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are rhe readable images that doubtless deserve rr cultl lnl rcading oi therr

incv i rablv  rhetor ica l  prescnlat ion.  
' Ihe 

publ ic i tv  s t r l l .  the ar t tL l  snap-

shot .  the composed lonushot- these photouraphic torms have therr
counterpar ts  in  those kev percepts of  our  dai lv  percept ion rvhich Pa-
sol in i  termed " im-s igns." l t 'percepts rvhich permir  us to tce l  ar  hornc
in a l luctuat inq v isual  rvr l r ld .

But  i rnages rnav havc u tcmp()ra l  corrponcnt  t ( ) ( )  rs  thev prcscnt  an
cnt i rc  gcsturc.  act ron.  ( ) r  sccne.  l lc re rvc can lcc l  I  perccptual  l low
wt l rk ing toward a s iuni l icrncc rvhich is  conlcrred onlv rv l ren thc
rvht l lencss ot ' thc t ragnrcnt  is  scnscd.  l rnagcs are hr l l t i inu p luccs in  v i -
sual  l i lc :  whethcr  s tat lc  or  (ernDoral  thev r rcrmrt  us " to so t ln  l rom th is
polnt .  

"

Most  l i lms t radc t ln lv  in  sol id  i rnagcs.  easing us l ronr  ( )nc v lsuul
b lock r l l  srqni l ic lncc t ( )  the ncxt :  but  l r l rns c i ln  su{ucst .  shr l rv .  t l r  l i l rc-
ground thc rvr l rk  t l t  i r t tagc prot luct ton.  that  rs ,  the r r ' r r rk  o l  pcrccptron
i tsc l l .  ln  thesc cascs rvc undcrstand rnr l rc  thcn cvcr  that  lnakrnu vrsual
scnsc is  l r  l l rbor  und l  r tsk ln  c lncrna.  ' \ (  t l tc  sarnc t ln lc ,  \vc \cn\c l l  iu i
r  l ab< l r  und  u  r r sk  rn  l i l c  gsnc ra l l v .  Hencc ,  i n  rp r te  o f  u l l  r cccn l  l r t -
tacks,  c inema rcnrarns t icd in  u spccru l  \vav t ( )  thc perceptr t ln  o l  rc l l -
r tv .  In  r rn l rnponirnt  scnsc.  i t  is  l r  rcr r i  mtx lc  t t l  l - )erccptron.

Repres entation

THE WORLDS WE REPRESENT

ln the sccond chaptcr  we saw that  thc sccnr inql t 's imple substr l tunr  o l
the c incmu. r rsual  pcrceprron,  is  r rn r rnmcnsclv conrpl ic ; r tcd r rnd t i rs-
puted conccpt .  ln  contrast .  the issue ot  rcprcscntat ron rvhich stands he-
lorc us now i rs  thc ncxt  lcvc l  to  bc t rcatcd has ncvcr  bcen thourht  of
ls  srnrp lc  bv rnv<lne and has t tecn un cxpl ic i t  bat t lc l round l r l r  com-
petrnq theones o l  the c lnema. I t  wl l l  be cven lcss possrb le herc to pre-
sent a satrst'actory summarv of views and arguments surrounding this
issue.  s0 vast  ls  r r .  touching cven upon the nature 0 l  th ink ins i tse l l ' .
[ ]u t  rvc can h iehl iuht  and iso latc  thc spccr : r l  condrt rons o l  rcprcscnta-
t ion rvhich sovcrn the crnenra and the pecul iar  quest lons which thc
c lncnla ratscs a5 qucst lons t t l  representat ton.

Arnidst  a l l  the v l ry ing rvpes ot 'cxper iments rvr th perceptron.  bare lv
out l rned in Chaprer  l .  there donr inates a near lv  univocal  bel ic t  in  lhe
intponance ( ) l  . ' i r t tent ion"  in  v isual  l i t 'e .  Onlv rcrs o l  cogni t rvc cxpec-
tation permlt our eyes to move and focus in such a rvav that we see
lmases.  D.  W. Hamlvn.  berat ing a l l  mechanisr ic  d iscussions of  per-
ceptlon, includine even Gesralt psychology, demands that rve srudv nor
just the eye. rhe stimuli. and the neural patterns of rhe brain. bur rhe
general condiuons at plav in any moment of perceprion.r Our eves work
differently in different circumsrances, l i terally torming differenr im-
ages depending on rhe expecrations which guide rheir use.
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Civen this framervork. rve '"vould have to sav lhat the general cir-

cuntstanccs t l f  percept ion I 'or  the c inema spectator  seem qui te l inr i ted

ud speci f ic  in  the t i rs t  instance.  We cntcr  a theater  and stare in  f ront

of  us r t  a  two d imensic lnal  screen lbr  t rvo hours.  Yct  lv i th in th is  s t ra i t

. jacket  our  eyes expect  to  coasulate f i lm gra in in to shapes.  objects,  ac-
t ions.  lnd scenes:  rnr l re imponant  they cxpect  t ( )  do \ ( )  rn rvavs rvhich

rnrnrrc the near ly  unl inr i ted Vr i lv ing c i rcunrstances 0 l ' l i fe  in  the rvor ld.

Cinerna perccption is a lnode ttf "seeinq as" wheretn wc scc an array

ol ' l ight  and shadow as a panicular  object  and we sce several  hundred

t'ragrnents tl l 'a l 'ul l t i lm ls a particular rvorld. Far l 'rclm beinu a rare
()ccurrcncc in  perccpt ion.  ( ) r  a  panlcul l r lv  dcv i t lus ( )ne,  c lncma here

.1orns rnvr iad r l ther  instanccs o l  "sccrng ls . "  instances in  rvh ich wc

not icc ln  r lsc i l la t ion between rvhat  t lur  senscs del iver  t ( )  us and how
rvc idcnt i l 'v  th is .  Certa in lv  the rnr ls t  s tanl ing cases ( ) l  th is  invr l lvc i l -

lus ions.  but  as I l .  l { .  ( lornbnch.  Nelson ( i tx ldntan.  lnd othcrs havc

\ t rcsscd.  th is  s t ructurc 0 l  cxy^-ncnce is  ubiqui t<tus.-  In , jar ly  l i tc  rve arc
pronc to idcntr ly  gcr lnrct r ic  p l t tcrns o l  s t lmul i  (an t tb lonu,  l t l r  cxam-

plc)  ls  objccts namcd bv a t l r l l 'c rcnt  gconrct r rca l  l iqurc (u round table.

set  obl iqucly  lo  ( )ur  cycs) .  t t ' th is  is  the casc l i l r  vendical  pcrccpt lon.

horv nruch rnorc pcn 'us ivc rs  "scc inq as"  lor  cxpl icr t lv  ; t rdgtncnta l  v i -

\ual  ucts rvhich or tanlzc pcrccpts in to er lhcrcnt  rvht l lcs.  Wc r t lcnt t lv  a
sct  o l  var tcd st ln tu l i  no l  t tn lv  l ts  human t tc tngs.  l ) t t t  i ls  a t rorrp rve cal l
" t he  c l ass 'and  opp t l sc  r t  t o  ano lhc r  h l cnd  o f  s t rn ru l i  r vh i ch  r vc  namc
"thc tcachcr . "  ( )ur  cxpencncc.  in  shr l r t .  rk tcs not  nrerc ly  t tdd t t l  t lur

pcrccpt lon.  i t  makcs perccpt lon possib le .  t i l r  rve perccrvc in lcrcnt ta l ly .
( loodnran has pursucd the consequcnccs of  thcse t tbscrv l t t tons to the

cnd.  arr ivrng i r t  a  p lura l is t tc  lnd nonrtnal is t  phi losophv tvhrch makes

expl ic i t  usc o l  ar t .  I - l lere ts  no pr i rnan' rcal  rvr l r ld  rvhtc l t  r ' "c  s t t l lsc-
( lucnt lv  subjcct  to  \anous r rpcs 0t  rcpresenta l ton.  l tc  uonlcnt ls . t  l ( l r thcr

i t  rnakes lar  rnorc scnsc to. 'pcak t l l  mul t ip lc  rvor lds rvhich indivrduals

und uroups construct  and l ive rv i th in.  Wt l r lds arc c t tmprehcnslvc svs-

terns rvhich compnsc u l l  e lcntents that  l i t  togethcr  rv t th in thc sante ho-

r iz-on.  inc ludins e lements that  ure bet i t re our  eves ln  the t i l regr t lund o l '

exper iencc,  and those which s i t  vaguelv on the hor tzon t i lnn ing a

background.  These e lements consist  ot  objects.  lee l ings,  assoctat ions.

and ideas in a grand mix so nch that onlv the term "world" seems

large cnough to encompass i t .
Gotxlman is f ond of usine art as an explanatory model fbr his notion

ol "world." We step into a Dickens novel and quicklv leam the tvpes
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of elements that belone there. The plot may surpnse us wirh its hap-
penings,  but  cvery happening must  seem possib le in  thar  rvor ld be-
cause all the actrons. characters. thoughts, and t-eelines represented come
liom the same overall source. That source. the rvorld of Dickens. is
obviouslv lareer than the particular rendition of it rvhich rve call OIiver
?"ryr.rr. It includes versions rve call David CopperJteld .tnd Tlrc Pitk-
wick Prtpers too. In facr. ir is larger than rhe sum of novels Dickens
wrote. existing as a set of paradigms. a global source tiom rvhich he
could draw. Cut out trom this source are anachronistic clements l ike
te lephones or  space ships.  and e lements belonging to orher  rvpes ( ) l '
f iction (blank verse, rnvthological characters, and cven accounts of the
l i l 'c  of  rovai t r ' ) .

It should be clear thar cven such a coverinq terrn as "The World tl l
Dickens" h:u no tinal soliditv or tuthoritv. A yttunq readcr tl l  l)rtyrr/
Copperlield tntl, ()l iver frlrsl miqht considcr rhesc rcxts lo be vcrsions
of  a wor ld ot  educa( ion and tami ly  re lat ions rvhich conccrn i r i rn  r lu t -
s idc r l t  l i tcrature.  Thc Dickens scholar  natura l lv  rvould consrdcr  thcse
texts t ( )  be pan of  the complcte wnt inqs o l  Dickcns.  What  thev rcp-
resentcd lor  Dickens h imscl l ' .  rvho l ivcd wrrh in rhcm dunnq rhc vcars
ot  thc i r  composi t ion.  no ( )ne can sav.  ( )nc soal  o l  in tcrprct l t r t ln  has
ru lwavs been to makc corncrdc the rvr t r ld  t l l  thc rc ; rdcr  wr th that  ( ) t  thc
wnter .  / \ l thouqh not  a lu t r le  e ntcrpr ise.  rhe d i f ' f icu l t ie  s  o l .  uccompl ish-
lng r t .  ( ) r  o l  knowrnq that  i t  has been achieved.  arc obvrous.

Artworks are indeed suitable examples ot rvrlrlds and rvorldmakin{.
lor thev are cut ot'f in t ime and space l 'rom our cvervdav lrfe. Not only
is "The Woman Weiehing Gold" a rvrtrld rvrrhin a l iame rvhich can
hold u vrerver's entlre atteniion. so also is the \/crmeer rcK)m in I mu-
seurn leatunng h is  work.  fhe rnuscunr i tse l t  is  a k ind ot ' rvor ld that  rve
cnter rmd leave bnnernt rvith us e xpcctations. ntcmoncs. partrculu ccxics
of behavior. and a very spccial type of perceptlon.

But  out  on tne bust l ing srreet  we l ikewisc l ive in  a rvor ld d iv ided bv
cornprehensrve tvpes t l t  in lerest .  For  most  o l 'us rhc rvor ld of  pol i t ics
cxists as a separate sphere to which we occasionallv attend. This is an
irnmense rvorld irequentlv represented fbr us on the news or in papers.
TheNew York f imesed i t ona l  on  "de ten re "  i save rs iono f  pa r ro f  r h i s
world as is the rebuttal of this version pnnted the next cJay in Pravtla.
Whatever encompasses our attention is a world we have constructed lo
live rvithin. Whatever organizes our sense of that world or of some
portion of it is a version: and versions we call representations.
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THE WORLD OF AND IN  F I IM

Goodman's lbrmulation rnakes ir possible ro speak of standard sense
percept ion as " representat ional"  in  that  each percept  consists  not  only
ot  i ts  t l rvn qual i tv  but  u lso of  an indicat ion pt l rnrrnr :  to  rhe rvor ld to
r vh i ch  i t  be loncs .  " ' f l r i s  i s  a  cha i r  i n  t he  d in ing  roon t ' r l r  " t h i s  i s  a
swarm t l f  rnolccules"  is  an equal ly  t rue statemcnt  pcnain ing to a s in-
{ le  ocular  impression which rhe physic is t  had as he carnc dorvn t r l
breaktast. The firsr statement fits into his dornestic rvrlrld and the sec-
ond rnto h is  prot 'ess ional  wr t r ld .  Nt t r  can we sav that  one statement  is
t ruer  than the other .  i l 'both are rn lacr  t rue to rhe rvor lds in  which rhey
belonq.

The phi losophical  issues here go back ccnrurres lnd can hardlv  be
solved ln th is  chaprcr .  Dt tcs rhe Eskimo actual lv  l rvc in  a rvr l r ld  ot '
rnul t ip lc  c t l ld .  rvh i rc  substances rhat  wc rdcnt i t 'v  srossly  lnd s i rnplv  us
snow/ Goodman re luscs to accord prrc l r i tv  to  the r r , 'or ld  ot  thc chemist
l< l r  rvhom such substanccs are par t icu lar  dc l inable \ ta tes of  the i l lO
rnolcculc. r  Whcther  we utree rv i th  l r i rn  or  not .  i t  is  cnouqh that  rcccnt .
phi l0sophy has providcd us w' i th  thc room und rhe tcrms t ( )  perml t
: r  subt lc  ( lescrrpt ron ot  thc proccsses and ct f 'ccts  o l  tn  ln  qcnr-ra l  tnd
() l  thc c lncma rn panrculur .  f ronui touslv .  thc rc levant  lssues that  crys-
tu l l i z c  u round  thc  no l ron  o l  " r v< l r l d "  r l c r r vc  no r  t us t  l r < l n t . . \ ngk l -
, \ rncr ican lunguare phi losophcrs l ikc Ctrodrnun but  l rom cont tncnta l
phcnornenokruy.  Sanre 's  wnr ings on the imagrnarron.  . \ l l ' rcd Schutz 's
socro logy ot  " l i f t - rvor lds.  '  

lnd Mikc l  Dutrcnne s "Phenomcnolory

ol  the, . \esthet ic  Erpcr ience" g ive rveiqht  to  the common par lancc ot '
f i lm cnt ics who have a l rvavs been comtbrrable rvr th phrases l ikc
"Chapl in 's  wor ld"  or  " ' fhe \ \ 'or ld  r l t '  Ci t i :en Kune."r

lnst rnct ive ly  rve have cur  of i  f rom our  other  expenenccs the specia l
sensib i l i tv .  sestures.  and ob, iecrs that  bc lone to Chapl in 's  l i l rns or  that
I t t  rn to the k ind ot  scpulchra l  5pace c. \emplr tcd bt ,L- i t i :en ( ( lne.  \ lore
seneral lv  the<lr isrs  rnd thc t \eraqe spectator  have cut  o l . f  l ' rorn ord i -
nary l i ie  the wor ld rhat  ex isr .s  rv i th in rhe movie rhearre.  "The Wor ld
ol lrilrn" sur.lgest.s rhe rncchanrsm by rvhich iinythins neaches thc scrcen
and.  on reaching i r .  a f fccrs us.  Instead of  being a cara logue of  th ings
appeanng <ln the screen (as rn rhe Chapl in  and Kcrne examplest  " the

wor ld of  f i lm" is  a mode o i  exper ience.  rather  l ike " the rvor ld o l '
imagination." How does the cinema represent anyrhine tor usJ In trving
to answer this question Goodman advises us not to measure the ade-
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quacy of our represcntarions againsr some supposed "realitv" existing
bevond represenrarion bur to isolate and analvze rhe peculiariries that
make up the represenrarional sysrem of the cinema and that make irs
eft 'ects distincrive.

N.w the l i rsr  e lements ' f  c inemat ic  representar ion are perceptual .
[ ]er i icr  rve d iscusscd rhe rension ur  bel ic t 'and unbel ic i  in  c inema as
cquivalent  to  the t>sci l la t lon between l t lok ing and seeint  or  seeinq and
recognlzrng rvhich is the intetral srructure ()l percr.prion rn general. lt
is  rh is  cquivalence thar  permirs rhe casual .  rhoush phi rosophical rv  na-
i r ,e .  c larrn that  " real i tv  ' is  

rendered in c inemat ic  percepr ion.  More ac-
curate ly  we should sav that  the st ructure of  crnemar ic  perccptron is
re ldr lv  t ransi l red in to lhat  of  natura l  perccpt ion.  so much so that  we
can r -c ly  ( )n rnt ( ) rmat l ( )n \ r ,e  construct  in  v icwing l i lms to supplemenf
()ur c()rnrn()n pcrccptual knorvlcdtlc lrvhich is also, r.rs wc htvc tt ltcn
nored.  construcrcd knowledge).  This  cxpla ins rhc cr lnr idencc that  1u-
rors p lucc in  crncmatrc rccords submrncd bv u l : i rvvcr .  t r r  (hat  Jst r ( )n-
Omcrs havc rn vr t lc t l  rmaucs scnt  back l ronr  Nlars.  ( ) r  that  c thnol ( ) t ls ts
havc rn l rxr ragc brouqht  back by cxplorcrs to d is tant  lunds.  In  l l l  thcse
instanccs c lncmat lc  rn l i r rmatron supplcmcnts rvhal  rvc know about  <tnc
() r  anolher  ot  thc wor lds rvc inhabi t .

-fo 
some tlcurce thc rcnsron bctr', 'ccn bclict 'and doubt opcrates in

cvcn ' t con tc  \ l [ n  svs tem:  t hc  c l ncma .  s t r l l  pho to t raphv ,  d rawrn r : .
palnt tnq,  and so on.  ln  each o l  thcse i ln  lmaqe stnves to producc the
t'I/ i ' t ' t .r ol 'nllural pcrccptton throu!h ;r /)r(r(.(,.r.r qurtc drl l 'crcnt lrom nilt-
ural perccptron. \Ve atlectn,e/r'recognrze our lr iend in an imaue pro-
cessed by Krxlak.

l f  crnema heads our  h ierarchy o l .such s ien svstems.  so that  the. lurv
accepts a ft lmed record ol the murder but relects a drawrnq bv an
evewrtncss and cven a srr l l  photograph.  i t  is  duc ro c inema's mechan-
ica l  ud temporal  aspecrs.  The auromat ic  reqisrrat ron r r t  r ieht  on cel -
l u l o i d  i nvo l ' es  us  i n  squ ln r i nu ' t  t he  i r nage  to  "make .u t "  t he  ob iec t
in the glare lrnd the srain (whereas a drawins could be much more
clear). And rhe remporal f low which rhrows us tiom one imase to the
next clenrands that we ad.iust our rcc0rlnrtion ()i rvhat we see to the overall
imaee which orsanizes iself gradu'ilv befbre us. Bur it rs .;usr this tvork
that makes us assent to rhe hlm image. fbr ordinarv perceprion in-
volves preciselv the same tvpes of w'ork even if the actual visual cues
(the stimuli) are somewhar differenr. So at its basis cinema may be
said to represent the numerous obiecrs signified in Iieht and shadow
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over the coune of an hour ()r two. But cinematic rcpresentation is more

than rr sequence ()t photorr:rphs. t itr the thousands ot plutltt.qramtnes

rne ld in to p ic tures o l  sccnes cndur ing over  t inre.  lnst incr ive lv  rve st r ive

to put  d isparate sccnes tosether  so that  thc cnt i rc  pro ject ion coheres.

Thus.  I ' rorn the autonrut ic  ( )pcrr l ion t l l ' thc phi  l thent lmc'nt tn which pr<t-

drrccs rlr0ovcrnent ()ut ol slatlc und scplratcd ph0!ttqrutnnre.r to the clas-
s i l ic l ( ron ot  ln  cntr rc  t i l rn .  thc rn ind r tc t rvc lv  cons(ructs t r r tagcs t rotn
rhe  l i uh t  t ha t  s t i r nu la t cs  i t . . \ t  l hc  t i r s t  l c ve l  t hc  pc rccp ts  r ve  i dcn t i t v  i n

thc l lorv ins gra in de pend in a nra jor  wAv ( )n our  cxpectat ion that  thev
rv i l l  contr ibutc to thc larger  rcprcscntat ion rvhich is  l t  s take in  the t i ln t .

' i lresc 
strl l  irnases thcn becorne :rninutcd rnd bcgin to pull us thntugh

the  l i l r n  a long  r vh l t  Be la  U l l i z s  c l l l cd  u  cu rcn t  o l  i nd t t c t i on ( ' t oward

rr  l in l l  rcprcscnt ; l t lon.  I t  rs  lh is  u l t inratc scnsc ( ) l  l r  dcvel r tprnu reprc-

scntr r t r ( )n thut  rn lkcs thc indi r rdur l  l thot t tqr t tnrarr . r  re ldable ud that

l ikcrvrsc lssurcs thcrr  sntooth l inkatc i r t  r t tontugc.  \ 'c t  . 'vhat  is  th is  l i -

nal  rcprcscntut i ( )n ( ) thcr  th : rn a consl ruct  bul l t  t tp  o l  thc indivr t lua l  f rag-

rncnts i t  supposcdlv rnakcs eomprchcnsrblc . )  Just  l rs  the bastc perccpt
o l  crncnr : . r  is  u unr t  constructcd t lu t  of  l ight  und shadorv on l i lm gra in.

\o thc cntr rc  crncmat lc  reprcscntut ron is ; r  rnrr ; r l r  unr t  ot t r  mind puts

tor'cthcr. \ lt lrc rnr;xrnant. thc \tnlcturc r)l crncrnalrc rcprcscntutlon lrom
bclrnnrnq to cnd is  t lnc r r l  pr ( )ccss.  rvhcrc ln tqrncnts arc ru lcd bv the
rv l ro l cs  t hcv  udd  up  to .  l nd  * l r c r c  bc l i c l  l nd  r rnhc l i c t  kccp  ou r  cvcs
( )n  t hc  sc rccn  r rh i l e  ou r  r r t t nd : r l i dcs  rn to  t hc  wo r i d  o l  t he  r cp resen -
l l l i l ( ) n .

( )ur tc  srrnplv  thc oscr l lu t ron i . r t  the l te l r t  o l  l r l l  instanccs t l f  "seetnq

rus" hecornes in lhc cincnta u vactl l i tt ion hnvcen l-r: lrct antl rit lubt.-I ltc
erncrr l r  lasc inatcs bccause r re u l tcrn l tc l r  t lkc i t  as rcal  : tnd t rnrc l t l .  that

is .  ls  p l r t ic iput ln t  ln  thc t 'arnr l iar  rvor ld ot  t lur  ord inan'exper lence yet

thcn s l ipp inr  in to i ts  o\ \ 'n  qul tc  d i l ' t -erent  scrcen rvor ld.  Onlv l ln  un-

usuall l ' \ tron[ irct of i l ttentton cnatrlcs us to l ircus on the l ight. shadow.

and color  rv i thout  perccrvrnr  these i ls  the t lb . iects thev imagc.  And.  on

the othcr  s i t lc .  onlv  ln  cqual lv  s t rong hal luc inat ing t t t t tde o i  l t t tent ion

cun rnaintarn l rom heginnrng to cnd the tnterchangcabi l i tv  r t t  rvhat  we

pcrcc ivc uncl  the ord inan' rvor ld.  negatrnq a l l  d i l l 'c rencc of  inrage and

rc lcrent .  Cinema r ' ,ou ld secm to ex is t  benveen these two extremes as

an interp lav henveen " the real  and the Intagc."  The l i l rn  cxper tcnce

in general and cven' instance of viewins a ti lm can be analyzed in terms

rlf u ratio between realistic perceptual cues and cues which mark an

e l t i l r t  and type o i  abstract ion.
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Contriburrns ro rhe sense of reality (of immediate apperception and
non-nrediatlonr are at least lour elements. some of rvhich Chnstian fvleu
out l incd in  h is  ear l icst  rvnr ing.

L Expcrrmenral preconditions. such as the drrkened ludirorium.
2. Anaiogicll indiccs such that rhc inraee ol an objecr shares actual

v is ib le propenres wrrh i rs  ref  ercnr .
3. 

-fhe 
psvchttlostctl inritatron rvhich cincrnarrc tlow provides ot rhe

actu:rl l low ol rcalrtv. lrrrportantlv. nr()\,cnlcnt rrt thc crnerna rs lc-
tull rnovenrcnt. not represcnted ntrlverncnt. .rnd tlur mrnd rs broueht
l l r vc  bv  r t .

. i . I j inallr ' , the lure tt l sound. rvhich cstlblishcs a scconti scnsc ro \.cr-
ifv the tirst und rvhich antloqicallv is morc cx:lct than imltc rcp-
rescntlt lon. ;

A l l  o l  thcsc characrcr is t ics tcnd to pu(  us in  l ronr  o l ' r  t i l rncr i  i rnasc
as i l .we werc rn l ' ront  o l  a  rca l  sccnc in  l r lc .  \ ! 'hat  kccps us l rom ac-
cept lng thc imauc as l i l 'e  rs  a l issurc which rve \ ( )n lc t inres lcup.  s t lnrc-
t imes rc lusc to lcap, ; rnd rnost  . ) l tcn st r ldd lc .  consis t inu t l l  such cx-
; rnentru l  countcrs as bodr lv  r rnrnobi l i tv ,  o l  nOrrrnur( )g lc  : lspccts sucf i
as lbrcshortcnrng,  and ( ) r  thc Inorc basic  l ic t  that  thc sccnc has becn
put  bc lorc us bv unt l thcr .  thcsc ln t r - i l lusronist rc  c lcrncnts lead us ro
t reat  thc l i lm not  as l i tc  but  as i ln  i ln i l l l ( j  In  thc sar tnan: !cnsc.  i ls  i r
prcsencc o l  un absencc. '

, \ l l  f i l lns present  thcmsclves ro us  ̂ s  rca l / i rnatc according to vurrous
ratr t ls .  fo  rnove i lcross the bar  is  t ( )  sh i l ' t  in tcntronal i tv  ln  J  lnanncr  not
unlike rvhat hap;xns in rir:ure/ground cxpcrinrenrs. Rcalitv rs here talcn
to be a tvpe ( ) t  conscrousncss character izcd bv ccr ta in indiccs o l  lp_
peuranccs and a ccf larn nrcnta l  act rv i tv .  

' f0  
sh i l t  t0  t l rc  i rnugrnarv is  to

move. as rn davdream. to unolher "realnt" rvhilc strl l  aclhenng to man].
of  the phenornena ass( i - la tcd wi th our  real i tv  srate.

The cruc ia l  marker  of  rh is  par t icu lar  exper iencc . t 'osc i i lar ion is  the
frame itself. The lrarne rs rhe phvsical cr.rrbodirnenr ot rhe bar betr,,een
imaserreal i t 'ud i t  rnarks as rvel l  the case that  rh is  cxpenencc is  prc-
sented [o me bv another. I rnust attend "there" to the l 'rame and not
c lsewlrerc.  L l lassrcal lv  s tatcd,  the scrsen,s " r ' indow" is  a p lace or '
perccption: as "lrame" 

or border it t le l imits and ursanizes perceprron
tor  s iuni l icat ic ln.  Jcan I t i t rv  saw th is  lonq ar lo."

lhe liame keeps us ofT our guard. We search the screen i$ we search
any perceprual t ield. yer we l 'eel the lbrce of ..this panicular" dispo-
sit ion of ob.;ecrs and shapes. The superfiuity of the l 'acrs ot rhe visible

a

i
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world imprints rtself on every image. bur the t 'rrmc demands selectiv-
i ty  lnd mot ivat ion.  We are g ivcn ovcr  ro thc rvor ld.  yet  we are g iven
over to s igni t icat ion.  Nor is  rh is  the end ot ' i t .  t i l r  rhe i rnase changes
betbre our cyes: both the ri lrn and the rvorld rnove on. l 'he fact of'
Inovement  in t roduces the cateUory of  narrat rvc or .  a t  lcast .  i ts  possi -
b i l i tv .  For  rvh i lc  the l ' rarncd i rnage d issolves betorc us and rhc v ibrunt
l i l 'e  ot  perccptron is  real f inned.  th is  f low ensases a narrar ivc rnrcnr ion-
a l i ty  rnarkcd bv rc t rarn ins and shot  chanees.  r \ l rhouqh rve pcrcc ivc rhe
dissolut ion o l .every scene.  \ve group sccncs rnto evcnts that  arc not
a l lowcd to l 'a l l  away but  arc held touerhcr  as on a chl in .

From the lngle t l l  phcnomenol t )qy.  narrat ivc re lcrs to a typc ot 'con-
sc iousness in to rvhich audicnces l t lck thcnrse lvcs i , , 'hen at tcndinq to the
chain t l t ' rnovemcnl  in  u t i l rn .  I t  rnvolves u punicular  l i l rm ot  i rnaue
processing rvhcrcrn se nsat tons are re ld  us s iuni l ic : in t  in  thc i r  tcmpr l ra l
lnd causal  in tcncl l l ion.  fhe studv o l  narnr t tve rn c incnta r lu{ht  thcrc-
I r l rc  lo  beuin rv i th  a dctcrminat l ( )n ( ) l  i )ur  rc lat ronship to thc i rnagcs
und tc l  the currcnt  o l ' inductron rvhich runs throur :h thc ln.  pul l ing us
r l tcr  i t .  Such dctcrnt rnat t ( )ns w<lu ld amount  to genrc studics i l ' rvc l i r r -
rnal izcd thc i r  rcsul ts .  s tncc thcy would narnc and dcscr ibc thc cust t l r r r -
r rv  rc lat ion in t r l  rvh ich \pectators lapsc { t l r  u l ta lnst  rvh ich thcv st rug-
g let  wr th rcgard to the l i l rncd rnalcrr l l  rnd i ts  ( ) rganl l i l t ton.

I l 'cverv l i l rn  is  i l  prcsencc o l  an ubscncc.  \ve i l rc  s t r l l  ob l iqcd to
di l l t rcnt ratc thc tvpcs o l  imagrnarv c. rpcr icncc possrb le rvr thrn var ious
rarros o l  th is  rc l l t ronship.  . \  t r l rncd imu[e rnal ,hc considercd thc prcs-
cncc t l t  a  rc icrcnt  which rs  absent  in  spucc ( l ivc TV covcrage) r l r  in
t rmc ( l ronre rnovrcs) .  I t  rnav a lso be lakcn to be an i rnage rvhich is
ntln-cxistcnt or r"htlse existencc is not tn qucstlon ()nc way or lhc other.

C-onsciousness i rnmediare lv  makcs dccrsrons ubout  thc status ( ) t  thc
imase and f rom these decrsrons i t  pr r^-esscs the l i lnr rc  l low in d i l l 'ercnt
rvavs.  I f  the absent  re lerent  rs  deemcd nonexistent  wc at tend to the
pecul iar i t ies o l ' the imaue.  neccssanlv s t r iv inq to g ive cx is tencc to an
unknown. l f .  on the other  hand.  the abscnt  re lcrent  has sol id i tv  l< l r  us
(as a l ' r icnd 0r  a publ ic  l igure in  rvhose cxrstencc \ \ 'e  bc l icvc) .  we ntay
ut i l izc our  rccognrt ion o l  thc rnrauc to launch ( ) r l r  c( )nsctousncss tnto a
:itate which calls up a mise-en-scirre of the irnasrnarv, producing nos-
ta ls ia.  desi re.  and the l ike.  " '

In this way we can consider our relation to rhe fiow of various types
of  rnovies.  In  the home movie s i tuat ion each point  in tercsts us not  as
an accumulation of a past (retention) throwine us into a necessary tu-
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ture (protention), but only as a porenrial triggenng device allowing a
shift of consciousness. We rvish to u-anscend the home movie by means
ot 'one or  two of  i ts  images and at ta in a more pr ivate state.  In  other
u,ords. the inrention of "conlurinc up rhe pasr" lords it over the basic
inrent ional i ty  ot '  "movement. "  

us ing the l i fe  of  movement to restore
rhe dead past. Our tiequcnt recourse to sti l l- l 'rame and creep-speed
prolection techniques certit ies this hierarchv.

Documentanes achieve a varictv of ratios of presence/absence or
irnage/rel'erent. Since in most cases we know and believe somethinc
about the rel 'erent and its world. the documentar),can sometimes serve
rhe irnaginarv tunction already described in relarion ro home movies.
we use lnd d iscard a hundred minutes of  the Rol l ing s lones in  order
to recognize those l ive rn inu(es rhar  ure sut f ic ient  to  launch us in to a
revcr ie.  The sound t rack in  such a l i lm a l readv: Iuanntces th is  sor t  o l '
response .  But  i f  the l i lm is  about  an obscure rvoot icut tcr  . , l  rhc Nonh-
wesi .  we rnust  at tend to the spcci i ics . ) l '  the imaqc und t rv  to bui ld  a
sense t l l  I  rvor ld abour rvhich we know l i t t le  cven thouqh we mav have"ta i rh"  in  i r .  [Jvery documcnrary re l ics on our  ta i rh in  i ts  subjcct
and.  rnore lmportant .  u t r l izes r lur  knowlcdee ot  i t .  I larber  Schroedcr 's
g l r t ra i t  o t ' Id i  Aminl l  sunrmanzes a good dcal  ot  dara rhrouqh voicc-
over narratlon rn its l int f ive minutes. but othcrwise forces us to pro-
cess rhc unases o l  ld i  wrrh in a l ie ld ot 'conscrousness a l reat lv  tu l l  o l
the ld i  s torv.  Indced l ikc manv documcntar ies.  schroeder 's  l i lnr  rvas
under l i t t le  compuncr lon to achicr ,e formal  c losure s ince h is  subjecr
would contrnue to survive and his spectatoni rvould in lact have a greater
understandins . f  rhe denouemenr of  h is  t i lm rhan he possib ly  could
have had in 1973.  nor  knowing Id i 's  l ina l  arroc i r ies.

Every f icrronal l i lnr l ikervise re l ies on some substratum of spectator
undentanding or'the rype of world that becomes the subjecr of the fi lm.
we bring our own sense of boxing to Rr.rcl ' and ot' the strictures of
bourgeois l ife to any Douelas Sirk l i lm. Bur rhe ricrional f i lm. at leasr
ln rnosr of irs tenres, quickly transl-ers our inrerest to the rvorld of the
image,  cal l ing on.  but  not  p lav ine ro.  our  knowledse of  i ts  re lerent .

ln the l ictron ti lrn all nrornenls bccornc sisnil icant as wc construct a
rel.erent whose absence is determinant. not merelv accidental or logis-
tical. Movemenr in ficrion hlm is corerminous rvirh the fi lm itself. The
viewer is asked to swim in a time stream. and he cannot look awav
wtthout the fiction threatening to divppear. As Hueo Miinsterberg noted
Iifty yean ago.l? our menral llow coincides wirh rhe filmic flow in those

i
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lictions that produce the strongest mental events. Whereas rhe tech-
niques and codes that  construct  the i l lus ion of  the cont inui rv  of  move-
ntent  in  the l ic t ion f i lm rnav be the product  o i  h is torv and labor  (mav
chalrgc trorn era to era), the rnode oi consciousness by which specta-
tors have a lwavs panic ipared in the construct lon ( ) i  a  { ic t ion is  ahis t< l r -
ica l  and t ranscendcnta l  to  the degree rhat  i t  s tems f iom cenain condi-
t ions o l  perccpt lon and coenrt ion operat ing in  the everyc lav l i t 'e  wr l r ld
(condrt ions such as retenr lon.  protent ion,  l i l l ing in .  ancl  so t i tnh) .  I t  rs
lor this reason that those fi lmmakers who break the cinenratic l low
(Cir ldard.  l i ) r  instancc)  need to labor  to do so.  l i l r  rhev rhwan rhe rn ind
in i ts  act  o l  scrz ing somclh ing that  seems to d isappcar tor  i t  when
stopped.

Arnong l ic t ion t i lms the mselves we can catc{onze d i l ' fe  rent  rat ios of
pcrccpt ion to s isnr l icat ion and be[rn to l is t  genrcs and stv lcs as we do
so. ,Vrrslrui//c lnd /)rrl.ra all irm an overbrirnnrinr perceptual l lux out of
whrch ccrtarn stoncs havc eddicd. 

'flrc'iltinl 
ll4un tnd Rosemunt.r lluln',

on thc other hand. consrruct t iuht netw()rks of srunrfication rvhich rvither
r r l l  hut  ccr ta in perccptual  possib i l i t ics.  In  l l l  l ic r ronal  cases we uppro-

l )nulc  (hc s i tuat ion o l . thc narrator  by succurnbine t t t  thc t i lm t low in
lhc proper wav. Propriclv vancs lrorn qenre t() renrc. lroln /)rrr.rc to
l '1rc I 'h i rd,4/ rur ,  hut  thc t icmant ls  ( ) l  narrat lvc consclousncss 1g111.1 jp-
dcmant ls  that  inc ludc i ts  dnve toward tota l izat ron.  identr l icat ron.  e x-
planltror-"-ven rvhile thcse demands ofrr:lte in dit lcn:nt rvavs tbr each
gcnre.

Somc ol  the d i l f -crcnccs rmonsst  genres and f i lms can be cata logued
as l i rnct ions o l  the imasrnat ion.  

' fhe 
supplv ins of  backsround int i l r -

rn l r t lon is  ncul igrb lc  in  thc standard Wcstcrn l i l r  our  rnrnt ls  rnstant ly  l i l l
thc honzon ot  thcse l i l rns wrth the appropr iate atmosphere.  landscapc.
r rnd pr<rps.  [ ]u t  rn a l i l rn  l rkc Wind, lcross t l rc  t ) terq ludes or  Dcrsu
U:ulu.  b<>th o l '  which depend cruc ia l lv  on the re lat ron of  atmosphere
lund landscape to character and both ot'rvhich are set in landscape s un-
l 'anr i l iar  to  most  l i l rnv ierven.  the l i l rnmakers must  cont inual lv  ( ) t ' fer
backsround shots.  throueh composi t ion in  deprh.  pans awav i rom ac-
t ion.  l rnd t lcscnptrve cxposl t ion.

' fhe 
h lm noi r .  to  take another  genre and another  aspect  o l ' l i lm con-

struction. frequentlv enrplol 's b<lth voice-over narration and retums to
past action. The viewer is asked to gauge the action represented on the
screen in re lat ion to an overal l  judgment  which is .  so to speak.  s imul-
taneously present with the action. In standard ean,sster t i lms. on tlre
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other hand. the straightforward. third person approach to the acrion lrsks
us ro pro ject  the end of  the t i lm ( rhe dearh of  rhe ganqsrer)  in  rhe ac-
t ions he sequent ia l lv  inst i tu tes.  The f i lm noi r  hero.  on the conrrarv.  nor
rtnly appreals to us throueh fint penon address. bur spcaks t'rom a pxtint
rvhcre the action has reached its cnd.

f\,tore rnodernist narratil'es likc ,J% or Lust l'ear u lt,larienbatl be-
fuddlc thosc v iew'ers unable or  unrv i l l inq to supplv in terconnect ions.
b lckqround data.  rnul t ip lc  catcsor ics t t l '  imaqe status (drc: rm. rv ish.
mernory,  real i tv t .  Bv tak inc our  powers and aspi rat ions lbr  cxplana-
t ion.  to ta l i tv ,  and idcnt i l icar ion t ( )  rhe l imir .  such l i l rns br inu out  inro
the open the l 'a lue.  the labor .  lnd the t raqi l i t r ,  ( ) l ' rcpresenrar ion in  the
clne ma.

THE IDIOLOGY OF REATIST RTPRESENTATTON

In labr l r inq to rhrvar t  thc n<l rmal  " rvav of  thc c incma."  thc radic l l lv
avant-gardc l i lm draws u i lcnt ton l ( )  thc st rcngth and ubiqur tv  o l  th l t
"way."  No mattcr  what  uppcars on thc scrcen.  lud icnccs rvr l l  inst tnc-
t ive lv  shape l t  ln to a rcprcscntat t ( )n o l 'somcthinr :  t ' l rn i l iur  to  thcnt .  

' fhc

hhn that  t rat l t ics th is  at tcmpt.  thc most  sat is tv int ly  rcprcscn(at iont l
h lm.  rve cal l  re : r l is t .  Such a l i l rn  wi l l  cur  up rhc rvor ld ot .appearanccs
lnto perceptual  rmages ur t ln izcd in to p l t tcrns Ihat  rn lkc scnse to us
becausc these imases and pat terns ex ls t  tn  our  cul turc.  Wi thout  c t fon
we can idcnr i t - r ' rn  the l i lm somerhinq rve havc ident i l ied a l rc ldv in  our
cul ture as imp,onant .  Thus the l i l rn  re intorccs the wor ld rve have con-
stnrcted.

Rcccnt  cr i t ics ot  rca l is t  c incma have shown ul l  too c let r lv  rhat  th is
mapplng o l  c inenra t ln  l i l 'e  is  hard lv  narura l  ut  l l l  br r r  is  the pro i luct  o l '
enormous technrcal resources and traditional knowledge. The cinema
reproduces idcnrrtiable pans of our rvorld bv franrins, tocusins. and
luxtaposing aspecrs of  the v is ib le in  "acceprable"  wavs.r - t  Fur ther-
more i t  does so re leolos ical lv ;  i t  shows the dramat ic  or  rheroncal  s is-
nii icance of a cenain arransement ol these pans from an inregral and
inteerating persp€ctive.

The histon' clf the cinema is usuallv r.neasured as the proeressive ad-
equation ot' the rules of cinematic orcanization to the habitual ways bv
which we oreanize l ife in our culture. The movement tiom long shor
to mid-shot  to  c lose-up,  for  instance,  termed in rhe industn, rhe "ac-
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cordian sequence,"  imirares our  usual  method of  surveying rhe context
of  a s i tuar ion lnd only then at te nding to hurnan speech.

This and orher codes ot represcntalion are meant to disappear as we
srasp ( ident i fv)  and asscnr  ro the represenrat ion i tse l f .  In  orher  w()r . ,s .
real ism in the c inema is  dnrc 'n bv a desi re to make the audience ignore
rhe  p rocess  o f  s i en i f i ca r i on .nd  to  g rasp  d i rec t r v  rhe  r i lm ' s  p ro t . r  i n -
t r r ruc:  I i ) r  most  l i lmviervers.  thc p lc l t  rs  precrsc lv  ant l  l 'u l lv  rvhat  a l i lm
rcprcscnts. In rhis way realisnr srabil izes the tem;mral dinrensron of f i lm.
turn lng the l low. f  p ic tures in to a srnurc rarce prcture rvrrose proccss
ol coll l lnq into bernq lu-s hccn hiddcn tlchind rhe etfcct <lt its pklt. Wlrrlc
rhc rcnrrot ie  rvr l rk  . r  such rhe,r rsrs as Mctz l r r t i  IJar thcs i .  has . l is -
c l .sed rhc c lcvcrness. t  thc real is t  svstem. i t  has s i r r iu l tancously pro-
vrdcd ln i rnpctus t i l r  borh rhe cr i r ic  und the t i lmrnakcr  to eo bevond
rca l i sm.

' [hrs 
rnodcnr is t  idcal  is  in  harnronv wr lh Gornbr ich 's  cc lcbrated r l r r

und l l lust . r t . r5 Just  as ( iombr ich s. rurht  r ( )  t racc thc rnvcnt ion o l 's t rar-
cr . : rcs rn t l f t rwrns rnd [ ) r rnt rng th l t  pr .duccd rhc r l lusrr ln . l  re l l i ty  l i l r
c lch succccdtnq uencnrt ton.  so lJanhcs sutgcsts a mcthod rvhcrcbl ,
l lJ rT: l t lvc c l tn  hc f rcatct i : tS J pract lCC. aunu. .n, , . rn" l  and evcn rhCt() r r_
c l l .  rn  rvh ich l r i l Imcr ] ts  urc jo incd in  a rvav to prornorc l rn r l lusr0nrst rc
cxpcrrcncc.  l ) l r r t  r r r  nurr r t lvc is  urra l r l tous to t lcsr tn i r r  r : r lphrc ar l :  \vc.
thrn i .  t l l  i t  ls  thc l r rs t  th inr :  sc izct l ,  us that  rv l r rc l r  s tnrcturcs thc wholu.
i ls  rncrn ingl i r l  rn  r tsc l l .  rs  re lcrent t . , i .  lhe. ther  c lcnrents In narr i l t rvc.
r ve  bc l i evc .  l l c sh .u t  t he  p lo t .  Jus t  as  t cx tu re .  co l , r , ' n r l  o rnamcn l  oD-
cratc on desrun.  L ikc dcsrgns.  p l ' ts  can be m,rc or  lcss rnrr rcale:  they
ean bc produced bv contrnuous l ine.  brokcn l ine.  or  successlve ap-
J ) rox i l na t l ons .  l n  t hc  c l ass rc  (o r  as  l Ja r thcs  l r as  ca l l cd  i t .  . . r cadc r l v . - )
narr l t tve ,  ac l ron has been organizcd l i t r  a  rcat jcr -vrerver  whrch t r luc. r .
hrrn r r r  hcr  just  i ls  t lc f inr rc lY l rs  [ )crspcctrVal  l larn l rng s i t r rures r ts  vrcwcr
rn  re la t i o r r  t o  a  van i sh ing  po in t . ' f he  scene  i s  i n re l l i s rb le  on l v  rh rouqh
the  c .mp l i c i t ' , t  t he  spcc ta to r .  a  t ask  r vc  t akc .n  uvc rv  t l n l c  r vc  r c l t l
a  c l ass rc  s ton 'o r  see  a  c i ass rca l l v  bu r l r  f i l r n .  we  cxhaus t  such  rea l i s r
rv ' rks.ncc rvc have succcsstu l lv  rdentr l ied wnat  tney are about .  once
\ve have.  tor  example.  am'ed at  the t ina l  c lue rvhich makes rhe enr i re
dctectrve p lot  c lear  to us.-fhe 

solidity of such plorred ti lms purs us ar ease betirre rhe fictional
wor ld.  but  i t  great ly  res(r icrs  rhe possib i l i t ies of  arr .  F i rs t ' f  a l l ,  i r  as-
sumes that every work wants to express preciselv what it represents.
While this mav be true ln sctence or orciinan, discourse. artisric
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expression l iequenrly is ar odds rvith rvhat ir represenrs. This rs why
we l ind so many "st i l l  l i l 'es"  in  paint inq,  a l l  or ' rvh ich ntav reprcsent
a bowl  ut ' f ' ru i r  but  each . r  rvh ich cxpressin{  a t i i t ' ferenr  mode o l :  v isron
or  tce l inr . l .  u  d i f l 'erent  wa\ ,o l  paint inu. ' lhe narrer ivc or  the t les ien in
an ought  reel lv  to  be rhoushr of  as one e lemenr in  a mobi le  ,ur1.n. , .
l lo land l lar rhes is  rhe propher ot '  rh is  ' ierv o l 'anrsr ic  rexrs urq in, :  u ,  ro
escr [ )c  t l rc  t rup ( ) l  narr : ]1 ivc.  a t r rp that  r raturu. l izcs conventr . lns by rc_
l l t rng the " r ' ierv"  o l ' the story to v icrvs rve have t t t  the rvor ld u,  luru"
in our  nt ln- l i te  rary cxpe r icncc.

I ' ' t /Z [ ]anhcs systcr 'ar 'cd lhe aspecrs or ' rnv narr l r i l ,e  text  rvh icn
c. ,nr 'a 'd  our  Intcrcst  and at tent ion.  He cal ls  these aspecrs eot lcs and
he iobbics r i l r  l  t rec in tcrchangc bctrvcen codcs rnsread . l ' the . lo ' r r -
n lnce r t  ( )ne ( ) r  thern.  narrat ive.  Banhes here 3r 'cs der in i t ion ro rn-
srr :hts  which Bazrn and I l iscnstc in arr rvcd r t  _ \cars.1 l0.  r \ l rCr  c l rscuss-
rng thc rnove tncnl  ln l rn : r t { rc tutc  i rnprcssions t t l  thc . . rvhole 

l rnaqc
ol  l t r .nv- l i l rh  Strcer  Eise nsrc in rnukcs un nnponrnr  t l is r rnct ion t tunr i l iar
to s(udcnts . r '  I tuss ian l : . rmul isrn)  bctwcen rnc runctron o l  rcDrcscn-
ta t i ons  rn  l i l c  l nd  i n  an .

Wc hlvc sccn thlt rn thc proccss ()t rcnlc,nrL*nnu thcrc :rrc lw{, vcry
csscntra i  s larcs:  thc r r rs t  is  thc t t . rsrnr t r in(  ( ) r  thc,u. rc .  r rh i rc  thc scc-
r r 'd  cunsrsrs rn thc r r ' . r r r / /  or  thrs i lsscnlb l r .  lnd r ts  s lunl l icJncc l ( ) r  thc
r 'cr lor \ '  rn  t l r rs  la t tcr  s tagc l t  rs  r ' lponanr rhat  rhc ' lemory sh 'urd p lv
; rs  l r t t lc  i l *cnt lon us;xrssrbrc t ( )  rhc r rn i t  sur tc . : . ind rc lch rhc rcsul t . l tcr
J)ussrn l :  thr .ur :h thc: t l tc . l  usscnrbl rng Js \ \ \ r l t  ls  possrb lc .  such rs
fr i lcttcc ut l t lc ln contrJ\t  (() l )r lct lcc rrt  ln. I- i l r  rvhcn rr.c prtrccctl  into
thc  \phcrc  r r l  un .  *e  d tscovcr  l  r r ra rkcr j  J rsp l l ccn ten t  t r l  rmf ih l ts is .
. \ c tu ; r l l r ' .  lo  uc l r ievc  i t s  rcsu l t .  l  \ \ ( ) [ k  ( ] l  ; ln  d r rcc ts  u l l  thc  rchncmcnr
ol i ts rncthods lo lhc /)r(/( .( , .r .r .

, \  wr l r l  o l  : t r (  r r r r t len l t ) ( ) ( l  ( l vnu l l l te i l l l l , i s  l r r : t  t i t t s  l l r t xcss  o l  ; t r ra r tg i t tg
l t ' r . rcs  In  t r rc  rec l in r :s . r ' t l  r ' r ' d  o l  thc  spcc tJ l ' r .  I (  rs  th is  ( ,a t  consr l -
Iu lcs  l t l c  1 . -cu l tu r r t r  , ,1  : l  t ru l \  r  r t l l  r ro r l ,  , ) l  .Ln  i ln r . i  . j t : r t t tuurshcs  t t
l r .n r  u  l r re lcss .nc .  r r r  r r l t ieh  thc :pcc t : r t . r  r3cdr \cs  thc  rc r l rc icn tc ,J  rc -
\ulr ()r r  ul 'e '  coasurnr'atccr prrxcss () l  creatron. rrtstcud t lr 'h: ins drarvn
irt t() thc [)r(]ccss i . ls t l  ()ccurs.

l l c r rcc  thc  in raue or  r  sccne,  .  scqucnce.  o l  r  r rhore  c rea t ron .  cx is ts
nor . ,s s'nlethrnq t ixcd and read' nradc. rt  has to arise. ro unrorcl be-
tbrc the scnses t l t  the spcctaror., ;

Eiscnstein here has gone bevrncl the rather par'ro' ian view rvhich sup-
poned his earl ier notion ot montage oi attracrrons.lT He has arso qone
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.  bcvond much current  semiot ics which has been re luctant  or  unable ro
descr ibe the path hv which pcrcepr ions in  the c inema l recornc rbsorbed
in rhc overal l  narrat ive representat ion.  Senr i<, r t ic ians assume the s imul-
t anc i t v  o t ' s i en i t i e r  and  s i sn i t i ed .  I t  makes  no  sense .  i n  t he  sc ience  i n -
st i tu ted by Saussure.  to  speak ot  the sensory basc of  a s ien prcccdinr
the rnenta l  i rnase i r  br inus up.  \ 'c r  i t  is  prec isel l  in  the space betwecn
scerng und recogniz ing that .  in  thc sccond chapter .  rvc l t )dsed the
specr l ic i tv  of  c inenra and i t  is  in . I rs t  ln  indctcrnrrnant  spacc the Eisen-
stcrn l rcre l inds thc spccr t ic i ty  o l  ur t  rn ucncr l l .

It is instrucri" 'c to notc rhur lvhilc l laz,rn ttxr ltxlks ti lr cincnn(ic Valuc
in perccprual  lab.r  lcadins up t ,  sruni l icat i .n ,  l re  grounrrs th is  'a luc
no t  l n  t hc  r rad i t i on . t  t hc  ans .  as  d id  f i i s cns rc in .  hu t  i n  rhc  phcno rnc -
nol t luy o l  cvcrvday pcrccpr ion.  This rndced rs rhe heart , l  h is  rca l isrn.
l t  rc l r l is rn obvrouslY u l  ( )dd\  rv i th  that  nrnc lccnth-ccntr l rv  n i l rT l l l rvc rc_
l l rsnr  und "vr th thc rcul rs t ic  r l lus ions o l  c lass ic  [ - lo l lvwrx lc l  crncrna.  ( )n
rnurc t l ran one 0ccasi0r ' r  l lazrn cxpl icr t lv  r i t l icu lcd \ t rn( l i l rd  crncma bc-
erusc r t  l rad rnherrrcd thc et rdcs 0 l  s tv lc  l rnd contcnt  rnut lc  ohl ig l t t l rv
bv lJu lzuc and Zola.  , \ r : l rnst  t l r is  hc at l i rnrcc l  l r  re l l is rn o l  pcrccptual
expcncncc rvhcrcrn thc dai lv  l i lc  habi t  o l  upl^- rccpt lon.  lccosnl t ron.
lund rncnt l l  c luboratron is  s t ructur i l l lv  rcpr t l r luccd rn thc cr l lcrnrr . r*

f h i s  rns rs t cncc  on  i r c t r \ c  rn t cn t ronu l i t v  i n  t hc  h r r r r r : i l l g  r r . r t ( )  cx l s r c l l c c
o l  c tnc r l l r t r c  r cp re  scn ta l t ( ) ns  o l  cvcn l s .  p l l t c cs .  \ l a t cs  ( ) l  l t l l u i r s .  c l l r r -
luctcrs l rnd thc l ike.  lcads to the c lassr l icut t ( )n ( ) l  t \ .pcs ( ) l  rc f ) rcscnla-
t rons l ls  gcnrcs.  Whcrct rs  ' rca l isrn"  

Jppctrs  t r r  hc i r  zcr l  t le  grcc o l
eIncnri.rt ic reprcsentation tonc rnvolving rr0 rrrarked l;.rhrrl, $e lravc scen
lr r l rv  t lcpcndcnr r t  rs  ( )n convent lons l rnt l  l rubr t .  ( ) thcr  l rer l rcs such ls
ncoreal is ln.  crprcssr( }nrsrn.  c \ /cn sercncc l ic t r0n.  e lcar ly  t lcpcnt l  ( )n cx-
tn lord ln i l r \ '  ope rat rons t le  rore thcrr  contcnt  rvr l l  l - r rx lv  r tsc l t  l i l r th  rv i th
thc propcr  c l t l 'c t .

Yct  cven thoush 0ur  conSidcnt t lon ( ) l  rcprcscntr t l ( )n ( )ncc : r r :u i r . t  hus
dispel led the her :cnron) ' ( ) l  rca l is ln .  i t  hus not  thercbv rcrr rovct l  t l rc  no-
t ron o l  reprcsentatron l r0rn that  ( ) l  rc l l i t r , .  l lepresentat ton rs  obviousl t
dependent  on textual  cues and is  in  an i rnp.nant  \cnse a rexru l l  e t t 'cct .
but  th is  docs not  o l  i ts  t r r "n rhr< lw us rnt< l  a rc l lm o l  l r r t is t rc  unarchy.
Fi rs t  o i  a l l  a  s iven te, r tual  r r rangernent  produces a l inr i tcd nurnbcr  o l '
representat ions in  i ts  audience.  Wc are not  l rec to construct  w'hatever
we l ike l ' rom thcse cues.  lbr  our  minds f i l l  in .  f i l rer .  dc lcrc.  ancl  ern-
phasize according to laws or  habi ts .  I lore rmpxlnant .  s incc in  cverv
case representation cstablishes a relation be tween a text and something
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outs ide the texr .  our  sense of  that  which is  r tu ts ide is  const i tu t ive o i
the representat ion.  As a re lat ion.  rarher  than a pure construct ion,  rep-
resentation is soverned bv issues of adequacv. novelty, usetulness. anci
even rightness. To rerum to Nelson Gtlodman's terminoloey, I repre-
sentation rs alwavs a version tlt '  sclme world or other. Though it is not
tbr us to decide lbout the priurity of trne rvorld over another. and cer-
tainly not lo lnslst on a rcal rvorld against rvhich ull representatlons are
pale copres.  ncvenheless we arc ent i t lcd to denrand o l ' t r  vers ion that  r t
l le  bct tcr .  lnorc rnst ruct rve.  r ' ichcr .  rnorc usctu l  than an crr l ier  vers ion.
Rcprescntatron ins is ts  that  ive cxant ine not  .n lv  the text  but  the text  in
rc l l t ron to thc wor ld i t  produccs throuqh t lur  i rnagrnat ion.

REPRESENTATION AS PTOT AND PROCESS

Bccausc i t  rnarntarns a rc lu l i t ln  to  thc rvr t r ld  i t  cu l ls  up.  c inemar ic  rcp-
rescntat l ( )n hus bccn u conccpt  undcr  s icgc in  ( )ur  cra.  I lo th rnt i lcrnrsts
urd traditionalrsts havc i lttackcd it l i lr i ts l luryxlncd rtxltcdncss rn things.
Tradi t ional is ts  l ronr  I r ich r \ucrbach on huvc : rccurdcd t ( )  thc rcprcscn-
tat lon o l  rca l i t r  thc h i r :hcst  cu l tura l  lunct ion.  \er  rhcv l r : . rvc scqucstcrc. t l
cinenra stlrncrvhcrc irt u cavc bcncath tnrc reprcscntatron. l,elicvrnq rhlr
t t  hus condcrnncd i tsc l l  to  pornorr i lph ic  spcct lc lc .  i r , lodcrnrsts  l ikc
lJanhcs 'nd ( j t rnrbrrch l ro ld l i t t lc  rcr :ard l i l r  represcnratron deemrng r r
to be an overvaiucd.  purc lv  psvcholourcul  Iurc * ,hrch r l is t racts our  i j t_
tenrron l rorn lhe pt lssrb i l i t ics o l  ur t .  Evcr  s incc thc i lgc ( ) l  rca l ism our
cul turc has bccn r lbsesscd by p l t l t  in  l i tcraturc ud dcsign rn parnt inr : .
Cincrna.  seernlnr  tc l  crmbine both thcsc rcprcscntat ional  t ra i ts .  rs  the -
Itcrr to this rcrrogradc tradition lntl lras thcrcti lrc nratle lcrvest srndes
irt csc;.rprnr rts scryllc und Pucrilc l irnclion or' nrcneiv ttuplicarrng i.r scns
ol the wrlrld tt lr a ruass populace .

The tmditionalist Jxrsirion hus [r.en r]lost l i)rcctl l lv advanced bv Roger
Scrut t .n  rvho pushcs rhe Bazin ian posi t ion ro rhe l imrt .  c la imrns that
ctnema en1ovs a re lat ion to the phvsical  rvor ld rhat  is  so t rght  and un_
mediated that  nei ther  human ln(ent lons nor  values can cnter  in .  For
Scrutton. as ti lr Auerbach lrerbrc hinr. representation is alrvavs an act
o l 'wr l l ,  a  shapinu or 'marer ia ls  ro prot luce a s isnr t icant  p icru ie o i  the
wor ld. r "  Cinenra tbr  rhem is  too casv.  roo l ike cverdav DerceDt ion.
Scrutton gives un cxample- Supposc we l 'rame a street rcene thrr-,ugh
our viewtinder in the middle of a city. Would we say, as rve gor readv
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to shoot. that we rvere looking at a tine representation of that street'.)
" ' fhe very idea is  absurd."  says Scrurron.  lbr  rve are looking at  the
street  i tse l f .  S imi lar ly .  rvhen thar  bur ton is  pushed and rhe l i lm dcvel -
oped and prolected. it is t lurraseous to hirn to claim wc are rvatching
a representation tlt the srreet. l i)r rvhat rve see is et't 'ectivelv what rvas
there.

Ear l ier .  ( )n the basis  ot  ) , lc lson Ctxrdman's remarks.  we suggeste<l
that  our  ord inarv percept lons involve in tcnt ions and rn iuht  be cal led
rcprcsentat tons.  s tncc thev s ignal  thc wor ld t r l  rvh ich thcv bel t l r r r .
Scrut ton need not  denv lhrs to rnainta in h is  poinr .  l i t r  a l l  l re  t lcc larcs
is  that  c inemat lc  l )crccptron ( )pcratc i l t  the samc lcvc l  and in thc sarr rc
impl icaturv wav r rs  r ratura i  pcrccptr ( )n.  

- f ruc 
reprcscntat ion dr ivcs I

sccOnd intcnt ional  wcd[e ro+t ' ,veen rvhat  wc sce lnd rvhat  i t  rnc lns.  as
rvhcn ( l iucr l rnct t l 's  srnal l .  \ t tck l i )nns rn t t ronzc rcprcsent  i t  Inun.  ( ) r
rnan hirnsclt. Cincrnu rs brsrcally Jxlmorr.rpiric to.Scrutton srncc it kceps
()ur  r t tcnt lon on thc lcxturc and quul i tv  o l  that  rvh ich r t  dcprcts.  l t  is  i l
s r rnp l c  subs t i t u t ron  l i r r  cxpc r r cncc . ' f h i s  i s  wh l ' r t s  i nvcn t rons  b r i nq  i t
evcr  c loscr  to thc r l r igrnal  {sound.  scr lpc.  t lcpth) .  l 'or  rve r lo  t t l  thc c in-
c rna  to  scnse  l i l c .  no t  t o  cncoun (c r : r  V l cw  o l  l r l c .  Ou r  t t 0d i cs  r r ro rc
th ln our  rnrnds asscnt  lo  rvhat  rvc bchold.

scn r t l on ' s  rn r l r a l i s rn .  h r s  und i sgu rscd  c l i t r s rn .  r s  no t  t hc  on l v  t h i ns
that  nccds rc tut inu.  I jvcn r t  \ \ 'c  l ln tnt  th i r t  l t  thc purc lv  perccprual  lcvc l
e rnc rna  t l t l es  rndccd  en j r l v  r t l r  i s  c0n t l c rnncd  t i l )  . r n  i l l l i n i t y  w l t h  s tan -
t lard pcrccptr0n.  the construct lon 0 l  an cntr rc  l i l rn  0ut  o l  such pcrccpts
rvould scem to be un act  o l  the h iuhcst  rntentronai i tv .  ln  the l i rs t  p l i icc
we can pornt  to  those cJses ivhcrc two ( ) r  lnore c lncmat lc  vers ions t lc-
p i c t  t he  samc  rnun ,5 ton ' .  ( ) r  s t : r t c  o l  u l t ' l r r s .  r cca l l i nu  t l r u l  i n  ( i t r o t l -
rnan s vocabularv a vcrsron rs  prcc isc lv  a rcprcsent i l t ror t . ' l 'h ink t l l  t l tc
[:rank [Jorzauc version ol ..\ f urcwell ttt,. lrtn.s. so dilt 'crcnt l 'rorn the
l )av rd  Sc l zn rck  ve rs ion . l  I 9 -57 .  Scn r r t on  r v .u ld  c l a r rn  t ha t  t hc  c i ne rna
rrr  both case s rncrc lv  rcproduccs t l r r rnatrc  reprcscntut lons unt l  that  lhe
di l lercnccs we sensc tn thesc t i l rns dcrrve l rurn d i l lc rcrrccs in  r l runrut ic
construct ion.  

' fhe 
spcciousness ( ) l  th is  reton rs  unswered t ly  i rnot l rer

cxample:  Whal  ubout  t rvo rers i< lns o l  Nerv York Ci ty  ls  proposcd l lv
the 1920 Munlru! tun and the Wi l lard Van Dvkc l9 l8 i l rc  ( - i r r , . / ' fhrouuh
camem angle. editinr:, l ightrne. and rlreanization rve ue here sivcn two
qurte d i l fcrenl  vers ions ( rcprese ntat ions)  o l '  the same c i ty .

Where Scrut ton d iscusses c inelnat ic  representat ion as a specia l  or
enlarsed case of perception. modernists ot the semiotic and post-
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smlctural camps treat it as a special and limited case of signification.ro
To them cinematic discourse. l ike any discourse. proceeds by the ar-
riculations of codes producing a myriad ol meaning effects. One of
rhese effects is representation, which. far f iom beine deprived of in-
renrion, is a lullv ideoloeical effect wherebv a picture of realitv arises
our of the interplay ot differential signs. For the health of socierv as
rvel l  as tbr  the sat is tactorv work inq o i  the c ine ma.  the sol id i tv  of  such
plctures must  be d issolved back in to the mechrnism t t l  s i t tn i f icat ion
rvhich gave r t  l i t 'e .  Only in  th is  rvav.  thev urgue.  c tn comrnunicar ion
t iee i tse l l ' f rom the auromrt ic  reproduct i t tn  ot ' ideoloty tor  fa lse p ic-
rures o l ' real i tv)  and t lpen up thc ntore logical  or  anarchic possib i l i t ies
o f  s i gns .

Scrniot ic ians tcnd to s t ress the insrantanet tus end invar iable rnove-
ment  l ronl  s iuni l icr  t t l  s iuni l icd in  lhc ar t rcu lat r ( )n ( ) l  c incmat ic  rncan-
ing. ' fh is  lu tomat ic  opcnr t i t ln  inp l ics a spect i t tor  rvhosc ro lc  is  that  o l '
a  re lay in  an r rnpcrsonal  rnovemcnt  o l  c incmatrc lnd cul tura l  languace .
Post-s t ructura l is ts ,  u ivcn ( )vcr  tnorc and rnorc to thc l rce p lav o l  thc
srgnr l ier ,  rcvc l  in  construct ing un rndcl in i tc  ! ' lnctv  o l  prov is ional  s iu-
n i f icat ions r lu t  ot ' thc rnatcrru ls  (codcs)  ot  l i lnr .  Whcrcas the spcclutor
would uppear to havc a rnorc crucr l l  ro lc  hcrc.  that  ro lc  is  l inr r tcd to
teasing out  the possib i l i t ies embcddcd in thc codcs thcmselves.  ( )ncc

asaln thc rnalcr ia l  cot lcs t l t  thc svstcnr  ru le thc spcctator .  tak inq h im
rv r l l v -n r l l y  i n  t he  cnd l css  l l i gh t  o l  t cx t s .  An t r -humanrs t s  l pp laud  th i s .

Reprcsentatrc ln is  doubt lcss a humaniz ing terrn.  lbr  i t  suugests rhat
te x ts  cx is t  in  par t  by means ot ' the re l l t ion thev e srabl ish benveen read-
ers (spectatorsl and a rvorld ol some intercst. .{lthough representation
shou ld  no t  be  though t  o l  as  rhc  t cm) inus  o l ' a  l i l n t  ( us  shou ld  no  s ing l c
sspect  ot  rvh l r t  is  u l rvavs i tn  ln(cract ing svs lem,.  i ts  pecul iar lv  in tcr-
mediate status tclls us a sreat dcal about the expenencc of tvatching a
hlnr. Wlren lcavrng North lty Norrhx,tst rve r', 'r l l  l 'cel correct. though
inadequate.  i t ' rve characrer izc i t  as a thr i l lc r  ( ! . lenretor  as a h lm about
a man pursued bv unknorvn cnemies {premiser .  \ 'e t  these descr ipt ions
are sure ly  more i lp t  than one which rvould label  i r  "a l i lm about  a man
In a tax i "  or  "about  a man on lv1t .  Rushrnt l re."  t i t r  nei ther  of  these
fraqments gets at the overall picture the ti lm renders. If pressed to
elaborate that picture (as rhe scriptwnter must have been when he pro-
posed the ti lnr to the producer. or as we are *'hen our triends are de-
c id ing whether  to see i t ) ,  we general lv  recount  the p lot .  that  rs .  we
indicate the characters. rhe intrieu.. "ntt the values that are at stake.



54 Concepts rn film Theorv

In th is  wav we ident i f l ' rvhal  can be expectcd and suggest  how the f i rm
ousht  to be perceived.

Alrhough the pr . t  is  c learrv no subsr i tu te lbr  rhe t i l ' r .  i t  d .es rerare
the pr i rnarv aspects ( ) l  perceptron rv i th  rhe ur t inratc cxpcr ience . r .
rneanlng and varue.  The perceptuar  re 'e l  or  crnema rs r rcar lv  in tarru i -
b lc .  rvh i lc  rnc ln inq unr i 'a lue surr .untr  the l i r rn i ike a h. r izon.  t lu t ' r .
reach a l r r t ls t  bv der in i r i .n .  prot ,  .n  the t l thcr  hand.  rs ,ccessrbrc l i l r  r r
rs  a suln r l t  perceptual  l iacmcnts ( rht luqh r t r l r  rhc augregatc ( ) f . thcse l
and it is an cxamplc .t rhe rvorrcl tt l  rvhich ir bcl'ngs ,rnd rvhich it
del ivcrs rc l  us in  speci f ic  tbnn.

Ct lns idcrcd lh is  rvav ls  p l . (  or  i i rgumenr.  rcprcscntarronl |c ts  as i r
specr l l  k ind t i t  labcl  a l lowinq us to i jcnt i lv  rhe g,hglc p ic turc,  belore
r l r  ar tcr  rve t 'u i lv  i rnnrcrsc t lurscrvcs in  r t .  Lr t ic  unv rabcl  r (  ls  a con_
vcniencc and a rurrv  c .n 'cntr .nar  r lnc.  wc i t lcnrr r 'a  rcprcsentat i , r r  as
wharcvcr  laruc unr t  l r . ids and tJ i rccrs ( )ur  ut tcntron.  lJ iscnsrcrn sp.kc
ru l rvuvs, l  a  grand thcrr rc  prot luc inu a cr ln t r ' i r l 'g  l lnr i . rc  c lpahrc, l  in-
l i t s rng  und . r t i l n r z i n , ,  t hc  pa r t r cu ra r  r rag r l c r ) t s . r  a  r i r r r . i t \Vc  rnuxc
rund watch r i lnrs accr l rd in! . :  r ,  rcvc is , r  in lcntr .n l l  br r rcks or  unr(s.  i lnv
' l  r vh rch  \ vc  cJn  t c r r l  J  r cp rcscn r i l t l on .  I vcn  r t  r uc l t  L t r t t r s , , r " , aa t , , r , -
ca l l ' t l i s s . l ub rc  i n t .  r he  c l cn rcn ts  r vh rch  c .n r r r t u r c  t l r cn r .  r hc ' p i av .
r l c t c r r r r rn i r ru  r t l l c  r n  ( )u r  c \pc . cncc , l  r hc  t r i r ' .  f hc  \ r t uu r r ( )n  r i c r , : , ,
l rnul . t .us r t l  th l r  rvhtc l t  r rc  l .unt l  i r r  pcrccpt t .n  r 'hcre t l tc  ru\v  srrnur l
e .u l t l  ' e ' c r  r i r r r v  l r cc .un r  r ( ) r  t hc  pc rccp ts  t hc ' eons t r t r . l t c .  . \ t t cn t ron
Irnd ln tcnl lon.  gurdrnr . :  l )crccpr l ( )n.  ( )pc. r tc  c 'cn ' torc upptr rcnt l l ,  u t  thc
levcl . l narratr'c or*anl;r,,tron. wc idcntrr'v i ln.rnr' ' l  r ithr anti shatlarv
rrs  "a rnurchrnu i r rmv.  , ) r  " . r  rnan harranu.rnr  i l  r r .wi i - :  ; "1 , ; . . ; ,
be l  un  a r rav ' l  such  pc rccp ts  " r  r  r "p r . r Jn ta l l on  o l . t hc  l i t c ' t . Law_
rence of Arabia. or rs i l  'enilon ot Tolstov's wttr ttnd rrcru-c. viervers
rnav d i t ' l 'c r  rn rhc labcls  rhc ' lcc l  . , ,n . 'p" i l . , l  r t l  supprv r i r r  r , , ,hat  thel ,
sce .  t )ut  the conrpurs i r )n ro \ee r i rnrs as rcprescnt i l r lons is  r rnr 'ersar  l rnd
un i vc rsa l l v  l unc t rona l  r n  rhe  ove ru l l  l i l r n  c . rpe r rencc .

I le  prcsentatr ,n 's  in tcrnreoiate p.srr i .n  bct rvccn thc r raImcnts . l  a
l i l n r  and  i t s  ove ra l l  p r ss rb i l r t i es . r ' s i sn r t i cancc  s l rouk i  su rp . sc  no  ( )ne
lun r r l i a r  w r th  F reud ' s  usc  o l  t hc ,a r rn .  l i , ,  r cp rcscn ru t r ( )n  l r p l l e l r s  us  t l t e
indispensablc l i l rm undcr  r rh ich l ln tastcs ancj  t l rcarns r r ray cx is t . r t . , \ l -
th .ugh l is ted as one ot ' the t i lur  operal ions , l  rhe drearnw,. rk .  repre-
senta l lon is  c lcar lv  thc t i rs t  und ncccssary corr t l i t ion 1^-rnr i t t rnu ct lnr lcn_
satron.  d isp iuccmenr.  unt j  secondarv crrborat ion ro ( )pe r r te .  l ) t lubtrcss
because of Freud. represcntation retains its conn,tation ,l an uncon-
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scious drive in which fisures arise and present themselves tbrcefully to
us. closer to rhe common norion rlt 'svmbol than ro that clf code. psvihic
representatlons demand a rvork ot' interpretation in rvhich rve must ad_
just  ourselves to the neaninq that  seems proposed but  not  completed
bv rhe represenrar ion.  This rs  cxacr lv  r ike the * , . rk  t l t  f i l l ing in .  f i t ter_
ing,  l .d  under l in inr  rhe cues provided bv the images and rhe srund-
t rack of  a l i l rn .

The rnodcrnists are richt to insist on the l imircd range of represen-
tat ron.  As in  the Freudian case.  i t  operates ls  a threshold permrr t ing
the real  rvork {dream or  rn lsr ic l  ro creatc value enci  s iuni f icancc.  Rep-
resenrat ions are 0 l tcn used in rexrs rvhich rurn l r ta inst  rhcm. . \  l i l rn_
rnaker  l 'nav srrnr l 'y  somcthing qui te ambir - ruous ( ) r  cvcn ncgat i 'e  ubout
the represcnrarron his lilrn deverops ls wemer Herzog tjms ivirh ,lguirre
or  r rs ' f t rnv Richardson docs rvr th rhc cr i r 'can w' r  in  r t is  L ' r turqt  r t1
the  L i vh t  l J r t<ude .  l . l n '  r :  . n l y ' nc  t l l  t hc  r i { u r cs  r l r ' c l i s c .u rsc  t hu r
w0rk  r v r t h . rn t i ' n  r cp rcscn r i l t l ( ) ns  ro  ro rn r  \ r gn r r t ca t ron .  I Ju t : r s  t h i s
chal ) tcr  l ras sr lught  to  pornt  ( )ut ,  rcprescntat ion {ar  rcrst  In  thc c.nvcn-
t ional  crnernar  is  a neccssury prec.ndi t i t ln  lor  ( l lscourse.  one can
ma ln ta ln  rha t  P i c ro  de  cos r rn i ' s  "V i s r t r t i on "  

t u rns  on  thc  b r r l l i unce  o l
i ts  c ' l ' r  rv i rh rhe cxccssr \e use . r ' rcd s i tnr |v ins pcrhaps a h.st r r i tv  t '
ear l icr  p l rnt rn!s  ( ) r  i l  rc ' ,u i t  agarnst  the patr .ns r 'h .  commissionct l  thc
piecc.  t l r  th l t  r t  c . rprcssess l ) ie . l 's  rnassivc lv  unrcs.rvcr i  Dsvcholr l t ic r l
tensi .ns.  Nc 'cnhclcss h is  p l rnt rnt  , rprr r r : , , , . ,  \ l . rv  e nc,un, . r ,n*-  t - , " ,
srster  l : l izuberh as rcponc 'd in  rhc l i rs t  chuptcr  r i t  s t .  Lukc s c .s ic l .

Rcprcscntatr .n nrarks a kcv rnc lment  in  c incmat ic  d iscourse in  i ts
st rueglc to wresr  s iuni f icarron r ' rom pcrccpr ion.  Thc loeic . t 'pk l t  de-
ve l . ps .n l v  i n  I  l i e l d  r r t  l c r ccp rua l  poss ib i l r r ' r r i r h  r vh i ch  i r ' s c i l l a tes .
The partrcular \rrategies untr patrrs bv which \ve .love back anti ronh
t iom pic turc ro perccpt ion. ie l inc thc nrodes l rnd genres, t  r i r rn.  Eiscn-
ste ln g 'es so tar  as to rns is t  that  .n lv  th.se representat ions that  de-
vc l ( )p r l  t lccp r r rutg lc  and d i l r icu l rv  can bc t rc t 'mcd "n. , ,  B.  , r , . i  r r l ,
luav, represenratron names that threshold at rvhich'ierven stantl in rtreir
t raversal  ' r 'a  t i lm.  a threshold that  puts thern not  rn contro l  o i  the f i lm.
no r  u l  t l r c  r r r c r cv ' l  i t .  no r  i n ' s ta t c  o l  ve r l i go  be t i l r c  i t s  i nnn i t e  ooen -
Inqs ( t l lusc; r rc  the rerct rons i r rpr ied bv real ism, semit l r ics.  and post-
s t ructuru l ism respect ive l r . , :  instead rve l in t i  ( )urselves in  a state ot . , rc-
t tve " l is tcn ins '  

ro a rv ' r ld  rvh ich might  take shape ancr  rvh ich.  in  th is
or that panicular f i lm. has raken a celain shaoe.

The irreducible perceprual manifold draws us of its own accord to
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tesr  the adequacv of  anv r iven provis ional  oreanizar ion that  seems to
anse fiom it as a representation. Such organizations narrate a version
of  a wor ld in  rextual iz ine i r .  I f  such rexts produce a s insre or  mvr iad
sisni l icat ions.  i r  is  onlv  our  of  the sk in , f  percepr ion and the r resh o i
representati on.

Signification

THE ASCENDANCY OF SEMIOTICS

Thc rvccnrnu ot  rnodcrn l i l ln  thcon,  l rorn Mi tn 's  paternal  enrbracc is
nun red  l l v : r  s rng l c  t c rm :  sc r r r i o t r cs .  \ l i t r v ' s  l cng thv  n ln lnJ t rons  ( )n  t hc
rapport  t rc t$ccn languaue und e rncma, toucther  rv i th  , \ lbcn Lal luv s
Loqt t l r t t  lu  t ' t r t t 'mu und scverul  othcr  s tudics o l  thc cur lv  1960's.  h ld
cvtdent lv  squeczed r in ,  thc l ru i ts  ot '  sent lemaniv spcculat r t ln  on thc
toprc. 'Whut  scerncd eal lcd l i t r .  lnd rvhut  l rosc.  wi ls  a sc ientr l ica l lv
insprrcd invcst i rat ron ( ) l  the so-cal lcd languure o i  e incma. Structura l
l i nsu rs t i cs .  l dvanc ing  on  rhe  t cach in l s  t l t  l l j c l r ns l cv .  Benven i s te .  l nd
l\lartrnct and bnladcned bv thc usc rnadc ol it bv anthropxrlouist Claudc
[-ivi-Strauss. providcd both the riror and the rnodel l.or such an inves-
t l l t a t l on .

- l -he 
scmiotrcs ot  c inema rvas launched rvr th a nros(  headv opt imism.

Dnvcn by an in tu i t ion rhat  the inransib le po\r 'er  o l '  the c inema was
knurvahlc und that  i ts  nrechanisrn \ \ 'as in  t 'act  unlv  a nrcchanisrn.  se-
In i ( ) t lc l i rns crDbarkcd ( )n thc requrs i tc  painstakrng studies.  ln  general
thesc took the l i r r rn o l  organizat ional  out l incs on the one hand und.  on
the other .  o i  minure anal lses i l l ' ind iv idual  aspects ot 's isn i f icar ion in
li lnr. ' fhe 

organic nrysten of thc nrovrcs was now rhousht to be a spe-
c i l ic  r r r i lange or  system ol  codcs o l  rneaning *hose e lements and in-
tenelat ions could bc derai led.

Some of thcse cqles (for instance. r,isual puncruation and visual tnck

) /
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senation. Univeruity of lowa' 1979)'  The work of Stcphen Heath' Ray-

nrond Bcl lour. 
-thierr-v Kuntzel.  Charles F' Altman' and a host of others
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