pplda6-149).

the masculine

The Korova's of 14 fantasi HOME's
heterosexual sterility and the Cat Lady's damisl of procrestive

potential are 2l determined by the viewers culfural awareness -
the copnotations of these sets are relient on an awereness of
bourgeois sexusl mores. Thus the realism of Kubrick's creation .s

to & degree reliant on the viewers perception of the

s 't of the , in terms of this

ulturall M 1 landscape’.

Film.gpecific connotations arise from an awareness of the
filmmakers choices, . :
(1) Parpdigmatic Choices: A specific shot (angle, movement,
lighting, colour, iraming, content, focus, duration ...} must
be selacted from all other possible coherwnl shots by the

filmmeker.

The vievers sense of comnotation stems from a
1y or 1y, with unvealized
The realistic shot is the one

" ,
veriations of whet is shown.
that ideclogy suggests is the most nutural given all the
possible variations in the aiven circumstantes. The shot of
Malcolm McDowell in the Cat Ludy's house threatening the Cat
Ledy/cemera with & ghallic ‘ari object' revesls a multitude of
dirgctorial chalces all carrying specific connotations through
c.mparigon (unconsciously or conscicusly) with other possible

shote that couls havs been composed:

~ the angle of the shot carries connotations of threat as
. cpposed to the shot showing Kubrick achieving this effect




which aepersonalizes the menace.

- the framing and depth of focus which contextualize the
action In terms of the lesbian and masturbatory artworks as
opposed o @ shet which through dlfferent framing and focus
would ize Alex's stance relinquishi tati
of "sexual function" displacing “sexusl extensiona"{Nelson
1982 p148).

-~ the contents of the shot - phallic object, codpieca, rubber
nose cerefully composed end directed at the camera - carry

connotatlons of male dominant phellic sexuality over female
denial of procreative potentiality.
- end so on.

o chungs &3 aspect of the menner of filming is to change the
signifisation. The way of presenting an imags, while it

renains denotatively identical, changss its with
resultant shifts in the meaning we attach to it.  The
rilmmoker's parodignabic  choices  dnvelve &  pereeived
similucify between the shots that form the set of possible
candidstes that-could be substituted for each other ln the
given sircumstances. In this vay metephor is generated: 4f
the filmpaksr, vishing %o communicate a particular message to
his a.dience, substitutes one shot for another without
suppresaing the difference betwesn the two he may achisve this
communzcatin through the device of metaphor.  Alex’s
mesturbation moves ta argasmic climex 88 Succesaive zoums move
closer to Beethoven's face until his eves stare directly into
the camers, then to & painting of a nude woman with a smiling
look of Sexual invitation and then down to Alex's snake
seeningly about to enter her vaginal opening and within the
sams shot, fowr Chriet figures joined in a passion of
calebration and repeated close-ups of Alex es Drecule, hanging
rigures, cvalanches and cplosions ~ all of which are
mubstituted for the mo's direct portreyal common  to
pornographic oinems. T a basically realistic medium,
netephor represents o pul} in the opposita direction away from




the illugion of recording reality. As has been suggested the
£ilm medium rather has & metonymic character in general.

(41) Syntagmatic Cholces: A shot does not stand in isolation in a

£iln but rather as part of a sequonce of shots, ea ik is not
surprising thet connotation should also srise from the
juxteposition of & particular shot with the shots preceding
end following it. Here the viewsr's sense of connotation does
not arise from comparison with potential shots but with the
actual shots the filmmaker has combined in bracketing a
particular shot, The realistic ssquencs is the one that
ideslogy euggeste im the nost naturel in the given context.
The greatest degree of naturalism would be achieved by a
sequence that did nnt drew attention to the movemant from one
shot o the next: not the 'life giving energy' of
Eisenstein's shot collislons - the Juxtapesibion of images
1ike the face of & man and the plcture of a fox or a shot of a
crowd and one of a bull being slaughtered (Strike (1928)) -
‘but rather the flow of shots in Hitchcock's shower sequence in
Paycho(1960) - the seventy separate shots in less than sixty
ceconds  ere  twperiencad e@  continuous as  they are
seychologically fused into the single comnotation of horror
for the viewer. It is not coincidentel that the wame director
ia responsible for the film Rope(1948) which attempts tu
oliminate syntugnatic choices by filming the action n one
continuous shot, not of course that a greater degreo of
natoralism is synonymous with a decrease in number of shots.
No such simple squation could be epplied in every situation
and indeed the very reverse may be true if the si tained shot
hes the effect of drawing attention to itself. In Barry
Lyndon the shot of Barry {Ryan O'Nesl) kneeling next to Lady
Lyndon's (Mmvissa Berenson'z) bath end holéing her hand, s
followsd by the shot of his kissing her in the bath. This
glves to the kneeling shot a connotation of genuine affection
in contrast to the rest of the film. It iz preceded by Lady
Lyndon's companion reading a Franch poem to her:
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"Les cueurs 1iun par 1'mutre {Two hiearts by each other
“ttirgs atfracted
Se communiquent Communicate
leur sustanse their substance
Tels deux miroire ardents Like two burning mirrers
Concentrent la lumidre Congentrating light
ot ge la réfléchissent and reflecting it back
Les rayons tour 3 tour The beams collected
requeillis each in turn
. divisés .\ divided
En se multipliant By multiplying
$'aceriossant, 8'embsllissent Grow larger and more beautiful
£t d'autant plus astifs And beconing the more active
Quiils se sont plus uroisés The more they interssct
Au méme point so réunissent Are at one and the same puint
reunited".)

(transl. Ciment 1983 p110}

This glves the kneeling sceno the connotation of reason end
Passion reunitnd in the permona of the opportunistic Barry and
his loving wire. ’

This comhinatary axie involvez the comoept of metomomy,

Metonomy ia the use of mesociated details to cavey an idea or
objoct, a figure uf speach allied vo synecdoche which involves
@ part baing ussd to atend for the whole or vice-verss,

Douman's journey in 2001 A Bpace Odyssey through the
'Star-Gato' presented as sn ‘orgy of colour, shape, insges,
light, explosions and mevement is & metonymio device intended
to connota u Journey into infinity, indeed ‘beyond the
infinite’, to the ‘other side’ of reality, time snd space.

(Simply a move complex version of the cinematio cliché of
nowspaper headlines whirling past to deslgnate the passage of
time). The fostus (or 'Star-Child!) which appears at the
closing sequance of 2001 A Spage Odymsey is & aynecdochic
device which connotes rebirth, & new dawn or even mors
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precisely, if coupled with the accompanying Strauss soundtrack
- Thus Spake zerathustra - 'eternal recurrence!.

It might appear that metonomy involves much the same process
of substitution as that involved in metaphor but just ae
Saussure posited the binary opposition betwesn paradigm and
syntagn, so Jacobson has argued the opposition of metaphor snd
metonomy as to the di axes of lect and

combination.  David bodge has therefore suggested that
metouomy involves a process of delstion as opposed to
substitution. Unlike metaphor, metonumy is produced by
"deleting one or nmore items from a natural combination, but
not the terms it would be most natural to omit® (Lodge
1977 p76).
Interestingly, Lodge suggests that a film’'s verisimilitude is
= function of the metonymic charscter of th. film medium. To
Teturn to a passage which appeared i page 75 at the beginning
of this chapter: :
"The basic units of the film, the shot and the scune, are
composed along the same line of contiguity erd combination
tas our sensory experience] and the devices by which the
one-damn-thing-after-another of experience is renderes mor
dramatic and 1l are

11y
devices thay operste along the same axis: the synecdochis
that represents the whole by the part, the slow motian
sequence that retards without rupturing the natural tempo
of  successiveness, the high or Jow shot  that
defamiliarizes, without departing from, the action that it
1s focussed on" (Lodge 1977 p8s).

The connection between the axes of selection and urganization
is what Monaco (1981 pl40), borrowing from literary theory,
calls & 'trope' - a turn of phrase. The denotabion is
connected to the connotation by a trope which turns the strict
denotation into & new meaning. Film presents the viewer with

a static denotative meaning - but the image is open to dynamic
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expansion through tropes of compsTison:  paradigmatically,
ale syntagnatically or metaphorically.

The priority of denatatimn is not sn indisputsblo necessity -
this is perticularily evident in the cinema. The process that

leads from ion through nercep® to signifivation in

cirens demands the ectivity end time of interpretation. lMetz
recognises that 'he split between denotation and connotation
in most cinematic codes aligns it with literature ratier then
mugic or architecture (the purely connotative}. In cinema we
appear to recogrise a signified {the demotstive bass) before

we attend to the significations it evokes through its manner
of presentation. Wnat this means is that there ere separate
codss for denotation and for connotatisn: Metz held that the i
former enable rezognition of the object/action and the latter 1
procede from these objects to mors abstract significations.
If this sounds s i like i is the i

added to denotakion, Metz insiected that connctation was the
ferm of denotation, Talk about the contents of the imege is E
tallc ab the level of connotation. Denotation and connotation . |
pertain to the snalysing of the sign rather them its »
functivning. ALl levels are present simultaneously and it is . .
up to the sanalyst as to how far he wishes 0 pursue his

snulysis.  Roland Barthes, originelly a subscriber to :
Hjelmslev's classic formulat: ! the of
an (Mythologies(1985)), argued in

Systime de la mode(1967) thet denotation exists only as the
final sum of cornotation. Denotation for Barthes is not the
origin of all other meanings but the settling down to praper
performing of meaning in such and guch a situati.-.

oo
The ication of the signification of a text to the viewer
in berma of and it is to .
T return to the sctual generation of the signification through the axes

e
-~
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of selection and organizeion. What this will entail in terms of the
discussion of realism, will be an exemination of what may be termed
the syntax of film. The spatial and temporal composition of Film will

be investigated to the and n of codes
that generate the realistic effect in film,

Firat, the paradigmatic axis will bring into focus the director's
verious processes of selection of what is termed the film's mise en

scine.

1.paradigmatic Axis: Hise en scdne:

The director must decide what to =hoot and how: his decisions are
made with regard to the codes operpting within the frame image
(static shot) end the diachronic shot (dynamic shot).

{a) Static

(1) Frame size (or aspect ratio): The choice that confronts the
director is betwsen the 'classic! Academy aperture which
focuses sttention, resulting in e wore intimate effect, or
the widescreen ratios {Cinemascope, Panavision) which
emphasize spacial relationships, more conduclve to sction
and landscape filming. The most obvious emphasis of freme
size in recent years was Brainstorm (Trumbull 1983) which
switshed between standard 35mm and 70mn to involve the
audience more directly in mind-controlled experiences.
Ideally one's proximity to the screen should be such that
the switch to 70mm results in au exbension of the image

beyond the periphery of ones vision and in such a way

the tional i that separate
viewer and image.

{i1) Form: The filomaker must decidy whether he wants a self
sufficlent image or an swareness that extends beyond the
freme. This corresponds to the choice of a painter who, in
the sttenpt to create the conditions of illusion, can try to




overcame the limitations of static representation by means

of incomplete images (as describved on page 39). But the
filmmeker is not limited by static repressentation and has

ass to the cinematic code of relationship between
m et within the frame and movement of the camera. His
choice is thus also batween following the movements of the
subject closely or allowing the subject to move into and out

of the frame.

The closed form is apparent in @ Scene Such a Alex's

in A Orange. The frame constricts
the action just as the interrogators hem Alex into a corner.
On the otber hand the slow right to left track revealing
Joker, Raftsrman. Cowboy, Animal Mother ... (in Full Metal
Jagket) crcuching for protection behind sandbags does not

specifically frame each character but rather alludes to the
extension of the line beyond the frame to both left and
right. The open frame is the cinematic equivalent of
painting's imconplete image extending what is directly
presented of scraen to an illusory reality off screen. It
is the very oppoiite of the post-modernist impulse fowards
the revelation of the artifice of the realist artwork,

Dimension: Choices concern the plane of the frame, the
plane of space in the frame and the depth plane. The
filmmaker focuses our sttention on these planes: &5 the
eodes of the thres planes interact according to his
composition. For example, overlapping takes place on the
first plane , while convergence and relative size take place
on the second, By shooting Shellay Winters and James Mason
in bed in Lolita, Winters with her back to the camera, Wason

staring at the photograph between the bed and the camera
that the viewer knows to be of Lolits, Kubrick evinces a
co-ordination of the plane of space and plang of depth: our
perception of depth depends upon factors in the plane of
space, cniefly relative size in this instance, The
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significence of these codss can be demonstrated in a shot
like the one described here:  a family relationship
overshadowed by the imege of Lolita - represented by the
photograph in the foreground.  The proximity of the
shotograph to the camera and its proportion in relation to
the other elements designates its importence. The majority
of compositional elements take place on the dominant frame
plane and a large nusber of these depend for their effect on

factors of which we are largely unsware.

The effect of having Foole falling into the void in 2001 A&
Space Odyssey is achieved by having Poole on the right and
the pursuing craft on the left. Because we habitually read
from left to Tight, we see the image from left to right and
Pocle s moving away from the craft and into the void.
Filmed the opposite way around the reverse would appear to
becase: Poole moving towards the craft and safety. It is
the filmmaker who understands how to appeal to the viewer's
subconselous redding of planes who will be able to present
the action in e way the viewer will consider realistic.

form, Line, Colour: Just as e frame is {invested with
neaning sven before the filmmaker begins to fill it, so the
meening carries inherent values which the filmmaker cen
axploit. Eha Shaning is u goed example of how colour is
smployed to chart the progression towards madness -
peychologically, and & masculine ethos - symbolically.

‘The former is achieved through the obvious choice of the
colour red as it carries with it psychological implications
of violence, anger, blood, murder: so Jack's clothing moves
from browns and greens towards red {the mavoun coloured
Jjacket he doms in the latter part of the film), the
conversation with Grady (one of Jack's two shinings) takes
place in a red bathroom and Danny's shinings ell involve red
~ the butchered Grady children, the blood elevator, REDEUM.
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As the colour red has a paycliologically documented and
culturally entrenched valua it can be exploited by Kubrick
to evoke empathetic resotions in his viewers thereby
enhencing the realistic effect of horror,

The progression, symbolically, towards a masculine ethos is
achieved by use of the colour yellow. The colour yellow
picks up from the Navajo motif: She Overlook Hotel is built
on & Nevajo burial ground, it is decorated in un indigenous
Navajo style and the Colorado Lownge f{acens of Jack's
lebours/ isolation/deterioration) is dominated by a Navajo
sand painting of

four males. Yellow is the male colour
according o Navajc symbolism and as Jack and the Overlook's
past begin co assert themselves, it 1is a masculine
threatening mssertiveness directed against the rest of the
family and yellow decomes tha dominant colour. The Grady
murder corrider has yellow wallpaper, Jack works on yellaw
paper, his face anc eyes at the bar (his other shining with
Lloyd the bertender) havs a yellow hue repeated as he stands
outside the buthroom with an axe (Wendy covering inside is
an blue, the Navaja female aolour), the walla are made
yellow by the interior lighting as Jack stalks the corridors
while the Gold Room snd corridor are almost nauseatingly
yellow/gold, It i3 a yellow tennis ball that Jack throws
=gainst the send painting and that intrudes on Danny's game
o lure him into Room 237 and it is even a yellow liguer -
Advocaat - that Grady spills on Jack’s red Jeckst. An
understanding of ther masculine ethos of yellow may not be
undergtood outside of the Navajo community but it is
Kubrick's evocation of this symbolisn in the filmed
that an

g
of the 'meaning of yellow' in the viewer. Na knowledgs of
Nevajo culture is required for Kubrick's use of colour to
provide & h 1 for the 1onsl

peroeived plot. The use of colour in this way serves the
interests of vealism, RKubrick achieves the effsct of
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thorror! through an understending,of the inhersnt values of
form, colour and line end s employing them to generate an
sffect so reslistic it is 'horrifying'.

Lighting: The choice of lighting can alter the significance
of almost every other choice considered above. Lighting
codes operating in film ere well known to the photographer;-
+ Lighting from below creates & siniater effect,  Jack

's malevol in Thy_Shining is enhanced by the
underlighting at the be in the Gold Room as the Overlook's

past resurrects 1tself.
+ Lighting from the side creates contrast and -sbiguity.
The dul nature of Melcolm Mcdowell as ‘our f{riend and
narretor! and es perpetrator of ‘ultre-violenca', es
aggressor and as victim, is mirrored by the side-light.ng of
nis festures in the opening it of A Clockwork Orenge.
+ Lighting from above hes a spiritual effect, Marises
Berenson is @ creature or pure and innocent love - almost
angelic when ehe accepts Barry's spology Tor a love scormed
in Parry Lyndon. .
+ Lighting from behind creates a silhouette effect. The
silhouette can range from romantic to frightening depending
on the context. The sffect of Jacl’s silhoustte in The
Shining, or indeed that of Alex and his droogs in A
Slockwork Orange is to come between the viewer and the light
source (with all the connotations of light versus dark) and
so present a threatening presence on the screen, It iz
interesting to note thet Kubrick is strietly authentic in
his chioce of lighting sources. In other words, although
his effects are carefully conceived, there is alvays en
explanation available to the viewer for the lighting effect:
the illuminated bar in the Gold Room Gccounts for the
yellow hue of Jack Torrance's face in The Shining the
footlights of the Overlook's hedge maze eccount for the
»inister mesk on Jack's face as he lopes after Damny.

NP VNIRRT
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By providing an obvious explanation for the contrivance of
lighting such that it reflects a characters malevolence,
anbiguity or puriky, Kubrick does not upset the reslism of
the scene while exploiting the readily understood lighting
codes of film.

(b} pynemte:

(1) Distance: This s & cholce on the spectrun fram extreme
long shot and lomg shot, through full, three gquarter and
modiun shots to closc-ups. Once more the reslistic eoffect
is the result of thre most appropriate cholce given the
sction being filmed. The longer shots serve to
contextualize the action and-ave used to emphasize the drema
as oppossd vo the parsonalities invelved in the drama.
Taptain Quin lLeonaré Rossiter) in long shot is simply one
of the trials Bavry mist face, in close-up he is a pathetic,
frightened coward in Barry Lyndon.  The close shot
disorientates the viewer by depriving him of context and the
sheer proximity creates a fesling of claustrophobia. Jaok
hens in both Wendy awd the viewer in the bathroom of tre
Torrances living quariers st the Overlook in Tne Shining.

(11) Focus: Two geta of choices confront the filmmeker - he nuat
chaowe from the range 'shallow - deep’ focus and from the
renge 'Soft -~ sharp' focus.  Shallow focus allows the
filamsker to guide the viewers perceptions quite precisely,
specifylng exactly what the viewer must look at and
understand. Bezin, the champlon of depth of focus s keen
to point out, that sherp deep focus is less likely to draw
attention to itself and the perception we bring to bear on
the screen is probably closer to that of everydey life,
Thie is not a blanket rule as the consequent loss of
focussed attention may have the very opposite outcome of the
pursuit of realism.
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In The Shining our focuses exclusively on Jack as

he pursues the retreating Wendy/cemera across the Uolorado

Lounge erd up the stalrs - there is no escape either for
tightly focused on the
On the other hand in Barry Lyndon we havs to scan

wondy or our eyes which remain
pursuer.
the entire freme to locate Barry among the troops lead by
Hardy Kruget - emphasizing hic entrapment in the violence
and death of the Seven Years War. Kubrick is a mester of
depth of focus vhich allows him to f1l1 the scene with
detatls which may rogister consciously only after numerous
viewings (in the pencil holder on Ullman's desk as he
narrates the story of the Gredy murder to Jack Torrance in
The Shining, s a miniature axe; in the ‘Underground’ record
sectlon of the Record Bur Alex in A Clockwork Orsngevisiue
15 a copy of the 2001 A Space Odygsey soundtreck ...).
Soft focus creates a smooth, digtant, romantic effect, As
(his

cousin Nora) so the soft focus creates a suitably romantis

fyan D'eal [Redmond Barry) attends to Gay Hamilton

fesling in Barcy Lyndon, whereas the sherp focus abosrd the
space ships of 2001 A Space Odyssey conveys an impression of
authenticity. In terms of the dynamic shot,

chenges within a shot that bear conaideration.

it is focus

Here the
filmmaker is concerned with directing the viewer's avtention
by some device sush es the which moves our
attention from one object to - 'follow focua’

‘rack focus!
“or or the

which concentratas our atfenti.i un one subject despite ite
movements. If the psquired effect of focusaing attention is
aohieved in such away 88 to drow abtention to 1itself, the

realistic effect is sutomatically -iminished,

{111} pngle: The
exes that determing the shot -

filmmeker must choose from the thres sets of

+ The pan exla (vertical) or angle of approach. This i

aither the square approach which emphasizes the aspect of

design or an oblique approach which gives mora of en effect

o

ek
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of spase (and appeals to the inherent guality of disgonals
as more active in our reading of the frame). Xubrick uses
the square shot vepeatedly to emphasize the order and
symmetry of his compositions (a recurrent theme), for
example in the scenes of an Bnglisn regiment on parade in
Barry Lynden but switches to the oblique sho® ta convey more
of a sense of depth snd drama once the order moves towards
disruption as the regiment marches into battle during the

Seven Years War.

wihe tilt axis (horizontel) or angle of slevation. er
obviously the high-angle shot diminishes the subje e
the low-angle ehot emphasizes the subject, one
oversowsrs while the ofher is overpowersd. In .o scene

inside the Cat Lady's hose Kubrick Films the Cet Lady from
above, Alex from belew, So Alex symbolically overpowers the
iwpotent and mechanical through his phallic, life-giving
sexuality.

+ 'The roll {movement around the horizontal parallel to the
wiils of the lers). This is & Fairly rare camera movement,
unless to simulate a ship's novements, as it disorientates
the viewer. Kubrick employed the roll to great effect in
2001 using 2 device where the camers it attsched to &
r 'vng seb te convey a semse of zero-gravity,
0 irectional space. This device enables, for example, &
fligdt attendant to walk full circle, sugposedly using
velors shoes.

None of the choices of engle confrunting the filmmaker are
inherently more realistic then any -ther choice - the given
action must be considered. The rilistic effect of a roll
or tilt can often be measured h. the audience reaction:

ehrinking back in the seat as . -»gult of the engle of
elevation or lolling of heads '~ ~ .poree to & roll. A
filmmeker will have to make tir swn Set of choloas to
errive at a non-realistic ' f-ot -  although  the
poesibilities sre more limited : = 1 non-remlistic artist
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working in a basically realistic medium.

(1v) Camera movement: MNot only is the camera revolving in the
vays dsgeribed above but it is aleo moving around ~ through
tracking or crane shots. The tracking Shot enhances our
senss of depth perception and offers the possibility of

emphesizing the central subject by clossly following it or
focusing attention on the camera as it changes from one
subject to another. It is a technique useful for point of
view shots, creating a sense of novemsnt, generating
suspense, effecting surprise ... . For example, Gianetti
suggests that the reverse track (so favoursd by Kubrick) is

4 device %o  emphasize psychologicsl and  physical
information.

{a_cloc
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ork Orange] opsns with & close-up of the I
protagonist (dcDovell) staring bregenly ot the camers. On .
the we hear his confidential hich

establishes en intimate if uneasy repport between him and
usi we become his confidants. Once this intimacy ie
¢stablished,. Kubrick pulls back snd offers us a wider and . )
longer view or the protagonist's physicel environment - a "
wierd ‘milk bar' [the Korova] where he end his 'drocgs’
sit in a drug-induced stupor' (Gisnetts 1982 pi07).

There is lgo the zoom which would seem to e similar to the

tracking shot in effect but is deceptive in that it does not

actually move into the sceme. The result is & somewhat

foreign effect as we do not experience this in sveryday

life, According to Clment the reverse soom allows Kubrick

o appropriate Filmic space without the sense of confinement

sssociated with the reverse track while retaining & powerful

sorutiny of the subJeot and setting (Giment 1983 plid) - a

davice wost commonly obeerved in Barry lyndon. Once again, '

should the cemera movement, or even lack of movement, draw

attention to itself the realistic effect is loat.

{v) Point of view: This is a rether more abatract motion than

-
t
'

[P VS e T



122

the choice of 'perspective/sngles'. The chuice is basically
subjective or objective, first perdon narration or
onniscient parcotion. Tnis 18 a stralght forward enough
cholce confronting the euthor of & novel. If somwone in the
story - whether o minor or major character - narrates the
events 1t is first person narration and if someone outsilds
the gvory - whether a separate ‘haracter or entively devoid
of character (although inis narretor of course reflacts the
author's perdonality) - narrates the events it is en
onniscient narrator, But the filmmaker is not confronted by
such & elmarly differentisted choice. Most films are told
from ea opniscient point of view = for a very good ressen,
First pergon narration fails to achieve what it professes to
be; although we may hear “he narrator, we alsc see the film
and 87 obtair an 'objective’ insight into what is meant to
be a subjective account, For this reason Harper Lee's To
Kill A Mockingblrd (1960) which chronicles the violence,
eccentricitiss and prejudicas of the Southarn United States
through the unigue first persen narration of  child mekes
an unaxceptional screen adaptation which can only present
the plot, cast the children e8 its heroes and provide a
narrator 5o try und repeat some of the calldren’s insights.
The point of view of the filn ls not that of the
reculleoting narrator but of the filpmsker who can not
provide hie audlence with \ne visunl expsriences of a cnild,
In terms of realiam this genersl fact ebout a film's podnt
of view 15 a two edged sword: on the one hand the
‘objeetivity’ of the ceamera argues in favour of Bazinian
ontolegical realism but the 'subjectivity' of our sveryday
percaption argues for more expressionistle filmmeking -
perhaps  Mary Poppina(Dishey 1964) is a wmore realistic
cqresalon of what a child sess  than To K4l 4
Mogkingbird(Mulligan 1982).

Alex may well be 'our friend and narrator! in A Closkwork
Urange but he is alse the object of our viewing.  For




example, although Alex tells us that the first Ludovico film
he is forced to wabch is “a very good, professional piece of
sinny, like it was done in Hollywood”, we can compare it to
Rubrack's cinematography and draw the opposite conclusion.

Alex comments on the blood of the man beaten in the film
that “the colour of the real world only seems really real
when you viddy them on the screen® but we can ses it is
blatantly artificial unlike Alex's own blood shown on 'our'

screen during the interrogation room scauence.

The second axis is the syntagmatic sxis which will reveal the

directors various processes of organization or what may be termed

montage.
2.Syntagmatic Axis: Montage

The filmmeker must decide how to present the shot. Another word for

this process is 'cutting’ or ‘'editing'. Uniike mise en scene only

one choice confronts the filmmaker as a physical level: whether %o
overlap the film pieces or join them end to end (images and sound).
But montage i9 also used to describe two ather pracesses:

{a) the creation of & new meaning from the juxtaposition of two
shots with their own meenings.  The olassic Eisensteinian
'eollision of shots' was identified by Bazin as & singularily
unrealistic effect, however a more Sophisticated version of the
same process can be seen at work in the films of Rubrick. By
juxtaposing images that have a well defined origin in the film
kubrick can schieve a similar effect without drawing the viewer
outside of the film for the purposes of comparison. For example
the final two shots of The Shining are:

1. Jack Torrance’s grim mask of frozen death in the hédge waze,
which hae a logical explanation in %erms of the narrative,
followed by

J——
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2. 'Jack Torrance' in a 1921 photograph of a July the 4th Ball
at the Overlook hanging on the vall of the Gold Corridor, which
has already been passed over by the camera several times Quring
he action sxcepl thab here it is singled out for particular
attention.

The juxtaposition of the two shots does not undermine the
realism of the film but rather provides the viewer with o
proposed resclution by suggesting a possible meaniog previously
overiocked in the course of the film just as the content of the
Whet gdo the individual
shots mean? The first means that Jack has found his way to the

photograph previcusly passed unncticed.

centre of the labyrinth - snd fhe nothingness that awaits. In
his search for immortality he has denied his humanity
{failibility, uncertainty, hope} and has l2st his soul in the
timeless meze of the Qverlock.  The second reveals Jack
su~rounded by revellers of a 1921 ball amid 21 other piotures in
the hotel's reception sres ~ its meaning le recurrance "a Jack
re-encountered " (Kubrick interviewed in Ciment 1983). Taken
together the 1321 photograph givss an image of normality while
the present time imsgs of Jack's frozen face is the image of
madness. This 'collective' meaning acts as an inversion of the
earlier cvolution which doubled tne normality - the present Jack
as father, writer and teacher with - hideous pagt, not yet
forgotten. The multiplicetion of meaning thet arises from the
jurtaposition of two shots with their own meanings approximates
the multiplicity of nmeanings that confromts the perceiver of
teveryday reality'.

The communication of a large body of information in a short time
by the weaving together of a series of short shots. Consider
fizlzon's explanation of the last three minutes of Barry Lyndon -
the vast amount of information and meaning conveyed by a series
of short shots.
“fhe final two episades of Berry Lyndon unite Barry's tregic
fate and Ledy Lyndon's private sorrow, while they express,

J—
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more succinctly than any film before or since, both Kubrick's

artistic intelligence and his pereonal vieion. He concludes

Barry Lyndon's story with the only freeze frame in the film,

“th uhe sounds of Schubert's 'Piano Trio in B-Flat'

returning for the first time since the wcoing of Lady Lyndon
in Part I, and with the narrator's last words {'He never saw
Lady Lyndon agan').
{probably & one legged double for Ryan O'neal) as he enters a

artlessly suspended in mideir without either the

i

5

P

The camera reveals Barry from behind |

carriage, |

support - good fortune or good form. This series of frames, .

repeating end freezing the same image, visuslizes Barry's
personal decline within the informality of contingent space,

Just as the last scene of the film shows Lady Lyndon's sorraw | s

within the static enclosures of formal space.

interior shot, a large room at Castle Hackton ..

(1) cut to |

(2) cut to

close-up view

signing bank drafts ...

of Lady Lyndon slowly and methodically
(3) Cut to slow zoom shot of a bank

draft being made out ...{4) Cut to close-up of Lady Lyndon's
distracted and sorrowful stare ...{8)} Cut back to long shot,
static camposition as befors, as the last piano note strikes
{6) Screen cuts to black as Handel's 'Sarabande’ plays during -

the film's end-titles

this remarkable three mimites of

£ilm ... reaffirms an

society's

within itg own forms ond rituals,

its own folly and meral

irrelevance ... Kubrick's Barry Lyndon lesves its audience
with ... the haunting memory of those last frozen images of
Barry and Lady Lyndon, he with his back to the cemera and
ralling into lost distant
mise-en-sadne, and both imploring us Yo gaze with feeling and

space, she forever in &
understanding at two film portraits that refuse to eviscerats
humanity in  the of srtt 1982
PRL34-196) . N

formal pursuit {Nelsan

Hollywood style cutting was a body of rules developed over the

years to achieve the most unobtrusive montage without consequent

. loss of realism so es to concentrate on the action. For example
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a fairly unimportant action taking place in real time is likely
%o be boring and undercut the tempo of the ection so thke 'dead
tine' can be pared away. The Hollywood grammar maintains that
this can only be accomplished 'invisibly' by inserting a shot of
sousthing else to acoount for the missing time or changing the
camera angle noticably for the viewer.  Should the montage
become visible, according to this theory, the focus of the
viewer shifts from the mechanics of the plob to the mechanics of
montage and the illusion of reality is destroyed. Contemporary
siyling is fer less rigid end car mccommodate directors like
Jan-Luc Godard who Jump-cuts in mid-scene in a film Llike
Breathless(1960) ta generabe & nervius reckless, brash rhyihm by

ignoring the Hollywood ruies. The realist filmmaker is not
forced to operate within the confines of the Hollywood grammar
any more than the nature of realism I am discussing in this
peper is constrained by the Minteenth Century literary
understanding of the term.

A second choice that contronts the filmmaker is the length of
individual shobs: within thenselves and in reletion to the
adjoining shots. Hollywood montsge demands a cut just after the
climax while cantemporary dircctors often maintain a shot long
after the alimax.

Alain Tenner talking about his film In the White City(1983):
"Since I often do lemgthy shots, which are sometimes a whole
sequence, I cun't, as they say, sorrect it in the editing.
But of course the editing is Important: I think that the
longer a shot s the more vital it is to find the exact frame
to cut it. If you make a film with a thousand shots in the
classical way, you can give it to a good professional editor
and he will be able to put it together for you. But with my
file, he wouldn't know what to do shout it. To give you an
example: there's a shot of a curtain being ruffled by the wind
- no camera movement, nobody in shot, just the open window and
the curtain. The shot lasts eighty seconds - very long. But

PP
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whet's time in the cinema? This eighty seconds probably
represents a whole afternoon. If 1 gave that shot o =
traditional sditor, he might take three seconds and say that's
quile encugh. But with ny editor (Laurent Uhler) it took us &
long time to decide: was ten seconds too long, or was a minute
too short?" (Pullaine 1983/4)

The Hollywood grammar can not be regarded as an absolute for

deliniting the length of shots required for a rsalistic effect.

This is far to rigid a notlon of whet constibutes realism.
Montage is also used to abandon strict chronology.

(a) Parallel montage alternates betwsen two separate stories by i ¢
cutting from one to the other repeatedly. It is this devies |
that allows Kubrick to delay showing us whet happened to }
Danny in Room 237 until Jack goes to investigate has story :
mbout a woman who attacked him in che Roem. Then the two
'Shininge! become confused (iv is also not evidant which
parts are Halloran's shining in his hotel room in Miemi),
Danny's experience of an old decomposing heg risieg from the
bath water and Jack's erotic encounter with a young nude *
woman who becomes the hideous hag once he embraces and
kisses her. v

{b) Flashback and flash-forward: which allows the director to
communicate related, tangential material or preview the
action. The Shining overflows with flashbacks/ forwards as
the Overlood's past resurrects itself. Danny's 'shinings'
inelude the 'blood elevetor’ which iz & flash forward %o a
stage in the film where the past Lias resurrected itself and
confronts Wendy, the Grady daughters which is a flashback
into the hotel's past und a flash forward to the impending N
fate of the family and REDRUM which is flash forward to the
transformetion of Jack when he tries to recnact the past as
detailed in the flushbacks, Jack's shinings include a
conversetion with the barmen, Lloyd which is a flashback to




128 ¥

1921 and a flashforward to the final image of the film and a
conversation with Delbert Grady in the bathroom which is a
tlaehback ba his previous incarmation as caretaker and a
Tlashforward previewing the course he must embark upon.

{e) Tnvoluted montage allows chronology to be disregarded
through repetition or lack of order. One of Kubrick's
sariiesy directoral efforts (his third chronologically) The
Killing (1856) is e masterful exposition of involubed
montage. The narrative concerns a rabbing of a racetrack as

the seventh race bsgins. Instead of arvanging all the :

sequences leading up to the rotbirg chronotogicsily to give L

the filn continuaty, Kubrick tells the story from several ; s
points of view. Every bime the saventh race iy sbout to i

start and the robbery teke its ccurse, the film stops and
noves back In time to approach the start of the race/robbery
from & new perapectivs. The repstition of the same race
track footage each time and the disregard for strict
chronology builds tension while revealing the intricacies of
the plot and building the puzzle plece by pisce.

Although sbandonment of strict chronolegy would seem sn
unlikely cholce for the filmmaker striving after realistic .
effact - there Ls nothing in our everyday experience that

parellsls such & device @8 we experience everything in resd

time - as long as the device makes sense in terms of the

unfolding plot its effect can be realistic, In fact

asbendonment of chronology can be essential to the realism of

the film by meintaining suspense (what Barthes bermed the

hermencutic code by which the artist gensrstes an enigma).

Hovever if the ch is meraly to

the resolution of the plot or undermine the clues to its .

resolution provided by the narrative, the result is not
realism. In such circumatsnces the physical impossibility

. of bilocationality implicit in perallel montsge, the realm
[T 4 of sclence fiction time travel muggested by flashbacks and

;N

;
|
|
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forvards and the self 4 of
montage will become apparent %o the detriment of ‘the
realistic effect.

The match cut desarves Special mention as the most common
device for linking tuo very different scenes, This is
achieved by repetition of action, form or mise sn scene.
James Monaco claims
“Stenley Rubrick's matoh oub in 2001 A Space Oddyssey,
botween & pre~histaric bone whirling in the air and a
wenty-first~century space station Tevolving in space, is
possibly the most ambitious match cub in history, sinee it
attempts to unite prehistory with  the  fubure
anthropologically at the same time as it creates a special
weaning within the cut itself by emphasising the funcbions
of both bone end space station es tools, extensions of
human capebilities" (Monaco 1981 pi8s)
By achieving a smooth transition between tyo very different
scones the metch cut enhances the' realistic illusion thab
might otherwise suffer from the sbeipt transition reguired
of the viewer.

Thus the codes of montage are & gremt deal more complex than
would at first mppsar to be the case. Motz Lried to
formilate & Grande Syntagmatigue and g0 synthesize the
theories of montege. What he wents is to define the nature
of narrmtive units in a film. So the Grands Syntagmatigue
is the attempt to provids for the desoription of narrative

in teres of civemstic lenguage. is seen
to be the product of a code of interrelationships between
shots. Metz holds that there ars eight syntegna in the
najor paradign of olements which permit the structuring of
denotation. Tt im e linguistic model of the process of a
director's decision on how to put all the shots end
sequences topether, his use of & particular cinematic

discourse. Just @s the speaker draws his utterences from

YN
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) ) ﬁ ; the poteniial and available to him,
e o .

L R 5o the director draws from Mebz's sight categories for each

sequence of his film,

1. The first is the autonomous gegment: that is one shot.
this can be either @ long take or short inserts. If an
insert it may be:

) Nondiegetic: shows something external to the action.

) Subjective: an image related to a charecter.

¢} Displaced diegetic: sn image relebed to the main
action but not dominant.

) + @ different ( gled) shot to give
detail,

2. The second type is parallel monyage: 'montege brings
together and interweaves two or more alternating

‘motifs!, but no precise relationship (whether temporal
or mpatial) ' assigned to them - at least on the level
of denotetion® (Mets 1974a pi28}

3. The third type {g bracket tyntagm: “e seriss of very
brief scenos representing cecurendes that the film gives
8 typical samples of a same order of reality, without in
ahy way chronologically locating them in relatien to each

othart(Metz 18742 pi268).

Where 2 and 3 are ronchronelpgicel, the rest are 2ll

chronological on a denctative level

4. The fourth type ia the gescriptive syntagmi  the
chronology is eimultansous - the various shots coexist at
the same moment.

5. The fifth type is the nerrative syntegm: this is
congecutive, the sctusl passsge of time. The aliernative
marrative syntagm is the switching from A to B to A to B
snd 0 on - time is consecutive but A and B oceur
simultansously.

A 6. The sixth type is the sgene: the continuous flow of time
o X which is consecutive.

i
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7. The seventi type is the epimodic sequence; “etrings
together a number of very brief scenes which are usually
separated from each other by optical devices (dissolves,
etc) and which succeed each other in ehronological
ordert(Metz 19/4a pLiv).

®

The eigth type is the ordinayy sequence: & single action
with spatial and temporal bresks. ... the sequence is H
based on the unity of a more complex @ction ... that
‘skipe! those portions of itself that it intends to leave
out and that is therefore ept to unfold in ssveral
dlfferent locations (unlike the scene)'{Metz 1974a p132).

Reprodusing Metz's synthesis of the theortes of montage [N
Withous an attendant slucidation may not serve as & useful
guide to the structuring of denotation but it does
repressnt, in one sense, the apogee of semiological

ainematic code enalysis. As such it irrevocably disconnects
realiem from any account other than an effect oriented
account. The semiotic task of untangling the oodes that
consbitute the filmic system has revealed the peahenieme of
the vealiatic film - in this sense destroying the illusion

of reality reproduced. The ¢igns of the Tilm medium .
reproduce at best ono aspect of the reality ss we conceive

it., It fa a partial duplication of something we elveady .
know whichpaptislly noinoides with the averyday reallty.

Wwhat we seo is whet language hes nemed for us snd what we

see in filn 15 meaningful to the sxtent that it supports our

semantic universe. :

The vindication of the necount of realism comes with the delineation
of the attalnment of reslism ms an effact in film and the parception
that the familiarity of she mechanisms whereby this effect iz attained
ia the key to realism, That these mechanisma are subject to ochangs
a with the discovery of newer ones s besic %o tne motount of realism
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and is nowhere contradicted by the analysis of those mechanisws in
this chapber, The finsl vindicstion of an effect based account of
realism comes with the perception that & film sbout Vietnam can be
valked sbout in the seme breath as one about = heunted hotal in
demonuirating the use of a particular mechenism of realict filmmaicing.
Nowhere was the content of the film an fssue in the analysis of
realism in film. The interplay between the role of the artist in
generating the effect and the responses of the viewer was the real
issue with veg-ds to what was to be lubelled realistic or
non-realistic,

That semiological analysis has located film emong the other arts
through successful spplication of an account of remiinm developed in

[T —

relation to the other arts finally shuts the door on clains about
film's uninue tie to reslity because of its mecharloal reprodustion of
reality. Mety's Grand Syntagnatiaue alone should sirve to dispel the
ayth of sheer re-presentation of spatial reslity. Even the appeal to
Feirce's tripartite division of the sign and the suggested fact that
the cinematic imege is a perfest amalgam of icon, index snd symbol
does little mors than suggest why realism iz so sasily attainsble by
rilm,  This can not be clevated to the status of a presoriptive -
aesthetie. v
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6. CONCLUSTON

o g

This dissertation set out to provide an account of realism in art and
spply this account to the case of Film. !

In order to fuifill this aim it approached the problem of realism from
four different perspectives, utilizing the seminal theorist's
contribution in each case as ropresentative of the partioular
approach,

rAAA_AAA

fpproaching the question of remlism from the point of view of the
philosophy of art, Nelson Goodman offered three basic usages of the
term that would serve as the foundation of the account. First Grodman
used the term to differentiste between realist snd nun-reslist works
of art by arguing that familiarity is the deciding criterion. The
essential point to be glesned from this usage of the term was that
reallem is the effect of familiarity. Thet the effect of familiarity
is not a etatic notion was sllowed for by Goodian's argument that the

discovery of new effects allows for a greater degree of realism, for M
the revelation of a mew world version. Goodnan's second usage of
realism thus set up a tension between familiarity as differentiating

the realiatic wark and dimcovery as charactorizing its velalionship
with world. In a third use of the term realism Goodman draw attention
to the fact that even Fiction may be realistic for although nothing is
denoted by fiction it may be separated into, for example,
real tories and fiotd ies.

Gombrich's art historical eccount of realism operates in the area
demarcated by Goodmanta first two useges of the term. A similar
faniliarity « discovery dichotemy opermtes in Gombrich's Art and
Illusion, Gombrich made the invalusble contribution of moving the
amphasis from the Aiseue of ‘'imege - reality' Yo 'image -

viewer/artist'. Goodman's position on realism ss an effest rather
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than 3 guestion of comiwnt ves reflected in Gombrich's 'psychological
study! of the role of ertist end viewer in achleving the realisbic
effsct. In terms of familiarity Gorbrich identified the expectations
of the viewsr, governed largely by previovs encounters with remlist
works, ana the adherance of the artist to familiar schemata to fulfill
In terms of discovery Gombrich identified the
viewer ay participant in the creation of the realist work af art and

those expectations.

the role of the artist as discoverer of the effects which could

generate viewer 'projection’.

The cuteome of chapters two and three wns an account of realism that
dismissed o contents based solution to the problsm of realisw and
argued for familiarity and discovery as the keys to representational
realisn in terms of the creation of the work by "he ertist and its
perception by the viewsr.

The application of this account to film offered the opportunity to
elucidate the concepts @et out in the first part ¢f the dissertation
while providing a test of its efficacy in dealing with a realism of
raprasmmtation wnparalleled in the arts. 1a terms of filn iteelf the
auccess of this spplicetion would bring film into alignment with the
other arts, refuting the essentialist position of many commentators.

André Bazin's realist assthetic worked from an essentialist position,
arguing that film anjoys wnigue bic with reality beveuse of its
ability to mechsnically reproduce what is in front of the lana, #n
account of realism that could nob choosa between tho multiple versions
of reslity offersd by reslistic art would not sustain Bazin's
position. By saeking to relate film to an sntecedant reslity, Bazin
retained a relationship of dependsnce between film and reality that is
not appropriste for an fully fledged artform. It implies that f£ilm,
unlike the older arts, is not free to criticize or oppose reslity, se
it 18 not complete in itself. The 'unique nature of filn' is =
handicap Bazin would never have wished on the cinema. Bazin vas left
with nothing more than a paychology conducive to realism in film based

©on the viewor's misplaced trust in the objectivity of the lens.

B e
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Bazin's aesthetic was further undermined by the notion that the
familiarity and discovery that attends reelism is more than the
employment of a standsrd mode of representation and the giscovery of &
new effect in the case of film. Bazin wished to tie these notions to
a reality of pre-existing relations and not just the attainment of a
perticular effect.

Metz's semiological approach by contrast offered the possibility of
revealing the mechsnisms by which filmmaker's sttain the realist
effect. It could relats that effect to the role familiarity or
discovery played in the codes operaving in any one film or part of a
£lm, It coudd relate thab Familiarity and discovery to the role of

.the filmmaker in using cinematic discourse and the role of che viewer

in  lebelling particular effects as realistic and others as
non-realistic, Novhere was the content of the film an issue in the

analysis of realism.

Chapters four and five feed directly beck into the first half of the
dissertatlon by vindicating the account of realism derdved in chapters
two and three. ¥urther, the success of this application dispelled any
notion of an essentiamlist account of film's reslism. The fact of the
filmic images perfect blend of icomic, indexical and symbolic Aspects
merely suggests why realism is so easily attainable by film but can
not be argued as a unique tie ta reality.

Nowhere have I suggested that this is a complete eccount of remlism
but I believe it at least looks in the right direction for its
answers. The understanding of filmic realism (and indeed vealimm in
all art) on the part of the viewer remains akin to Bazin’s notion of
vealism. But the insight that realism is an effect, thet thie effect
can be characterized in terms of familiarity and discovery and its
utilization by the filmmaker revealed in minute detail, moves the
focus avay from the relation of imege and reslity to that of imege and
viewer/artist. If this dissertation has at least managed to
communicate this much, the reader will longer be looking at a mirror
held up to mature and bis or her experience of the cinema will be the

.
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richer for that understanding.
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APPENDIX

Michel Ciment's brief outlines of the plots of the four major filme of
Stanley Kubrick utilized in this dissertation (Ciment 1983 pp230-231):

2601: A Space Odyssey

1. The Dawn of Man.

A group of vegetarian spes, threatened by a neighbouring group of
carnivores and ba.tling for possession of a waterhole, one morning
discover a mysterious black monolith. One of them theo learns to use
a bone as a weepon and kills to obtain meat.

2. Four million years later, in 2001, an American scientist, Dr
Heywood Floyd, goes to the moon to investigate the presence of a hlack
monolith emitting signals towards Jupiter.

3. uission Jupiter. Eighteen montha later. A spacecraft, the
Diznovery, is heading for Jupiter on a nine month journsy. On board
are David Bowman and Frank Poole, three other astronauts in
hisernation ana the computer HAL 8000 which controls the vesssl. HAL
announces that an external antenna is out of order. When Poole leaves
to repair it, he discovers the information is false; but HAL cuts off
his link with the spacecraft, maroons him in space end causes the
three hibernating astronauts to die. After endsavouring to save his
friend, Bowman returns ta the discovery te lobobomise HAL.

4. Jupiter and Eeyond Infinity.

Bownen continues his flight and encounters the monolith in Jupiter's
orbit. Entering a new spacio-teppcral dimension, he passes through a
succession of landscapes and colours. He arrives in en eighteenth
century room, sees himself progressively grow older, is once more
‘confronted with the black monolith and is reborn as an astral foetus
flomting above the earth.
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A Glockwork Orange

England in the near future. Alex Delarge end his three droogs, Dim,
Pete and Ceorgle, succesively attack a teamp, a rival gang led by
Billyhoy end the isolated house of a writer mnd politician, Wr
Alexsndwr, whese wife they rape. Tho following day, while his parents
are at work, A’~x receives a visit from the social worker Deltoid,
then meets two girls in a record store and enjoys a guick orgy with
them. After he has reasserted his leadership of the gang, they bresk
into the house of the Cat Lady who menages to alert the Jolice seconds
bofors Alex kills her. He is arrested and receives a foirteen year
sentence; two years laber, however, he agrees to undergo shock i
treatment initiated by the government in their war agairst crime. i
After agresing to be brainvashed, he is released and cer no longer L
countenance any form of violemce. He discovers that a lodger has ;
appropriated the room which he occupied in his parenta' bhouse, is set i
upon by tramps and beaten up by his former droogs whe have eince |
bacome policemen. He seeks refuge with Mr Alexander who. cambining

personal revenge with & desire to discredit the government, drives '
Alex Yo attempt suivide, Alex eccapes and recovers in hospital.

There the minister offers him a lucrative job which will allow him

once more to indulge his.violent instincts.

Barry Lyndon

Treland in the sighteenth century. After the death of his father in &

duel, Redmond Barry is raised by his mother. He falls in love with

his cousin Nora Brady; chullenging ler suitor, the English officer

Cuivaln Quin, to a duel and convinced thet he has killed him, he

Tlees. He is rabbed by highweymen and forced te enlist in the urmy.

While taking part in the Seven Years War, he learns from a former

friend, Captain Grogan, that Quin is not desd by merried to Nora.

Barry deserts, but mests a Prussian ally, Captain Potzdorf, who sees

through his disguise and forose him to enlist in the Prussian army. g
Ordered to spy on the Chevalier de Balibari, an Irishman like himeelf,

be confesses his mission to him and becomes his protégé. At m gaming ;
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table, he meets the rich countess, Lady Lyndon, who marriss him after
her husband’s death and gives him her name. He is unfaithful to her,
incurs the enmity of his stepson, Lord Bullingdon, and, Tollowing o
public brawl between the two, loses all hope of being raised to the
pusruge. AfLer the death of his own son ¥ryam, he becomes estranged
from his wife who attempts to commit suicide. Bullingdon challenges
hin to a duel in which he is seriously wounded. Barry is obliged to
leave England.

The Shining

Hopirg to write a novel there, a former teacher, Jack Torrence,
accerts the pest of junitor for the winter at the Overlook Hotel,
whicr is close® for the season and totally isolated from the outside
worle. The manager, Ullman, warns him that in 1970 2 janitor named
Grady killed his wife and two daughters tefore committing suicide.
Jack Torrance settles in with his wife Wendy and son Danny, who
posseases hoth extrasensory powers and & 'double', Tony, who spesks to
Bim. Belore leaving the htoel, Hallorenn, the hesd cook,
‘comrunicakes' with Danny and warns him that, for thoss like them who
possess ‘the shining’, certain events leave traces which can be
dengerous. He particularily werns him not to enter Room 237.
Becoring increasingly nervous and irritable, Torrance cuts himself off
% work. He begind Yo freausnt the hotel's guilded . leinge where hs
has conversations with a barmen Lloyd. His Son's visions becoms more
and more freque.t, and he receives a strange wound on the neck; thea
Torrance in lus turn encounters a woman in Room 257. In the hotel's
toilets, during an evening which is really taking place in the
twenties, an attendant named Grady advises him to be stricter with his
wife and son. Torrange becomes more and more brutish in his relations
with his family and Danny enters into contsct with Hallorann who is
vacationing in Florida. Hallorenn rushes back to save them but is
killed on his arrivas by Torrance, who proceeds to chase his son
through the snow-covered labyrinth in the grounds of the hotel, He
dles of cold, however, before he cen kill him.

P
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