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Bccfl,llse film montage' has, figurative properties equivalent to poetic 1magery, 

filmlc-expre5s'i..on 11.').8 bocn n.blc to oxplore p:).ths similar to those o}:poetry• By 

exa.minin'3 sorne of the b.-'~sic principlas of montage as weIl as th meeting point 

of filmic and li tcrary techniques, a. clca-cer idea ma.y be ed of how certain 
-. 

areas of film have follolfa-t the lcad of modern 'poetry. 1œ moo.e-rn poétry, for 
• 

. ----------,e~ple, the clné-pocm hc'\s COlllC to 1'e1y _l!'lSR -On pv t statement ,an on imagery 

tha.t encoura.~es part1clp~tory eJt'Per1ence. Ho over, fl'lm l1ke modern poetry bas 

-~ 
rediscovoron the' picture langua.$e, of ju pos1n~ two images to estaplish a 

--
third concept. Smali ~nder, then ha. t avant-ga.rde film-maltera have found \ 

met-aphoric!ll montfl,~e and 
l ' etamorphoriis of superlmposi tion invaluable in 

the1r flQ-'l.rrh for lnéleed. their diseovery 18 the conclusion of • 

this oss:\.Y· - poeHe 'figuration ls cOlIlPt'\t1.ble with fll.J1lic as well' as poet1e' 
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RESUf.1~ 

Etant et~nnf! l'J'le le m~mt,1.'5e de film a. defl propri6tos figuratives équivalentes / 

~IlX ir.li'v;e!3 pOfltif1llès. 1 'cxpre~sbn filmique a donc Ptt. explorer des domaines' / • 

sl!milairc~ .<\ celJX r10.. la p::>ésie. En eXiUllin-:l.nt fluelques-uns des p.rincipes de 
[ 

b~sc du m..")nta!~e f1.il'lsl 'l'le le point d'union des techniques filmiques et lit-
" 

t~r;).ire1'l, une iMe claire Jaillit à l 'p.1'tpri. t ct 'aprè!'ll laquelle certaines zones du 
i 

film ;).llrrtient suivi les trilces de la. p,t1sie m::xlerne. Comme cette' derni~re, pat' 

exemple, 10 cin~-poème compte moins su~ etes phrasés explicites que sur~1'1mage 

l'Jlli encollt""l';C l'expr}r.·icnçc particip"lt::>ire.· De plus. le film comme la poésie '1) 

m~dernc El. rt1rl"c':lllv('rt le lan1;v~c im:vt6 rt~ ,inxtaposer deux illlElges afin d'établir 

un tr:)isi~mc concept. L'~n no s'étonne donc pas trop qu~ ltav.ant-garde dès 

prodllcteurs n€' fil", .'1.ic::nt trouv~ 10 m::mta~e métaphot'illue et la métamorphose 

de h. supetimp:')~ition s,'\ns valeur aucune da.ns leyr recherche pour de nouveaux 

moùes filJ,niqucs •. EvidcllI/IIcnt, 'leur ciéc~llverte est la conclusion de cet e~sa1 ... 

que la fil!llratton p:>~tia.ue est comp:J.tible avec l'expression filmique de même 

flue p~.H::ique • 
• 1. 
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THE POŒTRY OF FIm f10NTAGE 

3 : 

Henti 'On the ~rd m..o.!1~' in ltollytrood today; and the term will lIIost likely 

be understoO<Î as a sories of brief ahots evoking ih a na.rra:tive fllm a. pu"ticu-

Inr atmofipherlc mood surroundlng an avent or passage of Ume - a series of . 
shots, for example, convey1ng at the most the head~ness of a liberated" Paris, 

or, . at th e least, a. series of newspaper head11nes illustrating the dr8l1latlc > 
~ 

_ ri~o ln popula.rlty of an aspirlng polltle1a.n or enterta1ner. The word, montage, 

once the topic of cons:1derable dèbate when first colned. f'rom French by the ea.rlY 

Ru~sian film thepris~" seeme to ha.ve baen transla.ted' by Hollywood 1(,eohtÏ1.o1ans , 

into a mOl'~ s1inplified, JIloreq pragma.t~c tec~cal tel1ll dev:01d of lts or1gl~ 

subtlties am oonnotations. Yet, among oontempora.ry theor1'sts the broader 

implications of filin montage survive, stUl debat.ed rut generally contendad: (11'1 th 
'J. • .. 

, . ' 

,&om& exceptions) ta btJ one of the lIIost easentta,l 111grèdlents of, fUmlc expression. 
"'. , . 
It ia 1n the context Qf tbeso liroad l1ApUo.tions that tpts essay ,witl' examine, 

• ~ d' 

è witb the imagery ot poet1c 8X}K'esalon. '. 
< ' • , , 

An' a:nalysis ot film aonta&e cannot lpate ~08' ploneera "0 tirst theorized . 
, , 

, ' 

,,-

t , 
1 
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on ib practic;:Ùi~ie5. Hussian film-makers VsevOlod Pudovkin and Serge! Eisen-

".' ~' 
stein c~inod ~nd,practised extcnsively the pecullarities of montage .technique. 

In particular, J~jscnGtein's references ,to literary equivalents serve as a: v'al1d. .. .. 
1 

introducti on to the trend. of modern pootry whose search for fraer expression 

bc~ins' with ~liÙ t lihitma'n and leacls on t'J the tradi tional verse form of Japanese 

haiku trot sa fascinated the Imagist poets. It 18 E~senstein's own reference 

to h'liku tha t poi nts out the common grou nd between his the ory of montage as 
o 

IIcollision" and the fi~rative forms of poeJ ie technique. Moreover, 1t was 

the mct~phorical aspects ~f montage that spurred on the early avant-garde f1lm 

... m:wcmcnts ta explore new avenues devoid of literary am m.rrative influences 

and. ~ea.red toward purely filmic moo.es. 

To show how ~hé variolls fODlls of montage contributc te these modes, th1s 

essay will examine the fl~rative and symbolic content of montage. At the Bama 
\ 

time comparative' examplM will be found: in po~try. Film1c techniques of spl1t-

screenJ ra~et:cuttin~ and sup~imposition, all aspects of montage, will 
# 

likewiso be seen in this contexte Nor would it be fair te ignore the cri tic&! . . 
voiee of André l3a.zj.n whose refusal .to accept the supject.1vitr of the photographed . . . 

ima.ge l~ him tr reject the llberf.:y\ of montage cutt1ng. ~et Hiis the very 

sUbjectiv,ity~ filmic techniques, ~t1cularly ~etaph~r1cal montage ~nd the 
\ ' . 

meta:nl~hd~is of sU~impos1 tion practised by eXJ.l8r1lilen~al film-makers l1ke ~ 

Kenneth Angor am Stan Brakhage, that so successfully anables the f1lm-maker 

t:.: ,,;arallel what Ba.ya Deren calls the "poéUc cons tl:\lct, ft Such 16 the direct10n . 

thls essay t::0Uows as lt seeks ta cletemine what censtitutes the poetry of film 

moniage. 
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FOUHDING FAnIEHSI~ TIŒ SI.i:ARCH FOR DEFINITION 

D.li • Griffith was amon8 the flrst to ~xplore the .editorial devices of film 

by cutting up the single' fixed sho'ts am wide-angled compositions of ea.rly . 
~ilms tfi th camera mObl1ity, mùlti-shots, va.rled .foca:1 lengths, a.ni the 1nter

~ 
cuÜin~ and p"élXallel cory.st ction techniques taken for gra.nted today. Wherea.s 

Griff'ith's tochniques ew largcly out of his strong. intuitlonal ani dmatic 

sense, the formo.l pecta of his techniques became w1de'ly emulated by others, 

among thern the usslQ.ns whosc 'clinical aualysia "ni expér1lllent&---{eap.ec1allY _ _ '. _, " r 
those of Kulcshov) opcned .up more theoretlca.l hor1z'o'na. Vith the discovery or 

1\ ~ ~ , 
r , 

editorial continulty and tt.c/ .... orderll' a:iTansemerit of 8epar&~ë-s1mts, a new liI~.g;;;r 

of communl~i:>n was born -. ,the technique or montage. ~: . 

. .,.. ~ ------' ~tonta.ge had to Pl-BS thrôugh a format.1 ve phase ~fore A'rT'M'In at a def~o 
, , 

posi.tion. Ed1ting ("Part !r-œ sœe degrèe-o!-...... ·-IL' 

Was .se1zed ùpon bf the Ruaslans as being thé.,one crèatlve proeesB in film-mak:1ng 
• li • • 

~ . . .. 

tha.t r:light adf'Q,uat.ely support the notiQn of film as an art form. lt wa.s 

" cons1dered a. means whereby the ,t1la ~~~t,oo\tld.,!'BJ)1pulat.e the reactio~ of 
.... . -- - -~- " , . 

, 
" r 

.J;.' .-
an audience' tow~ \ bis ONn peraonal ao4ea or expr:eaa1on. Pudovk1n had tb1a 

___ --' !r 

tG 88:'1 ,!bo~1-Jd.1ting •. --,- ---------------"..---, -. - - ___ --r -----

" " , 

. " 
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To the filin director .each shot of the finished film subserves. 
tho'5ame n~po5e as" thé ward to the poet •••• Edlting ls,the 
basic çreati vo force, '0y pou-er of which t:1C. soullees ' 
photoljraphs (the scparate shots) are englnaered into living 
cinematw~ra.phic forr. .. · •• cditing la the creative force of 
filmic rca.lity, a.nd ••• na.turc provides only the raw rnaterial 
with which H' works. That p~eclsely ls the relattal\ship 
beb'cen' reallty am the film. l 

4 

Kuleshov ta~etbcr with Puù::lvkin, , through a series of exper1ments, 

strne t'J ::;how h':)l1 the raii' ma. terlal of film, e simple shot, when juxtaposed 

'ldth sevoral different shots, CO~Ud off a number of varied mea.nlngs. In' 

one o;tcn cHed êxpcriment, the' "utral faclai expression followlng & 
~' . 

b;lWl of soup, a wom.-in ln a. coffin, am a. child playing seemed ta acqulr,e the 

pan;çs of hun~er Md grief and the pleasure of human jay correspond.lngly. IMeed, 
. , 

Pudovldn i5 inclined. to darmgrade the ln\'portance of the llÙlvldual shat except , 

• in its relation~hl-,p __ !lith the l'The le. He likcns a shot ~o the wo:;-d "beech" whlcb 

in itlfllf conveys Uttle lmp3.ct or artistic meri t but when supported ,with the 
lit ~ 

a.dditionaf.' 'liords "the tender green of a young beechtl beÈ;ins to acquire l,Ûe 

a.nd vi ta lit y •
2 

A filmlc representation of this would resemble cha.raderlstics 

of l'iterary f~m if the single shot of the beeeh were supported w1 Ul a series 

of quaiifying detailed shôtl? Bu~ more signif1cantly, Ptriovkin ma.intains that 
r 

'the manner in :wh1ch. the synthesis' of tœse stnts .1s bullt (montage) is a fllm!c 

fom of artlstic expression that transcenda the mere mirror1ng' of na. ture by 

the photogra-phlc ima5e. A refutation of thia theory by André. Bazin will be 

d1s~SGdd. la ter. 

It was this notion of Kuloshov's and Pudovkin's Nhich treated montagè as 

a l1nka.l:;e of shota, a la.ylng ôf "brlcltsu end to erxl, that incurred ~critlc1slll 
l ' . 

of Serge! E1Benstei~~ Eia&Mtein. in ~s two lla.jor worka !!l:! !2m aM Th, 

" . 
fi 
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Film .$Q.n~ef" secs th"c shot mt a~ an elertlent of montage. assembled lnto a ~. 

" of elements but mther a;~ a ccl~ llhose interaction Id tll other cells forms al. 
". , . 

, .u::.ter of ceUs fused togother into lia. ph(m~menon of anotber order, "the 

or~~ism or embryo. Il ," Eis_cnstein arguGs, moreover; that .the jùxtaposing of 

two Sh~ts does not merely produco their sum but in fact an ontirély new 
• 1 

concept or idea. This concept is achio'/ed not by linkage but by a collislon 

bctwccn the two opposing pleces in confl±ct with one another~3 Moreover, he 

implios tha t the' mini ms a na turnl propensity to· find a rela tlonship between 

two separato onti tics. He quotes, from a story by Ambrose Blerce, <Ul example 

ThA impression , 

dt"'Hn mm th!) tHO imr].(!;or-;, n. 1l01ll'U1 mOllrnin~ I\nd a grave,' is tha. t she la a 

iiidtlm, wherèns in fMt shc 15 mourninr; not for' har hus band, who is all ve, . bIt 

4 for her dé'\d lover.. The error arises from the fact that the ldea of "widow" 
• a 

hypothcsized from thO jüxtaposition 'of: two representational images 18, ln 
q;l'I 

, 
ltsclf, unreprescntat10œl and cannot 00 confirmed without further representa,. 
tlonal ev1d~nc~. 5 . 

The mind 1n thn alnve lnst3llce makes a ,judgment whlch ori the surface 'Kould 

Beem to be straightfonnrd am yet 1t la misled by ~n associatlve l1terary or 
. 

oxperiential &esutnp1;:1.on. The ~e phenomenon may :t>e rela ted , perhaps, to the 

'J 

mlro. 's lnnate desire to work out an prder in, 1::he midst of apparent chaos. 

1~ certain e~erll1\ental' films ( ~ lrileed certain p~èms )~ a string of ' 

seemlngly unrela.ted images ma,y'provoke a vlewer or r~ te feel compelled 
~ 7 • . .. 
ta fim. aean:Lng rath$r· than al"o.r the i.Jaa.8es ta awaken in hill an intu~t1V'e' 

• <' , , 

~ent1t1cat1on rlth (if not,~nieratard1ns of) th_ throush an 1nterpla.y betWeeI1 
",r-- . 

~ aiIl aubconscious as80Q1a~na. " E~ wben ccntronted 1d.th the speed of 
, 

"r~ "'. - , 
1,. •• "~~ 

............. }.., -. .' .. ' .. ".""" 
,... ~ ' .... 

",...d', 1 ~'.~; ,_., •.. 
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• 

pro.1éctod film the mind 15 conl'used In~o believin~ that what it sees 15 not 
lof' 

in fact ~ serles ~f still frames k~cklnç motiun but a constant image that is 
• 

m~v!.n~ • Slmilarly, the mind 15 all too ea~or tOlind a common relationshlp 

botween tw.:> lm:t.~es a.nd in its confusion CarI som~tlmes acc"ept. an illusion that 

is erToneous in the context of reality. lt 15 thls lllusionary quality that 

dl sturon- Andr.6 fu.~ in as liill be sccn i~ bis cri ticism of montage. 

~ifienstein carries on his analys1s of montage by all~ng' td.paintlng, 

drama, a.m literrÏ'ture. Since the main emphasic ln this essay 15 on the J.a.tter, 

refe:rence will be Ümi ted. tn hls comments on prose and particularly poetry. , 
Llsensteln flnds sevoral examples which indicate th1.t writer's have long been 

. 
u5in~ montage techniquo. In dealing with tœ "word" he refers te ~~l4'ia Carroll 's 

introduction to Th~ !f.llnting EX th~ ~~rk 'where Carroll explains the ratlona1e 

behind the t·portmante;.Lu '.foro',\','l'he two words Hfuming" ani "furious" wben 

pronounced <nunlly tor,ethcr have a. tendencY' to fom "frum1ous" the" éomposite 
6' . " 

of the tlolO. In this instance no now con.cept is born but his reference to â.n 

exa.mple by. Freud ll1ustrates hOll the c~pound word ltalcohol1days" {Christmas) .' , 

has established an effoctively ne~ concept frolll the. combination of its two separate 
11/ 

~isensteinfs notion of mo~tage as co~llsion be~omes clearer, and in 
., r ". 

this instancè both the r~sùlt, and lts éomponents are readily discernible at on~ 

and the saine time. The por'tlll8.~teau 18 notaQl,y slÎnlla.r in its simultaneity tq 
, . 

ths filmic devlces 1 of 'Spl1 ~-screen am sup~r1mposi tion 'Hh1oh are close afProx-
, ." ~ 1S;~ 

ima. 1:.i ons of monta,r.e t :uI 11111 bè noted la. ter. 

At one point Eisenstein COMea very close tO,Pudovldn's linkage prlnc~~le 
, . 
whon ha tallas of the _chanles that ooeur in life in the fomatlon of an 1Jaage. 

, 0 

1f'l'Q'l9~~te an ~. a 1tOr;k of ut IlUBt rely upon a preclsel.y a.nalogoU& JIletbod.. 
, ..' ' • l 

, [to tba.t'~"J"eal expérl~c~l , the 00l1st~ctlon of a chain of rèpre~.entatio~ ... 8 

, 
.,,: 

, • ( f ... ~. ~ 
1,",,: "7': <;'~"";/(', ",;,,~~,;;2,~:~'~' :j;, , \ "':,--:. '~~~h~' >,', ,l',t .. ,~. ' "'?~I 

L.;_ :.~. );~·:'.1'}.;"' .. _.- .(~~:;.~rr.'_ ,}',)f~ ~ _~.;t.t.,;~.::~: 
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He refers -second and Forty-fifth 

Street!: in NE'll Y ~rlt thron~h a. r~construction 0 -;-t, ~ .......... r of distinct. t?present- ,

a.ti va dot ... .ils of thOl3e s-t;.rects. Hot untll this 1 al reconstruction(of the 

separate part~ ia recol1ected can the image of each street as a whole be 
ù 

achioved. Apart' from POOovkln's ;;re.a.ter concern with montage aS' fI:"k1'r-rv:1oJ 

iinl~~e, it 15 pcrhaps only the cellular concept of the'repr 
, , t 

11.5 the tot..1.1 i~~e (the second stago of the menory proceès) 

~üishcs.Eiscnstejn's montage from PudovkinJs. 

Eisenstein differentiates between the proces9 of 1mage-~ng in l1fe Mit 

that in a. work of art. \fhereas' in lire the f1;rst stage of 'assembl1ng the 

t"op!:,esentations 1s "luickly superseded. by a recognition of the total image, 
. 

a. w~rk of art c::msidemble attention must bd g1 ven to the process of bu1.&.1.1.uAev 

lin the mi~l of the' vio\ier~hose details 1'l:eces~ for t.he llIost affecti v 

c9nceptn.1.1 rCGult. 'He wr~tes, "Consoquently, in the actua.l met of cr.ting 
If, 

images, a worIe of art must reproduce that process whereby, 1 ..lli 1 tself, 

new images are bul1t up in the hunan consciousness and , -
Eisenstein emphasizes that' no ma.tter hoW' statlc in its 

, 
t,~ona1 ...... shot ma.y bo, \.,hen placed in juxtaposition Idth another 

there ooeurs a dyYk~lc ln~ractlon that should actl~te the emot1o~1 senslb11-

ltles of t.he viewer in JUuch the &alIIEJ wa.y H' does the film-ma.'ker's. Th~tlcaJ.ly' 

·the reaetlbn sho\11d be the:. 881'1,e for ooth, though emotionally. ~ch 1rviiv1~ual'8 
. , 

reac'\;lon ld,U d1ff'er s11ghtly,accordlng to h1s psych,ologioal makeup and back-

grourn. It 15 t'hl' dynsl!l18J1l tha.t d1!f~t1ates the bl.a.JX1. reeordlng of an 
~ 

object ld~h a. .single &hot ~t ,statcment froa tb.~ .ore extr981ve ~resenta.t1on 
" ~' ".- " , -

of it:wHb &'ser1ea of cœ:Pl8lléntlr".8bota or au'b-IÏtat_nts -tha.t coœ\Nct 

the whole and 'better st1Jlula.te t~' .. S811;, ~ "brlckad,or t(ul.~hOV am 

, , 

, " 

.• ,o. • ,~ 1 
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P\ld~\:kin acq ui re m'Jre, lire for Eisenstein. 1 
Eisenstein sll:pp'Jrts his views with a.n example from Pushkin' s narra.tive poem, '. , Poltava: 

, 
"1'03 late," someone then said' to them, 
Arrl p~inted finger to the ~leld. 
There the fatal scaffold wa,s dismantled. 
A prJest in<casf' 'b~k' wat praYlng, 
And ont') a. wa't:> s bolng l1fted 
By tW::l è:>ssacts a. ;>aken coffin •••• 10 

'. 

The total image ~f the aftermath of the central ~haracter's execution 18 
.' , If • <.1l ' 

supn'Jrtcd by threo c'Jncrete details that in juxtaposition convey the emotlonal .... '- . • . 
m:>Jd t'J tho readoi: t~e dim'lan,tled scaffol~, the 'pray1ng priest, a.nd the coffin 

Horeover, in thi~ exa.mple each detail combines with . 
, , , 

o . ' 
the other tH:> ~g f::lrm a concept difficult to recogniza in any of them separately. 

The dçl.nt')er of l~isenstoin' 5 n;>ti on 1 of course" ls tha. t' ta use the method 

c:mstanUy may bc t~ r,ubjoc t the viewcr t::> a more laborious process th'an ia 
~ . 

actui\l1y necesnary t~ f\'1lly comprehend the image. There may appear to be in 

'" Eisenstein s'jOta dist'~st of the vie'Wer's own sensibl1ities am the rapidlty 

w1.th which"he 15 ablo, fr:>m the representatlons of his own melllory experlenoe, to 
" 

identify with the 'si1nplicity ?f a single image., Eisens't»ein seems in danger of 

threaif~,ming, ~h!,:)U5h over .. man1pulat1on, the very participation he hopes to 

en'bourat;e from the spéctat~r. , ,Oversta.1;,ement can be a.$ .self-defea.t1ng a8 

understatement • ... ' 

In the ma~er1al present~ thus fa.t AS an overview,qf EUeZ1ste1n's Jaontage . 
" , 

t.he~ry, t1() major forms have been d811neated~ There la aontage, in the one ' 

instance, .wbere a shot ,fuBeS vith a. prececl1ng t»M to ft»rm a. nev conceptual idea 

n:>t revealed' in ea.~h of the ahots separatel.y. The col11elon of the tltO inde-
" . 

pendent 11111&eS lt1volves the f~st or the two sbots oondlt1on1ng the viever'. 

", 

,," 
'l, 

1: " .. ' .• ~j-."t.l-

1 
li , 
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.. 
reacti~n t:> the scc:>nli. F~r this reason Reid \lhi. taker in The Le.nege of ~ 

, . . 11 
refcrs to the f·:)rm as C:melitbnal montage. The Kuleshov experlment as well 

,as Eisenstcjn's'reference tJ thp ~raveside woman weepi~g for her lover will' 

serve for the mJment to illustrate this c:l.tcgory. In both cases the initial 

i.a~e. bO~~"P or crave .• conditions the viewer to interpret t~ subseqùent 
., 

shot in a specifie fashion. 

The, second form of montage involves a s~ries of indivldually representat1vè 

"<.h'Jts which combine t':> huild a total effect or thematic concept. Thus 1n 

Pushkin's pJe~ throc distinct details combine to create the emotional mood 

• 

folbwing an executi Jn .)Ild in similar fashlon Pudovkin's "beech" acquires ' -> • ~~ 

greater . rHinesz "hen' represented wi th sub-ima~cs ~f 1 ts "beecjmes •• : .. ~~ i 
classifi es this f.orm 3,3 Subst:.aft_tiv~ montage because the addi tional detaUs ~ 

12 . 
(adjectives) c~n:;trllct r'l. representatlve .nQunal concept. This latter ~ype 

. / of monta~e also includes the Hollywood versIon mentionod in the introduction ta 

this essa-Y. 

( Unlikc C~ndltional montage the Substantive form may (or ~ not) reveal ~he 

'" thematic c~ncc~t with1n the separate. 1ndividual shots themselves. In the 

Pushkin eXaffiple ~he c~ncept of executlon 16 not readlly evldent in the three 
,,- . .,. 
separate ~ho~s. An illustration where the whole ls recogni~ble in the parts 

ma.y be :lbserved in a. s"rles of shots where the thematl0 unit, such as vulgar 
~ , 

'opulence, ls dis,covct'cd in detaUed ahots of., for exatllpl'e, an ornately g1ldtd 

cornlee, n. ponderolls. ctu .. ;.Mel1er, and any oth",r extra.vn.~nt furnishlngs that 
, ' 

exudc overlndulgence. 

A study of the vanou8 type~ of montage in relation to their po_tic counter-
(' 

pa.rts will be onde further on under the ternts Oond1t1onal. and Substantive •. In' 
\ "Il . 

the mea.nUae the broad d.,tln1t1ons ftf aontap offered abave will help 1n the 

-J' 
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seatah f';)r comparable f::>rms in nodern poetry,. It should be ment10ned .tha.t 

t~~~'s theorists have added I1ttlo that-is ncw to the montage theorles of 
.. 
Pudovkin and ~~senst~in. a tribu te to the éxhaustlv~ ef~orts of thèse glants 

of the ~rly cinAI1l3... ~~-
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110tTTAG~ IN THE HOD~RN PUEM 

i; . 

1"'" 
) 

'l 
J ,(; 
~ 

'Any cOTllpar~son of film m:mtal)e w1 th the clements of poet1c fom requires 

sorne un(lE)rst..'1.ndln<; af the ,~owth of modern poetry and its l.nfluen~e on modern 

film style. Rober't Richardson ~teratlg,~ and E!!!! makes a slgnlfica,nt . . 
contrl bution in this respect: He dees in th~ poems of Wal t Whitman the first 
~ , 

major f'lft wi th the t'raditi on.--tl orderl1ness of poetic fom. Whi tllla.l1 ignored 
1 • 

. the tmdHiom,l tpmplatcs of rhyme and 'Iletre, the standard ver~e. forms, am .. , . 
intr:>du.co::l .b llentern pootry Il l1berated style reflect1ng, as some NOUld. suggest 

pcrhaps, Il. NoW' World enthusia.s/I\ for pioneering free horizons. With the dropping 
• 1 

of the metrica.l foot, length of Une no longer relllained. fixed. The use of the 

~ " "' sentence to c~vey linca.r 10g10 a.M. th_e lI&S complimentai by ~ lluber of> 

p3.rallel statements expres~ed. Jaoatl1 t.hrough imageS:1) 
o 

o. • 

wn~ bàn • 8 techn1.q, Ile or ~11I l_g:es in the fo1lowing excerpt fro. 

Miracles ils notably 81alla.~ tG ~ .•• tbods ~f montage introduced l&ter br tila • 

• 

\ 

.~ . 

, 
,1 
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. Or 'watch h:mcy-bees busy around the hive of a summer forenoon, 
Or anil:l.:1.ls fcoding in the fields, 
Or birds, or. the w:lnderfu Iness of insccts in the ai", 
Or the 'cxqulsite delicate thin c'urvo of the MW moon, in spring, 
These with the rest, one and all, are te me miracles, 
The WhOl;J' r ferrin~, yal eac~ distinct am in i~s place •••• 14 

Arter a:nticip.1.tin~ in the first two Hnes 1 the thernatic unit as the 
, 

miracle of life, \ihi tm,an pr::>ceeds te state the particulars in a. series of 
"-

12 

representa~ive images all :)f which in their,individual 'unlqueness build toward 

il. totaUty sug~estivtl of an inner life force., The simpl1city of each image' 

allows the reader's associative mcrnory to pa:rticipate and share somethlng of 

thp. poct'~ feelin~. ~ven the WOl\~ "wonderfulness" is but a. sipp1e general1zat1on. 
fl' • 

of a.n intense inner rGcli~S and its repet~tion in the next llne 5eems to 1m~y 

acccpL.1.nce ':)f the limi bU ons of verbal exp11.tla tion - the experience itself can 
.. 

only he fclt not nescribcd. In the last two lines Whitman underlines' his 

lnten LiO~'rÜ th <1. 11 tr-r.1.1 st.1.temcnt and a. Jllil:ticr-of-fact tone. It ls not 

difficult t':> recognize in Whitman's juxtapos'iti::>n of ir.la.ges the substantive 

fjrm of monta~c l~tar round ln Eisanstein's film theory. 

There i:s in Whitman already a hint of thè dry, mostly impersonal treatment 

::>f i~~cs which, WilS to 'bec::>lIle ont} of the tra.demarks, of the lmagist schoo1 of 

poetry. As Richardsqt1 writes of, Whitma.m~ 

••• the poet is n~t a. maker who c:>nstructs thlngs, '>flot a. 
seer set apa.rt wh~ revea.ls his vision to us 1 not an 
ar~erf a pole~lcist or il. teacher; He 18 slmply one 'who 

. he~M wHne~~ to· thin~, and his habituai set of .ind 18 
accoptance. 

In Mny of whl tma.n' s sm~ilêr poems a. 81n.~le image may struQture an ~nt1re poem 

am by an ::>rderin.; ~f detai l ca.n aIfer a: slllple decl.a.ra. tian 6f tha. t image' s .' , 

, --
ex1stcnc:e __ - ~ ~odern fila .... V Ultev1se have 11tt18 eKpllc1t purpose 'beyond _ 

16 dtrectlng our attentl~n to experlenc1ng ~h. eff~ of 8. aontage of images., ~ 

... 

., : 1 
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~ihi trn.3.n !"m,S the f:)rcrl1l1ncr of n. n'Jrnber _Jf lî.te nineteenth century poets 

(Oj. Rimbt1.'ld, I!:mkinsî even B:--;>;minq;) wh'3s0 stylos' constructed sequences of 
1 ~ • -

. -
im~~c" f:)r thnir. l"'<pf'rirmtLü rn.ther than cO:lceptual va!ue. Not until the 

s~c:mrl dec:1.dc :)f the mnnteen hundroos, hOl{(~Ver, can more sol1d .evidence of 

th'9 
17 , 

cffc.cts "Jf. m:xlern ;P3,'t!"V on ~m style be found. . 

ln 1913, Ezr::L P:;mnd hclped consolidate Imv~ism, a poetic m:)IIement that had. 

becn sbwl;V formin--; dnce the httcr· years of the nineteenth century. The 

seods ~î.d been sown by Henri Bnr~~on whose philosophical search for reailty 

uy in two nirccU ons, ,ci Hier throur;h Mans ',lf intcllectual r.l.nalysis or through 

ingtinct~e intuitbn. The respective l' '11uru;c for each a'lterna.te was the 

intellcctu:-tl lan,":ll::LW of Jtr::me and the l/ll3.,,;istic lan,;uage of poetry. Bergson 

.' 
s ta tcd fI) rt herl'l',lre tha t "n'lny di verse im3.~cs. b::>rMwed from very different 

',lrd('l·;' ~f t.hin",:ë., r.l'ly. by thr. convcr!'i~nce of thcir aotion, direct conse1.ousness 

to i he precise point where thcr~ la 0. certain intuition to be seiZed.~,18 An 

intcrcst in the lan'juan;c of images t!v'l t resultcd was furthered in the tHentieth 

cent ury by the extensive research of Ernest Fono11osa lnto the pictor1al , 
> 

lan:~a{l;e '':lf the Chincse ideo~ram. 
. 

Feno11osa pointod out that the syntactlca1 

l1m1tatiJns .,r a sub,joct-objact-verb format were not present ln the hieroglyphic 
~ 

langua0e of ,juxtaposed ll1nges. Single woro abstractions becaIIle more alive lben 

\ ... ,.. 19 
wrl t'ten as a sequence of representatlve 1ma.ges. LlkeWiae. Ré~1 de Gourmont, 

editor of the Hercur~, ~ ,!!nqe fr"Jft 1890 t() 1915, clf11l1led that 1t. was the 
1 . . 

responsibllity of the poet tct kaèp his a-rt of l.a.nf;'..Iage &live by u81ng ideographic 

techn~tlues t:l fuse it1la.~s together and tba,t the )uxt3.posit1onlng of '"WO ~8 
n '\ l' 

can prod .the 1111n:i lntl> creating a. th1rd 1ma.ge, the oentral .an.1ng of a poell 

f':Ir eX&JI,pl.e .20 

) 
1 

, 
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li!i~cnstoirt H:t~ "t\lick to disc::lVE:': Ulis ide'J:It'aphic concept as the prlnc1.ple 

of ',fl.lm m:>ntar,e. Ile draW5 upon inf:>rm=:l.tion fr:>m Jean Pierre Rémusat when·he 

lITites :kn "The C1n('mato'}Ttl.phic Princi nIE' ::l.fld the Ide o gram " : 
, 

..• the picture for \f:l.tcr am the picturc of an f3ye 
s1;>;ni fior: "t':> w:cC'P"; the plcture 'Jf an ear near the 
d.>'t1.win~ :)f Il d:>:>r = lOto listen"; 

J. dOG + a llIouth= "b b::l:rk"; 
a mouth + n. child '" "ta screa.m"; 
a mouth + a bird :::: "t') si~"1 
a knife + a hcàrt = "sarrow," and so on. 
But this 15 - m:>ntalje: 2l . 

l t is ah\:> the basic st!'uct;rre for a form of Japanese poetry known as 

h:"l.iku thtl.t harl captured the attention of the lma.gist poets and subsequently 

~;isenstnin. 'l'ne truc haiku, cDnsistin~ of -three linos only and involving a 

particula.r seanon.of the ycar, relies upon precise imagery te arrive at a mostly . ' . 
intuitive mC'taphysical abstraction. The poem dclibcrately avolds didactlc1.sm 

'22 
in favour of an instinctive understandln~ of reallty through implication. 

Joncs, with quotes from Poun~, writes an accurate acc~unt of the haiku ln 

relation to ImagiRm: 

It Lhük~ \t:is the basic unit of the imaglstlc poem, 
juxtapositioning two images often in contrast, and 
containln~ thern wlthln ~ brief. epl6Tnmmatie form,. 
omittln~ All moral 'and intellectual comment and 
allowing 'the images tQ f:>m a "vlsual chord" ln the 
mlnd - Il thlrd image tba.t unites. them - so that ~ 

. "thln,~ outtlard an:l ob,jective transforms it~51f or 
darts into a thlng 1~a.rd. and subjective. '1 • 

Nor wtl.s. the hniku simply' , a. ,iuxtaposlt1oriing of "two images to crtnte a th1l:d. '. 
PO'lnd proceeds further l "The 1 ~ne l!Uge p:>em' 15 a. form of super-posl tion, 

that ls t:l say 1t 18 one ldea set on t:>p of another ••• 24 The foll~w1ng quotation, 

,"Fan-Pieee for her Imperial Lord. et although not 8. true ha.lku, offers a good 
, 

iUustrati~n of wha.t. Pound. lIleant by "super-pos1tion" l 

1 
1 
J 

l 
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o fan ~f l1hHc silk ." 
cIé~r ~s fr?st ~n thn ~~rass-blnne, 

You are ~ls3 L~id ~s\dp..~5 
4 

Hcrc the Ül'~ in;vçc5 ;t'Cc the white silk fan and frost on a. blade of 'grass 

which i5 the "mlp(l't'-p~s'?rt" 'iffi.:l.Ge. 'l'hrough a fusion of rhythms and images, and 

t.he "super-p3si tion" of fr::>sten. Ijl'ass-blade up:m the sllk fan, the poet impl1es 

t~~t'as the fr~Gt molts S~ docs ~he beauty of the concubine and the attentions 
1 

15 

of her brdly mnster. l t should be mcntioned, h'Jwever, ~that the 'original te nets 

::>f the haiku h.:"ve bccomc blurred in tllis ;<>cm''Koich emphasizes love rather tha.n 
". 

26 
the rnctaphysic;w. appt"cts ':)f tk"\.tut'e • 

• 

.. , 

;ùth::>u~h' not an Im..1.tist, Archil:nld ~lacLeish han urltten ~t least one poem, 

"Ar" Poctica'," that clcarly illustrates the Ima,gist c:mcept of' directness, 

eCOn:Jmy l.nd jllxtapositi::m in usln~ images: 
A 

A poera sh')uld he pl.lpable and mute 
A3 a Gl,bcd fruit, .' 
DUlllb 
As ~ld mednllinns to tho thurnb, 

$ilcnt as the sleeve-worn ~t;ne 
Of c{:\-sclIIcnt lcdges whcr9 the moss has l1'I'own -

"A p::'lcm ah':)Uld 00' l'l~dle~ 
As the fllght of': b1rcls. 
• ....... l1li .................... " •• -•••••••••••• 

A poem 2~ollld not mean 
But bel. #" 

.. , 

.. 

Î 

.. .. 

l\lth6ush l'~~~1,Sh tl.ses ~ string ,of iages here to eonvey a. sensua! qua.Uty 

Qt silence aM 41r1tual eaSéftc;e. he lt\t~rrup't4 the juxtaposltion vlth a. d.1da.ct1c 
< • 

côUent to fora a. mlle in ea.ch case. Th1. U. of course, not. lnherent ln the 

I~", th. lut Une a,ppeara to oOllt.n.d1ct 

• 
", 

" 

.,1 ""~_:;~!~,4=~, ... ,·~,, 

, 
\ ~ 
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the very rneaninli the poon cornmunicates and Can only be excused bec&use of its 

;hiJ.o;~phic;ù form of t~bnally exp~llnding the art of poetry. NonethelesS'. 

the prcdomi~~t.emphasl~ in the poem ls for the imnge itself to help engage the 

undcrstand.in~ 'and thll~ impi).rt mell.ni)\g; the poet 's coml'!'lentary points out. in 

what rUrcction t.he ô:oplic:1.tion should be made. There mlght be l1ttle 9ifficulty 

in prcsentine on film this ,juxtaposing of abjects as a substantive montage on 

"silence" or the sorenity of spiritual ,"bein,;"; there would be Infinite difflcult 
....... 

,howevcr, ln vis'.13,lly relating these objects {hMugh film as a commentary on the 
, . 

fom p:lctic 'Cj,,'HlnCè shoilld take. 

;\nother poem by ttacLoi sh tha t reU es leM on d1d.acticlsm (thollgh meaning 18 

G tn 1 "tron~ly' implicd) i<. "Eleven." The visual 1m.iges are 50 arranged as to 

ùc'/cl,p within the reade a subjcctivè ass'Jciation with the, boy in his ldénti-

fication wiih naturel 

\ 

Ani s..tmmor morn~.ngs the mute child, rebellious. 
Stu~~id t hat1~ tho lIOrdS, the meanln~s, haUng 
Tho ThlnJ1, n~w, 'rhink, the 0 but Thlnk: w()uH lea.ve 
On tiptoc the three chairs on the verandah 
1100 cr;)ssitl6 treo by tree the eapty lawn 
~u3h ba.ck the shed door ani' up:m the sil1 
Stand press1n~ O"lt the sunli~ht from his eyes 
And enter <J.M l-lith outstretohed. fingors. feel 
The :;rlndstone am: beh1nd -t't tbe bB.re wall 
Ani turn a.nd ln the cornér on the cool 
liard ea.rth si t l1stenlng. AM one by one, 

. Out of the dazzled sha.dow lr;t room 
~he shapes lI)Uld·gnthér.~ wn plowshare, spades, 
. Hattocks, t.he p-;>l1shed helv ot~Clts. a' scythe 

. Hun:; tr:>1'\ the t'~ftéri, ahovais, s nder tinev.f . 
Gllntin..c:; acnss the eurve o~,lckl ... s~ tf"""'",,-

Older than men were, 'the wùsl to:)ls, the 'oiron 
FrieJXlly. wi th ea:rth. Am ait there quiet, breathing 
The he.rsh dry smeU of withered bulbs, the fai'nt' 
Odor of dung, the silence. And. outa1de 
Beyond the half-shut daar the b11~ le&ves 
And the corn ~vlng. And at noon ~ld come. 
Up troJlt t.he gardan. bis ha.rd orooked taJ'Ide . 
Gènt.le M'ltb ea.rth .. h1s knees st1:i.1 eartb ... ta1ned, slIlelling 
ct sun, ot .1.IlItMr, ~ 0l4. prdèner. lUe 
A pr1.I~. Uk. an 1n~. am band 

10 
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'JJVernIs bn,s!wts. 

-------------______ -- , Am thQY would rpt spaak: 
. They 'l-l::>uld sély nothing. And the child , ... ould si t there 

1 lb,p'PY as though' ho had n::> name, as though 
,!le had ûccn n::l :"ne: likr~ a le~ ~, a steM, 
Like a !'')ot .'jt::nfing - 28 

17 

30 

, 
, . Th() l'ilmic p::Jonl bill 1..ie S 'Jf, thj.s pnem are 'evic!ent in 1 ta close resembla.nce 

t:> il. scrplOncc of filn! m:mtn.:;e. In the description of the. shed' s .1nterior . 

(lines Il - lB), 'the eye is led 'froll'l :mc objcct to ~nother much l1ke the' rov1~ 

cyc ::>f :1. CarTlp.ra or the opt1cal diss'Jlving. 'Jf ima~~s a.s they take shape' fl'Olll out 
. 

of the sh"'.d::>Hfi. Senses arc interminglcd"- the tactile sense 15 visually per-

ccivcd in thr. texture of l;I'ihrlnbric a.nd, 'm.ll (lines 8 .. 9) _ Other senses of 

~mcll and s:)und are brJught into p~Y ;through the v/1,.GUa.Î connotations of bulbs 

and (lun~, a.nd the mjvenent 'Jf loaves am corn (lines 18-22) all of whlch 
1 - . 

Intcn::;l f:r the'" "cnG:>ry effcc\ of the m!;H'It.n..~ setfUonce. 
, , 

on t~ abil1ty oï film to \ lhyrnond Sp'_)t U::;u')ode m..1.kes an intorcstinr; ciPlr.tcnt 

• skin, or dough ~timula te ~~e~ù "Close-up photography of silk or wrinkled 

bein~ n1uee~ed ~nd m~ulded, will, under proper c~nditlons of lighting, pr~uce 

a tactual senon.tion whicn strongly reinforces the visual. ,,29 rte a.lso l.mpl1e$ 

tha.~ smcll, thou~h more difficult to ~reate, can he suggested by sense memarYJ 
r 

a. shot of ,a hay!'iold, for example. ?a.n prov:.>ke a seJ'lsory recall'of the smell of 

hay- This writer W'a-a st'rOngly affected by the choking clouds of dust ln the 
4 • 

bmwlin~ scenes 'Of the ltalian t.llfn st}.uare ln the Franco Zefflrelll production 
r 

of ~.o.~eo !!l!!. Juliet. 

Silence oruy implled. in "Ars Poetièa" is-evon ;'l'ln acute'ln "E,leven." SUence 

'becOIll8S a.l.mest 0. 80Um. in Itself ana aven tact1lè, as 8uggested in llnes e1ghteen 

.to tllenty _ Stan .Brakha.~e rema.rks o~ the viaual .• ftecta of film illlage in c:rea.t~' 
"' sourn' "The BOUm tJensG Which 'I1sùa~"1Jftage., alwa~ evolte a.td 1dù.ch can ,béCoJlle 

/ 

- ." 

, ' , 
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18 

intp.:~rn.l with the apsthctic expericnce of the film under cr.eative control, often 

makcs a~tual ::;::>unri ~upel'fl110u5." 38 

• 
The '11s\1:'1.1 f::lCUS in "~:levcn" 15 ::ln the shapes of ~~ets themselves and. the 

lihich ~~ina tes wj. th the rel..1.tbn of the p:l.rts (,J the or~iU1ic lofl.:üe 3011 of 

boy bcatif1c;J.lly ?xpcdrncinr; his "onon055" with the gardener "priest" and. 

n."l,tural 5urr'JJln(linr;n. A c'J1lUtcrp;J.rt b a similar experience of total joy may 

~e Jounri ln Puriovkj n' fi fillJl !'iPthcr.: whero (). prlsonor has just learnt he 18 ~ortlY 

b be set frec. !{n. theF than simply sh::l1T an expressiop, of joy on the actor,~ 

faJ, ,Pud')v~in c:mstrllcts a poetic montage .or shots reveal1ng pirts ~of his face 

n.J hands intcrc'..It with shots of rushing spring waters, sunlight playl.ng on 

W3.tcr. bircls nuiterin~ i~ a pond, and a child laud11ng. 'The audience's 

'aGsocla. ti:>n ::lf thcse ahots w}. th 'lJlany othQrs elscahere ln the 

i~in!; the comin:; of ::;I>:dll'~, creates a powcrful emotional 

the pt'is')ner.'s expcricnce of joy.)1 The parallclisrn, then, be li n the po~ 

"81oven" :mrl the film scauenc~ from'"l'btlter ls notable. In bath cases, a 

mont<'l.~c of roprcGcntativo deta.ils unites around a central image of, in the first 

instance slJJ1U\1er, an.,1 in thn secooo. spring, a~ the resultant abstraction both 

• f,!3lt and. understood by reader or vieller ls the spiritual am mental releasa of 

freedon. 
\ 

iUehirdsOl1 cOl),fims the similari ties betwoen poet1c imaglsm am. film. montage 
.., -

further'when he co-mpares ?o~m's tHO Une poem, "In a. Station of· thE,l 11etro,:' 

vith a seqùence from Pudov~ln'8 ttother (whlch qe JIllstakenlY attrlbutes to 
(} Il 11 

Eis!lnsteln). Tho l'JAea, 'tThe ~~~itlon of theae racéS in the crovd..1 Petals 

on a wat, black bou~h," are l1kened. to a ahot of militant MOrkers ~therlng in 

angor juxtaposed With a. shot of p.~r 1ee beg1nn1~ to break up. The ralAt1o~1:p 

ri:' 

, 1 

" . 
~ 

1 

.\ 
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, bctwecn the ttfO h\'l~es in both tho p:>em and the 'filin are 19ft und~:finedl nei ther 

has a verb or uses the .rord like (signallin6 a. slml1e) /l.S synt&x to cla.r1ty the 

c:>nnection. Yet b~th "p.:!.irs of 'lJr.1.ges :form a unit the metaphor~oal mean1rig of 
\ 

llhich js loft b -the vielfOr's or reader',3 discretion)2 
<4 

if Mt ;iaH \lhitM-'l.n be.';!ln as a. si.mple th:>ugh unorthodox sldtch !rom the more 
. 

. structurcd pattcrn!l; of tradi tl:mal pootry ~ t)1us se.t the trend for a grea~EII" . 

rel1ance on ima1ca to lmpa.rt their oun rtc~nings. Thi~ not .1nly enabled greater 

intèr.play betwcen imar;e aM iJlk"l.je but also between :i,mage am rea.der. For much . 
'. thc. 5.11llC rcas:ms" experiment:ù fllm-make_:l'\ drow hen.vily upon montage to help 

\ 
them avoid trn.di tbnal film stylés aÎrl. to,~~ a.~o. m'Dater anphasis 

~Gtion of images and on it~è-vieller rela onships • 
. , 

o • 
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THE. RISE 01i' THE EXPI!."'RlrIENTAL FIIJi 

:lhtle Ima~i5t poetry in the 19aO' s l'ta.s ~prca.ding i ts roots aM Eisenstein 

W;:!S oo'1.inninr; b explot'c his mont~'je thènrics ih the narrà.Mve film, new 

expet'i~cntal fi~m m3VeQcntG wèrc dave1opin~ fn ~urope. tfuereas in ~ermâny. 
, a • 

j~'lCprcs~.;:bl1ism Nan pro.jc'ct~n~ 'llcnkt.l fa."{tasies thrnugh l1ghtlng and set design, 
, . 

• ' -t' 

in Fr~ncc, the French ~v.:l.nt. ... ~rdc Itn.S div::>rcinF; Uself from l1nsuistic and 
" 

1'l:att:'l.tJ.v~ structures. lmaljlsm_ l-laS relying. upon the irrnges of external deta.U 

i':>r 'm::>re Mtural wa.ys of impa.rtln'3 significance, Eisenstein wa8' expounding on . ,,- . 
the dym.!lllcs of monta'Jc for stresslnlJ emotioDâ1 impti?t ln 'the 'na~trve fia, . . w 
am. the t.l.v:t.nt"~~B fll.m-makers vere avoldins for the m~t part the logical 

l1mit.'\.t1ons of the Q.tory film. • 
r The· a.VMt-aa,rdo. fia al1gnod i~elf wi'th the other arts (painting, music, 

\- poetr,'; dtama) ~o explore, WS:th 'à~e 1nterm1nSU~ng of $tyles; .. t~e predOllll~t 
l , C ~ \. • 

o moveJnonts of the 1910's arr! 19..20"~!_, Cu'bism, DM.alB.RI, Surreal1d, am. .Expre~slon-

lsm. lihUe ln Russ1a. Dzlga. Vertov N'aS r~belli.n~ aga.inst the na:l;'rat1ve drua.t1es 
) 

C • 

, , ' 

tif Eisenstein ard. Pudovkln, thé ~"&vant-garde f' t.1'M a renewed int~rest' in , ' , , , 
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.i "" '0 distortion. v~rta bl 0 C,cus. supori mposi U, n.~ free.e frames, masking, filJll \ 

b::>f,s, sl:)\{ !l.nti f~-s.t motb~, the .iuxtapositj·on of seemingly unrelated images 

1 

am :)ther m,'l.nlplll .. ,tinns Jf m:mt'l~e. 

Desnite t~e 'ldvent of sound arJund 19)0, the resurgence of avarit-garde,film , 

in 1 the forrn ::>f the Americ'ln "psyct;} :>-drarnas Il '.) f r1aya Der~n, Curti s Harrington, 

Sidn~y Pctcrs~~, ~nd ?thers in the 1940's, perpetuated the silent film's emphasis 

:m camera ani m~ntaf;e trickery. This emphasis di vorced avant-garde filnÎs f:rom -

the .s?rt of "re<ùity" ttnt 'Bazin, for instance, favouJ;ed, and encouraged the 

kind ')f fi).m ."m'1,:ic" th:l.t PR.I'ker Tyler MS c<1.l1ed "the kindergarten stuff of film .., 
experimcntalisllI. " \lhi le rec'.)gnizin~ the splendid ?pportuni ties such film tech-

niques,offer "to create extra:mUmry visl:ms," Tyler ha.s po1nted out t~tl • 

~or ~ll t~ to comprise more than a talentèd eXércise, 
.'\ stim~ln.tin~ bla,:::~b:>a.rd lesson 1 film workers have ta 
try very h:trd ~rd must possess, to be~in ~h, an 
innate -;ift for invontin~ ",ith ima9;cs arrl~:mtro11ing 
the ~nace in which ima~es move ofvthemselves and are 
m'jvon by the c.'\,rnera; bcy::md thls, 'in order ta get 
r,omethin~ on film th~t 1s aiBtln~uishcd and memorable, 
film-'lla.kers must have 50me'thi~ of the!r own t:> sq,y' 'a 

01, 

. ' pcrs:>nal rnonsai;e as well as poetic inspiration.)) 

Two experim'ent<l.l 'film-makers who fulfll Tylér's crite;d"" for distinction 
, 

th~u~h their pêr~onal identification wlth film and lts unlqùe qual1ties are 

Kenneth An:~r 'and S~n Brakha.~. 1 The1r carly ciné-poems, partioularly the lyrlcal. 

/ . filIIs of ~rakhage ~1n the f1fUes. bridged the gap between the surrealistic p8ycho-

dramas a.ni t:xi2IY 'a "'Amcrican ex~r1mental mo~oment. Their"control over film 

11lla.gery thro~gh i~lna~e of' Montage am other filmlc ,t~hntQ.\lea ent10ea 

the viewer into sharlng experlences that run 'tbe galIlIlut rrom del1cate senaltlvity 
I!) 

to extreJlle S4!lftsuaUty, !roB latent IIl8âning to 'bl&tant' parody. As 118 shall .-e8, 

e the exper1_ntal fll.J11 Cali af'f';>ld what the couero1al ~tly. SeldOIl allo~ 
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i ü;elf. time ta pélLIse and eXllbit a moment of "poetic inspiration. Il , 
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TYPl!:S OF' FILH HOWrAGl!!: potrIe COUNTERPARTS 

Def':)re exam1ning the contempora.ry use ':)f montage in ~he oiné-poems of 

Kenneth Angor a.m Stan Brakhà.~e, it may he 'as well to identlfy some of the 

varlous types of film mont~e am cla.rify any similarity that might exist ln a. 

'< poetic c:lUnterpart. Film montB.;3e, lt haS bcen suggested, CM ~ identified 
( , 

under tlofn br:)ad ,headings of~ered by Rod l'illi taker - Substantive and pond1t;'onal. 

Substanti va m:mta~e, whoreby a 'series of abots jol~ togotber to bu1ld a. 

t~t.c'J.l impress 1::> n a.s a single nounal conoept, has already been d1SCU8sed at 

sOOIe lcngt~ lori th respect t'J' film and referencep have been ~e to severa! po·eIIS 

that ';)ffer 11 terary equlvalents. To- thE/se one t'uriher exa.raple .111ght be added 

fr~ Richard Wilb.tr,· s "Hargina.l1a," a. p~elll ~illbu.r himself suggest.s as a. pOlSs1 ble 
1 

il1u;3tration :>f t.he influence of the camera on the·poet's eyel 

Things conaentrate' at thé edgesJ the ~ond. surface 
la bout]le to 1'1sh and lltan and It is $pread 
In " .. nUe sOUIl and d-..k l1ght, on wb1ch 
The- 11ly-pad.à are set) an4 tbers are als 0 , 

Inlaid ruddy' t1i1pi'. 'becalIIed pittI! leaves 
Air ,baubletl t an! 'the cœ1n MU :Ji" trot!) •••• )4 

. . 
UnU" ~"ra.l eX&ll-p]as :>f poets,c or: ftlal~ aont.age quo ted. pr8Y'1oualy. the 

, .. .," 1 l' • ~ 

:c.ont1riult, ~ one d.wJAâ ,..,. to, do,t.t.r ". ftot. ~rnptad b7 .. ()bup al 
, .: t , . .. , 

ah~t. Jà'llÛlllr'&~. &ftW;: ...... J:'&1~~. of' ~ Joni .u:tace," 
"r , 'rl.~.. ". ~ ~f ~~~\... ~'p' t~''''. Ji ;;.. ... " \ • .. "~OD __ ',4Jrt.._'(~r ... ;~' _ f4~.to û~l"'~ 
•• trII!III .uIIàl ~,;;~~ ..... ~c.;~ ....,,_t.~ 

. , - ,,;~::~ ::<' ;.,~~ .. :,~:>~;~,: ... ~~~~f, ':" '\" '" ,_ " -, , . " 

• ~ •• ~ 1 Vi ,. , 

," . ,'.; ~~~: •• L ;.-:~{ " ~.. . : ~ .t~"::")' .• :;. ;', 
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bcne~th. 1. strlkin-; comp.1.rlson can be made w1th a f?hort sequence in this 

writer' S :)\0/11 îilm 1 Pl~imal Pa th. in whloh mos t of the deta.ils mentioned in --- -- (: - ' ~ 
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'Ailb..lr's pJeiTI r\.!"C included in Il sin.'5le pa.n .of a portion of sprlng pond (to 

which c:>rnplcnLnbry' sl1~t~ have becn addcd). Thur; m:mtage ed.iting, by a carefu1 

sel~t.ittf of .!'.lXtap')sed dctail, is just as possible within the single shot as 

it 1s wi th:n the Cil.flera a.ni splicing pr:-ocesses. 

iihi t3.kcr uses the tcrm conçlitional montage to covet the broad range of 

montar:;e ::lther than substantive althou<.;h he caut5 ,ns that sorne conditional . .. 
tcndencic5 ra.1..y" <t1no exist between individual sub-imagcs in the substantive forme 

This form of ln'.mta~e. it wHl bc. remembcred, t5" condlt1onal in the sense ttiat 
, Jo.. 

, the stlbsequcnt shots in a soquence are condi ti oned by the bfirst , out of whlch 

interacti on Il. Gpccific new conceptu1l.l interpretation ls born. In the case of . , 

the Kl.llcnhov ex:pcriment, men't1oncd ea.rlier, the audience's reactlon to th, '. 

act:>r.'s facial expression i5 c::mdlt1oncd by the image of a bowl, coffin, and 
o 

child to arrive at a c::>Ylc,entual .notion of hun3er, grief aM love respect1vely. 
> . . . 

Condi.ti"n.~l me>-ntase differs [rJm substantive in ttvit the conoeptual notion of 

• 
the whole 1s unreco~izable 1n the parts which ln tbemse1ves are normal1y un-

1 

relatcd. Sub.-;tantivo montage on the other ha.nd bui1ds from the parts a. tota4 

c:>ncep't. or mo~ W'hich la CJMOn te) a11 shJ.ts and therefore 18 more l1kely to be 

identifia.ble wi thin the indl ~1dua.l part. 35 

W'hitaker i5 c:ll'efu 1 to stress the"!. t c"nd1 tion.ù montage la not to be confused 

wl T the ' caUse n,ui, effect ..rela.tionehip in a sequence of contrnuity edlt1ng that 

simply indlcates tA. loglcil na.rra.t1v~ ,progre$sion bet1{~en t1l0 8hots. He suggests 
< • 

that the . Juxtaposing ot e. s=t of an elderly lllan iea.d1~ in bis chair can otter 

a s1.gnif'icantly d1ffer8ftt lnterpt'lJtaUt)n W'hen plaoed e1ther berora or .. rt.er a 

.. 

.. 
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:;hot ::>f a c:)tta~c. ln Lhe first instance, t.he rn.:1.n ,may he rea.d1ng ab'Dut the 

c:)tt;).~c. whe::'C!l.5 in the scc'Jnd. he may simply be rea.ding ln a room of hie 

cotta,,;c. In fil:n c:Jn~inuity. the""ef::lr~ t' placement determine'iJ mea.n1ng through 

causa and ~ff,.ct ~nd ~t throll,'Sh the collisbn ::>f montage. J6 

Pcrh"lps the m05t C)"Ir.t:m f:)!:~ of conditiona.l montage and one of the most 

cO'llm:mly l1sed in p:)(>try is the trope. spccifically. the si.Jtlile and meta:ehor. 
o 

ln film the' dÎ::;tinct-i on between these "LW? m~os of comparative technique 18 

less clortrclIt thd.n in.pCletry. In p::>etry. it i5 genera.lly a.ccepted ttnt the 

5i";i1(' 11lak<:>~ :1,- (li l'cet C::l"lo".ris::ln hotwecn two di ssimilar enti ties by using 
--,- . 

linkin~ w:>rrl!'; s)lch !l.~ ).ike... ~f th.an, ~irni1'\.r t::>. or resembles::. the simil&rity 

I,'or cx.:tmolo. in "~levcn." the child 15 "like a lea.f. a stem, 

like It ,r::J::lt 'J~?win<;." ln "Pan-Plcce to he-l' Imperial
o 

L'rd." the "fan ':)f whl te 

silk" hi "clear ~ fr::>st on the grass blade." 'rhe" metaphor t on the other barn, 
l 

, m3.kes an inlirect c:lmparison wlthout resorting to a l1nking word - the slmilarity 

ls irnpliod t as ln "Hnri!inüia" when IHlbur refers to "the chain mail of 1.'ro~." 

The use ')f sirllile in film d:>es nlt have an establ1shed technical equlvalent 

f':)r a. 11nk1n:; w::Jrd such .:tS "l1ke. fi Spott1swoode su.ggests uslÏlg the ~ a.s a. 
substitute for "like ... J8 This opUcal effect, however. ha.s a terdency to rem1rd' 

the viewer of the f111R~c pr:>cesà and for ttat reason has be-en 1n dl,sfavour for 

-
soma Ume •. L1n~ulstically though, the wœ:d "llke," even when repeated to the 

o 

extent It 'ls in "Eleven," 15 readily ,acceptcd as a verbal connective because 1t 
. 

ha.s l1t'\ile vlsua.l slgnlficance am 18 over-powered by the correlative illag.8 of 
, . , 

1 
the cOIllpa.r1s:)n. 

, . 
- 1 

!of therc 18 to be any differentlation bet~n similè am aeta-.. 
ph,or 1n fila 1t w1H l1lost l1kely l1e ln the d~greê of expl1ci t.ness Inh~t 'in 

\ 

the pàrUcular f1lJtlc' 8~te_nt. 1h1s expl1cltneM n11 &180 De detenined 'h1 

/ 

J , 

, , 
1 
1 1 
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the cxtent b which the st<l.tcmcnt st:urls ?ut 3.n rela.tion to the shots before , 

and .1.fter th~ m"ni..(~ ~e SC<1llcnce. Thus the film mct,l.ph:>r ldll tend ta· be l1lore 

Sil bUy ::>bli'1 ûe (b:>th in i tself as well as in relation' ta its surround.1ng 

f:h':lts) t.h:u1 itr. ?vcrt c::>\mterJ}1.rt the simi1€, al t~:)ui!h lt may be ldentlcally 

1 

structllrfld <1.fi .1. r,nntil..';f' SC'luence. 

Admittcdly, the exact distinction ?ctHeen si'llilc and. rnetaphor in film 18 

di fficlJlt, ,.1.nrl ncrha:pll unltoCce"sary, to defi ne, but Ernest Lindgren offers two 
, J 

filll ::;arnples th \.t ma,y uell point the W'1y t:,wards cla:.:ifying the dlfferences. 

p1.rjücula,r1.f wl th rc";ard te> the stJry film. An cscaped prls-:lner ln Antony 

AS'ltlith '5 film ~')tt<1.,;e 9n D'1rtmo':>r, ha v in,':, decidcd to return to bis ,love. 18 

sh ')t b.y a ~lî.rd rlnrl flin,,;s himr.cl f in his firal death strugglc agalnst l'lez; 

cJtta~c d::>::>r. 'lmrncdiately the scene chan5~s t:> a wave break,-"g agalnst rocks.. 

the intenti~n preGun1.bly be1n~ t~ underlinc the em~tlonal surge and power of 

love thilt can lent! r1. m:m t:> Ms death ln this way'. Llnd.gren continues t 

," 

l alw~y~ ~eel. h~wever, that lmagery and symbolism of 
this kind 1s far more effect! va if the sh:>ts whien are J 
.juxtaposed at"e a natura.l part of "the ba.c~uM 'li the 
film. and not lntr~uced arbitrarlly, as the wa.ve has 
been intr"Xiucod here. A seo.:>nd eXlll1Iple frllll the, same 
fl,lm' wl.ll illustrate the' point.. The chiét character, 
a b-u-ber. t:JrI11ented, wlth jealousy because t·he girl 

.he loves 18 h~rsolf in love vith a eus t:lmer. finds 
nimself ahaving the cUBtolller; h'lldin~ the ra.z:>r ne&r -
bis throat, he beglns t, upbra1d hi!'l, to frlghten bi.m. 
The g1.r1 standing by suddenly 1l0VOS t'l intervene, there 
18 a. l1IJJI\entary a.trug~le, thlngs a.re !>vet"turned. am. 
suddenly every:me stands transfixed 1f1 th h:)I"~r. At 
this moment \-te are gi,.ven a 01:)8e ahot ")f a. botUe 'lying 
'ln the n:>or. am mm ita narrow neck a dark fluid 
P'lurs out into a p~ol on the floor. \1e clo not need to 
he 'told tm t the .custOlller bas been ga.&hed vi th t.he :r;&Zor. 
In th18 case tbe bottle 15 a natuN pa.rt or the IICttno • 
'lne of the .th.1ftga knocked doWn in the .~sle. &riel at 
the 8alIU the i t gi ~ea the director prec1a.~ the ·Uàge 

\ 
~ 
;" 
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he w.1.nt1" il. i' th:\t' p:>lnt. This second kind of lRagery 
(:>:r which the sh:J'ts cxpressing the prisoner's joy 
in Plrlavk in' 5 !:l2..ll!cr 1.rc an,thcr exn.mple) Is more 
éffecti vc than the fird, l sugt~cst, not simply . 
bncn'lse it 1s m~re ciifficult to achle\re, but becAe 
the fllm medium, peing essentially vlsual and . 
ph;)~. or,raphic, clern.):nds a higher standard of objec,ti ve 
realbrn than the dthcr rcpresentatiol1.'l.l arts. 39 
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l'lhcreas, in the first eX3!lIplc ('Jf the wave) the content may be more subUy 

imnlicit than the SCC)nd. as n film1c state~nt the fl~ura.tive imag~ stands out 

lmlrllyand :,;C!('r;ts forcoo and Ollt 'Jf pl1.cc. Tlnt is, the juxt.1posltion of shots 

ls oxplicHlv unnerli,ncd ,'l.~ bein.q; a c:>mp.:l.rison and thus has the charactèristics 

of the simUc. r.:>nvcrsely, in the exanple ?f th.e overturned bottle the meardng 

ha:::; '1l'Jre cll.rlty but the mwoor in which the rncanin)' is expressed is more 

métaph::Jricall y Sltbtlc anci blends in well I(,i th the total scene. In his reference 

to "the .i'y of f"ccd,m" ocenc in !1o U!"!: , mcnCioncd .arl1er ln th1 ••• say, L1~ 
r;ren sh::lWS tint the images axpressing; ,joy aré ·in keeplng with the natural images . 
'Jf Sprin1 eX'Oëcssed' repea.tedly in ttnt seQu8ftce ~f the film. It might be 

.... 
1 

assull1ed, thorefore, that, belng ln c,?ntext, they are closer t~ JII~taphQ.r than 

simile. rtudolf A:r:nhe111\ h3.s· simlla:r resorvaUons rega.rding the expl1cl t use of 

tr~pe in n~rcative film b~t unllke Llndgren would evon apply his ~lssat18faotlon 

to the Pud..,vkin scene when he olalmsa 

It 15, lRore~ver, very queetloNtble whether the 
symbollc c~nnectlon of slIllle, brook, sun'beam8, 

, . "happy pr130Mr, ,. am ",joyous oMld" can add up 
to viaua! unity. It hu heen doné thousa.nds of' 
titnes in pootryr but. d1seonneèt~ thEnea can 
ea.sUy be .101.ned in la."l~!;e becaÙ8e the mental 
l111a.~s a.t~aohed to w,~ds a.~e lD.'Joh vaguer more_ 
abst.ract a.nd Will therefore 'Illore .readl1y cohere. 
Putt.l~ &otual.c .l,1.ctllres 1,n Juxtaposition ••• pec
h.lly ln a.n othertr1s8, realiatlc nia, onen 
appears fo"C"ced.. \ 'the u.tU tr ~r the IlC.Mt. t.he 
ato1:Y Gr t.he pr1,aoDel' who' la re.Jolc;t1ns. 1. ' 
.uddenly Intemqrt.e4·by 80"*_ totally 411'1'-

~ .. l ' .,.1 
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cr~nr,. C,;>Jp'l.!"l(';')ns a.nd, ass:>ciati:ms likc the br:),ok 
l.nd' the r:;unbc.1.w, arc n::>t lia;htly blched up:m in 
the !\ b~tra.ct but 'a.rc introduccd a~ c:mcrete pieces 
:>f m.t'lre - 01.00 hence are distractlns.40 

:Jnrt')11btcdly, Ilrnhe lm':; rc'\.ctbn w?llH -00 much the SaIne t::> a scene from 

Cdll"; of il b'1l1 in an abatbirl 

o . 

t '-

l The hw'.Q af J. bull icrks ::>ut of the sh~t, beyond 
the upne r fr;'l.mc-line, av::ddirt,,; the aimcd butcher' s 
'!mife. 

2 (c. I~.) Th0 hl n'l h::>ldin ~ the knVc strikcs sharp1y 
- bey:md the ]Jw('r fr1.11lclinc. 

\ J 

'~ (1. s.) 1,500 :persona roll clown 'l. slope - in 
'pr:, fUr. • 

l~ 50 perR'Jns raise thcmselvcs fr::>m the ground, arms 
:mtstrctchûfl. , • 

~ 

5 r:).cc:'Jf fi. 501dier tnkinr; aim. 

~. (~.!S..) A volley oi' ~n-firo. 

7 1'00 ~hlldderirv;' b:xly of ttw bull (head outside tr~ 
fréUllO) rolls over. 

8 (Ë' ~.) Le~s of the ru 11 jerk convuls).ve 11. '!'he 
hooves beat in a pool ?f blood • 

•• • • l' • ... • • • • , • • • • • • • • • • • • • •• • •• , •••• • ••• • ••• • • ••••• • 

J)g Tbe sold1ors' (let walk a1r~' trOlll the <=p'.ra 
(saan at a. further distance than previouely). 

J/t The bull's ukin 18 str1pped rdr. 

)5 1,500 bodies atothe foot of the cliff. 

)6 'l'vt> skinnad bulls' l'leMS. 

11 'Â h.a.M'1y1~ in A ~ol of blood.., 0 

)8 (~.Y.') JI'1Ul.Dg the _t.11:'e "rien t _.,. ,0'1 •. 

, 
, . 

28 

r 

" ) , ... 
.... 



• os 

o 

,. 

- . 

• • 

29 

,dnad bull. t 

39 (!.itle) 'm:"~ t.1m.lJ.1 

This m::mt;\.~c sec] 'lpncc. cven mare ob.'bor<l.tely det3.iled as a wh:>le than presented. 

herc in part, woulrt dp::; tr::> y "the- cJntinuity :Jf Rûtting for Arnheim a.nd ja.r his, 

crcdlllity in the ~b.ièCHvity of the Rcenp, 

'l'he:rf' m:ty lx- R':)r.\/1 trl.lth b the view that ,the trope, p:trticularly the simUe, 
, .'", 

iG $lISCf'pti b10 b bcin~ ?btrllsivc in the narrative film where linear logic 15 
~ 

pr~(h'llin.1.nt,' ";,T""'cbHv f:,ÏT1CC r.1':)nt...'\~c i5 ;1n ab:3tritcti~n of objective reallty.-

,ÎuxtapJsei im;]~E'::; i" prBvalcnt, thû trope becomes much !i10r8 acceptable, Even 

ttere, the ~iMilc, b"c.'\u"p 'jf .itr; tend,mey t')l.rn,rrl didacticism, becomes obstrusive 

"Then th!' c'Jntent i~ r;llbtlo( The cinl~-1'aer:J 15 more. amenable ta the nuances and 

im-'1. -.;in!l.Ü vc invi b:(j 'lnn 'lf the mct.J.Tlh,)T.' In the cxPcriment3.1 im-:Lgist films of 

St~n 3r-'1.kh~~0, for eXitmplc, toc use of the metaphorical trope 15 common practlce; 

soldJM d')cs one find the p3inted s~~ment ~f the simile, •• An'Jther f:>rm of m!)nt..""~~s that which employa the film1c symb::>l. The llter-

ary symb:>l in ~enerally rec'J3nized as an entity which has meanlng both ln itself 

a.s well as beY'Jnd 1tself. '.the fence in Catl Sarrlburg's poem "The Fenee." for 
, 

, exampl.e, refera bath to l'te concrete ima.ge as weIl as to se'leral tnterpretative 
, . 

conm)tations beyond 1 taelf. 

Now the stone housc on the la.kc front 1s fin1shed am. 
the workmen are beglnnlng tgc fence. 

The pa.l1ngs are made of iren ws w1 th steel points 
that ca.n st&b the life out of a!\y M'1\ who falls on 
theA.· \ 

ASea .f&noe, 1t 1s a aa.sterp1ece, and w111 shut ott 
the. mbble and a.11 vagaborda lord' hUft6J.'Y Mn am. &ll 
wandorinIJ éh1ldren look'1ng for 4 place ta play. 

Paaoing thr:>ugb the bars and over the ateel pointa wiU 
" ~: 

• 
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G~ nothl n'(f"xccpt, 1~2 
D(':.th MÔ tho RLin and 1 Ol1\::>ITOW. 

f 

The fonce i~, of cJur~c, n ~hysica1 b~rrier thàt protects a mansion from 

llnd(!~ir1.blc trespansûr". Ir.mically 1t also reprosent5 'an abstraction sepax-

ati~~ the inh~bi~nts from the roalities of life and allowing the destructive 

forces of DC1.th and Tirne ta enter. 

How it ls perfc:ctly possible for film to illlit3.te this l1terary technique of 

static symb'Jl am h:J.ve it reco~n-ized and understood by the viewer. In the 

thti:mÜ Film Bo:.rd of Canad<\ production lb Reas:>n To Stay, for example, a 

r.cho olyard ff}nce bccomc:J an imprisoninG b'l.rricr soparating from the rem:>te reality 

~r Ij fa's cxpcrif'nce a :potential "drop-out" talking to his girlfriend. Unfortun-

'" at('\~y ... the dan ~rr of rf'lyln,<; on litcrary ass()ci~ti'Jn i5 not only one of cliché 

but .. 1.1,,0 of nc~lcctln~ the full potential film h.."s .,f using tbchniques peculia.r - , . 
to itself, includin~'n::>nta;e. Throu~h monta~e the statlc image ca.n be ônergized 

into an cApressive symbol in a unique manner. For example" in Eisenstein's 

a~ttlè~hi~ ?~t~ki~. thrce stone li~n statues a.re converted, through a short 

sequence of rackot cuttin<;, into one 110n 'r1sin~ from sleeplng am awakening , 

~5tureR - an a,w;'\.kenin.1 t:> the ~ms of revolution. Llke metaphorical montage 

the !'llmic 5ymb'Jl 15 l1\:lSt effective when the 'symbol fUs in unobtI'\lsively wi'th 

the action of the sltuat1Qft. 
1 

As film10ally original as Eiaell8te:\fÎ's I:lwaJ(ening stone lions may be, they 

"\" an still -narro.t1ve17 prlented, and. 1Biel~th Eisenstein and Pudovldn 1Iere very 

lIIuch tled to l1terary and draIIatlc influe, e8. It took the radical depanure 

l g'f the surrealist.e •• nota.bl:Y Cocteau .. nd la Jl2l& 2t: .. Poet, to seek new foras 

•. of sYJllbol1o entas. am aven thef vere bard put .ta "void l1ter&l'Y 1nterf'erence •. 
'~ . 

Syabol1c content oan very often ... lntenslf1&d in aea.n1ug through cg.Btwt • 

... 

.; 
J 
~, 

\ 
~ 
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---------A m:mh:;e nf c;:m t t":1.f;ti n<'/; iJn1.~es Can condition the audi~ct1on to the 

ï nitiü lm.-1.'\~. by ::>ffcri nq; 11ft. . COT;\p1.riso n iln i fil1:';c in di rect oppositbn. Thus 

shats ')f lrtvlsb we1.lth may. be intercut ..with shots of abject poverty to increase 

-~-- , ~ 

- the imp1.ct ~f thé former, il~ in the banouot sceOe of Griffith's Into!erance. 
- --~ ----' 

Ar; :nuch as the rich 1Il1.] seen b he IIk'1de richer, 50 too May the poor appear to 

. 'n " 
be m'l.de po')rpr. Thp c::>lli;3'ion of two polllrized images forces them apart to 

• 
" 

an even ~e~tcr dich:>tomy. The effect can be as equally powerful in poetry. 

C')nsider the c')ntrasti~ ima~es presented in the flrst two stanzas of A. E. 

H:>usJl\'tn's p:>E'Jl\, "T:> an Athlete Dyinl5 Y')un~tI:' 

Th<> timé y')u w::m y:mr town the raCé 
\1 e ch.'lircd yOll thr')ugh the market-place; 
11,'l1l and Boy stoorl cheering by, 
I\nn home wc brou~ht you shoulder-high. 

Taday, {he road aIl ~lnners come, 
Shjulder-high wc brinl} you home, 
Am set YO'.1 at Y01Jr threshold i!Rwn, 
Townsman of a stiller town •••• 

The triui:lphal m0::>d :>f the first stanza is lmmediately subdued by the ironie 
)-

and s~bre tonas of the second. In thls instance the anti-elimactic affect of 

• 
thn second of thn two imar,es, tho funeral, i5 heightencd by e~>nditioning the 

. 
readet t::> expect the Saille exhiJarat10n as in the first. Simllarly, it 1ft a 

funeral p!lssin~ outslrl.e a .,indoN' that adds a touch of forebOO.ing to a weddlng 

,1 ln Eric Von Stroheim 's' fU.,~. This contrast 18'8OO"n with1n the'sarae . . -
shDt of the couple balng W'ed as a saultaneous fom of lIlontage. 

ThIre are several Olne_tic techniques which. thougb not consldered true 
, " 

aontage. are 8llff'lèlentlT s~!' ~ it t.bat. tbe1 bea.r ooapa.r1.son at. ... thJJr poilit. 

ln tearcb1nc r~' pure ,oaa· ot ~ftellaUO .~n, ex»er1aenta.l t1la--aaker. 

todat take !\tU at:lvant.aae ot t.beN tecbD1qu... 110 ... te tbeir fila ~ ... 
, ' 
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Su~!'.A~p.?.sJ_tJ!J~, the first !Jf thcse teohniflues, rather t.han .juxta.posing 1ma.ge~ 

in sequence, ovcrlay~-; thC'Jl\ on top of each other. 'l'1lê resul t ls an 1ntegrated 

c!J~p~nition !Jf several .simultaneous i~ges which can interact 'wlth each other ~n 

muoh the same w. y as m ~ntage ima~es. 

Stan Br.1.kh.c"\.(~e 15 pr!Jba.bly the m::J:~t pr~mincnt of current experimental fll~-
,. " 

. ll1c:1.kcrs t:> use superimp:)sition wHh si;;nificant breadth 'Jf visl:m. P. Adams 

3itnéy writes of the "Prtlludo" to Brakhage 1 s epic, Dog Star Mans 

l c:Juld t:r.> :Jn for pages cnutnerating the visual connectio ns 
rusn! n~ by ::ln the screen. \fhat i5 mnst significant 
alnut them is their va:r1ety and the c'Jmpleteness wlth 
which the ran1e of ana1o~ spread5 trnm microscopie cells 
to sielbr ctuptions. The ·form$ of superimposi tion' are 
numerous: cxplicit illusionism (the moon moving throu~ 
t.h!' D~ St.1.r l1an's he.'l.d); redul>l1catbn; conflicts of 
scalc (the sun's coraAa over a lonely trec); conf1icts of 
depth (the mask-life fa~c of the herl av~r a deep image 
of a city str~e~ ~t ni~ht): colaur ~ver black-and-white 
(bluish W(l.V('S on the white maon); :me dist.iÎ1et arxl one 
blurred îïf,ure; finally, the sU perimposi tion can recur. 
synchro~01,.lsly" two images at a trme, or, a.s is more usun~' 
the alternations may be staP,gered, eliding the ·changes. 

" 

In superimposition the fusion of montage 18 complete. I~ges lntermingle, 

~ose shape and re-combine ta create other shapes ln constant, metamorphosis. In 

what G~~ 'y oungblood calls the tlsyna.etSthetic" cinema of supenmposl tian, mo~tage 

beeomes a. f:mn of c'Jllage 1d,th dua.l1stic opposites such as fore!tound aM œck-. ~ . ~ ~ 

grotind simultaneously pèrceived though lndlvldually. undeftnedl 
n • 

" "'~' l ~ 

Synaes~hetic cinema 8ubsumès'Elsenstein's theory of 
monta$e-as-collialon and Pudovkin's vlew of mont&ge-as 
l1nkn~e. It d~'M~ that the)" Nere cortalnly 
c~rrect hlt didntt follow thèlr own observat1ons ta 

" tbelr 10g1c&1 conclualons. They Ql't reatr1ctèd b;y the 
', ..... ~ •• $ of thelr " ..... S,.....thetlc ~n .. 

. ",,*niOWI Ulé not1llll, of rea.l~",. ~\ ct .. nlt Itebop the 
. ,.,14 .1tlto'l*tt-ltt~~~ .. ·,~ ... ",-a at'\d.buted, , " ' '.'j'.fttap. ~"'_- it'. nt»t.. oOIt<:~." ~ obSeotiv. 
,<,~ ~ ~st..~;l!,: ~~t., flla.....tu u abOwlns us , 

"~.' ~ t.11...... ,.,....~~ '''~_' le tbt oD17 
- ~J ~ .JI Q , ~ 
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m::xle in which the mani fel?tations of- one '.oc; ~Clous
ncss CM be appr:>ximated without dist:>rtion • .. 

JJ 

Thus su perimp:>1'lition for. Youngblo:xl becornes a. means for transcending the , 
"one-é\t-?:t-timeness" ::>r .traditi::mally linear IR ttern of the montage mode in order 

o 
.~, b' rcvcal :nc "all-at-ônccness\6 the visi~1'13.ry. 

One i5 ~cminded, perhaps, of the style of Dylan Thomas whose images though 
.. -

linearly str.'.lctured, an they must be in print, nbnet'1eless give the impression 

?f blondi n,3 into a.nd out of each ::>ther in llIetar.l:)l:'phosis 1 

t 

,The f::>rce that thr"J~gh the 'green fuse drives the flower 1 

Dri ves my grecn a~el that blasts the raots ôf traes . 
Is· my dOG troyer 
And l ~~ dUllIb t? tell the crooked rose 
Ny y:>uth 15 b(m t by the sallie lfintrj fever •. 

The f:>rce ttnt drives thé water through the rocks 
Dri ves r.ty red bl':>od: that dries the mouth1ng strea.ms 
Turns mine to wax. . 
And l a.m durnb t:> m:)Uth ,mt:> my. veins 
fbli r1.t the r.l:lllntain sprin~ tho same m:>uth sucks. 

The n'l.nd th!l.t whirls the water in the' pO'Jl 
S~i t's the qllic~sand; 1 that r~pcs the bbwing "':lnd 

'Hauls my shroud sail. . 
And l .'lm dumb t~ teIl the hanging' fTI'3.n 47 
How of Illy clay 15 roade the hangman' s 11me •••• ( 

.. -

The effept hcro 1s ,f a G~ntinu'Jus d1ss01vi~~ 'Jf images, and if the images 
, , 

are applied t~ a statement by Youngblood thls super~~osition may be better under

st:)oda 

• 

The cla5s1c~ tension of monta~e la dissolved 
thr,-ul;h overlapplng superim'posl t1 Olt. For èxaJll~le a 

"we havë sbots A. B, and C. First \te sèe A, then. B 
1IJ super1l1lp,sed oVêr 1 t to produce AB. p The" t fades 
a.e C fades in. 'l'he'l"e'8 a. brief transitional per10d 
in '$1ch lie· nt naing ABC daul ta~sly t and f1tially 
'~'re, oRly bOldng lot BO. But no SOlDer ha. th1a 
.v ~.r tbatI. B beg1~ ~ fade as D a.JpeUa, am ISO 

• t \, 
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'i'hlG Patte!'i1 found in any QP the stanzas ~6ve ls most n:>tlceable ln stanza 

three. ~hC fit'st 11 ne ':)f stanza three he1.S :)ne main image 'Chanci whirling'wa.ter) 

which,li\i~ht bc likf'nen to a shot A. But the total meanlng of Une one ~ not 
• 

been cO'l\ploted and 18 carricd' over the natllral lirte break into Uhe, two using 

il pocLic techniCjlle èallcd cn.iambmcnt. This subsequent portion 18 lz;t itsel! , 

an'Jthcr imalje, sh::>t D. The p::>eii:c effcct ie of tying the two Unes together ln 

a. ti 1ht strJcture; filmically' it 1s a fading in of shot B int':> shot A ta fom 
y 0 , 

AB. 7he,sec:md half of line t"l0 15 yet an::>thel' 1m.-'lt:;e (shot C) whlch knit 

• 
~rar.tm,'ltica 11y with a ~e~ic::>l:m to the first half 18 effectèd fllmlcally by fading 

in shot C <lS J\ be~ins t'J dissolve. If> A still l1tll;ers, a.s lt does l1terally in 
• 

the p::>er:;"'bY having li common suq.ject of action, the result 18 a momentary sup~r.J 

cir.apositbn .of nh ots A3~ before Be 15 l,eft only 1,0 hav~ B be&tn to dissolve w1 th 

shot D of linc thrc('> fanin1'in a.m S~ on. The final t~ lines end with a ;'~ 

strikin1 oxample ?r' ima~e metalll{)rphosis. Eisenstein himsé,lf mentions this run-
, . 

on affect ')f poctry a.nd its cohet'ertt Dow of imagery though he refera ta lt more 
\ 

, ':.1 49 
ln tems ':if JTtonta~e .. cu~tinr; tha.n t'he doisso-lves 01 superimposi tion. 

A ~im1iar technique 'to supermpOsi ti on. but one whi ch "ls lIIo;e frenz1ed 'sni 

tense isvracke't!.-cuttl~~. a." devi-ce relate(f to i1ha,t Eisenstein caUs rhythmlcal 

monta.s:!!. 'Basically ~his i6 an almost subliminal., flashing of ,~ges' Ca. feM' 'frames 

at .'1 Ume) which creates toe illusion of imll5es belng. laid one on top ot the 

':>th~r. Eisen~te1n' El r1sin~ st:>ne 110n 18 a very brief instance of ~thls but one 

of the Most notable exper1men~al filins uslng the technique 'in conjunction witb 

su~er~poBlt1on 18",C:>amle l!!!.Y. bi Brtlce C;lM,.,r. The filllÎ, a. aatir1éal view of w~ 

as a releaei.ftg' of Jttan,'. pent \1pJ.~.renergiea, .~vea.la ,abots of' a dancing nude . 
~ .. ", • ~ , 1 

~ ~. _térria, a.c\.vert18.Mtnta, C&l;'toon o alÛll&t1ons., 
" 

lnte~t&i, 1f1 in . ~ ~'-, ~ .. 
1,-, .. • ~ 

o 

,'. 
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... nd ')ther p::>ntll".:rÎ7.ed ·s~ci<l.l symb')ls. ''l'he' resul t 15
0 

a p:>tpourri of split-

s-ec')nd im.1.;:es strllct1lred en ma?se in the Tom of a colla;~e am to the tune of 

50 y, 

the p')pular 50nr.;, "'~'cll me Hhat l say," sung by Ray Charles. A similar 

ViSll'Ü :=;tylc ir:; f::>}lnd in Arthur Llpsett'5 films such as Very Nice, Very thce am. 

A. Trip D::)\fn /1ol11'Jry .h1!22. c:>nst:rllcted f::>r the 'lati::>na}- Film Board !rom old photo

":r:t.phs :met film ollt-~kcs. 1 he r,eneral feelin~ ln the-se high speed films la 
\J • 

:>n~ of Grûnt intcnsit1 and chaotfc disordcr. 

nhythm~ca1 'n:mt.1.~ c:mcerns the length ::lf sn:Jts in relation to each other 

anl morn c'li tf'ctly tQf'ir len,o;th ,'lS determined by thè content of eacq shot. The 

::;pCCll ;).f flrt.~J1 fra11les in ';'::\cket m:mtar;c all::>\i's no Ume for content ana1ys1s and 

1x1.re1y on::)UI~h for ic:mlc rec:>n;nition. Similarly. in poetl:'Y. length of Une 
.... ;;,,, 

the shn'ter tho Hne the faster the metrlcal rhythm. 

Rich1.l"d:>:>n ~fr()r.s as n. p:}Ctic eXOJnplc of speerl1n1 ima:~ery rela.ted to l~ngth of . . 
line, JJhn 3J-:clt::J n l s "The '.i'unnin~ :>f gUn'J:.tr RUr'lmin,,:." IT.:)œ'bly f.~r more relevant 

to th~ r;1.cfrpt, rn:mt"t';(' in the .fil.nls :tb:)Ve, houP"/er" is this ~xcerpt from "Poem, 

or Bca,llty li'Irts r:r. Vina.l" by n. J.!). Cu.rnmin:;s. Jfotice the vertical plling on of 

ima,'~p.s 1\nù the f'!'ooetic staccato "Phrasi~ t . \ ' 

·l'ak e 1t fr"lm me k1ddo 
be110 vo me . 

'II\Y c:mnt.ry, 'tin 'lf 

nu. l::\.JYl of the Cluett 
, S~,rt .sbn Garter and Speai"'llint 
Carl Utth Th~ :lri(;ley ~yes (::li ynu 
l~d 0:' the' Arr:)\{ Ide 
a.nd E~t'l J: 
\lilson " 
Coll:Îrs) ')f y-;)u 1 . 
Rin~1 land 'lf Abraha.a 1!Dcoln aM Lydia ,E. Pink'--, 

"hM ab:1ve all of Just Md 'Hot Water' Am Serve ' 
trJm every B. V .D. . \ 

let freed.o'l r1n~ 

. ' 
" 

" , .. 
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Apo:rt t'rom pr.fln('ntin~ :1, p:>etic co1L."l.'~e of flashinr; i~ery sim'lJÂr to the 

d 

fUmie sl.ylcs ')f C')nmr "u;d Lipsct t, the fra~mented piaces of dial()~e in 

CurnTün~n' nnclil "rc nartjclJl ... t'ly rcminisçcnt ::If th~ discordant soundtra.ck 

ThVf b:Jmn.'v:.-dmcnt of im;'l,~e~ is Mt \lnco"llm~ in m:)iern poetry and is observed 

yet il.~ain in thosE' f:I.J:st tw:> shnias from "Th~ River" section of Hart Cran~'s 

'l'he J3ridfre 1 ~ ___ ::..l._ 

Stick ,'four p.üent na"me on a. si,Jnboard 
,brothcr - aU Dver '" gninr; ,·l(:!st - y'~)Un{t mn 
Tintex - .Tap:>lac - Cert.'lin-Toed O.,Jrall ads 
and hnris sakes: under the new l?laybill ripped 
in the ~lara.nteecl corn - sec Bert i/1l1ia.:'ls what? 
[iinstrels when" yO\1 stea.l a chicken ~,just 
save me the win~ for if it isn 't 
Eerie it ain't for ~i1es around il. 

ilil.~nn. - :-tnd the tclegm:phic' night è~ming on TholllaS 

Il. &iiford - and whistling down the tracks 
il hcadll~t rushing·with the sound - ban you 
ir.1"l.~ne - 'l-lhlle l'ln EXpress makes Ume like 
!JCBHCl.!: - COt1H~ltCI!.: a.nd the HOLYGHOS'l' 
ilt\DIO RiJAaS Hl EVE:·f( HOlIE UE If AVE THE NORWPOLE 
'\ofALLS'l'lU!r~r Alm VIRCIlŒIR'l'H WITHOUT STONES or 
\IIRES OR l~V..l1 RUtnUNG brooks oonnectlng ea.rs 
a.nd n~ more sermons windows flash1 n~ roar 
breathtaktn~ - as you like it ••• eh? •• 52 ... 

." 

B:>th ,p~el'lf3 undersc:l're thé bard-seil pace of Hadison Avenue J SJI1àl1 wonder 

televisbn ~dvert1~in~ has oott:med the ra.~ket aontage technique. 
b " 

/ Spl1 t sc;.eùn i.cchn1'1ues, prorninèut for a. t1111e &8 a result Of their rc,aur-
,- ,.1& ' 1 

, , \, 

gencQ <l.t lx:po ':7 in Nontrea.l, lire a. fora. of lI\osa1e collage s1Jailar t'o .1a~tan .. 

GOUS m'n~e. Tho multipltc1ty of 1m~~es on the 80reen at any one tiae can cause 

the fBJ1l"IIk'lker S)nle dift1cultl1n oontt"ol11h1 the viewerts eye 1n t.he" .... ec,Uon 
1 ~." • ... ; 

of 1mases. The adva.nta..~e 01 th1a. haNe'ler, 1a tœt the %'8ault.1nS treedca ot 
" 

" .. 
", 

r 
l, 
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selection inv-l te(=; ;rcatcr audit'ncc participation. Nonetheless, crltlclsm 15 

G~metlm~s m~~c ~f the c~nstant reMinder t~ t~e viewer of the meehanics involvéd, 

a. 'criticism m~rc liknlv f:)rwardcd by th·.).~e uSéd to vicarious lnvolvement in 

the linc~r ntory' filn. 

: :ranh,~sis i Il thi1'i enF;a,V' h:u:; thllG far contrcd on vlsual montage as a. juxta.-

position or su~primpositlon of i~~~es. ~xactly the same prlnciples of subs\an- J 

tivo :1.l1d, c:mrlHbn..1.1 monta.r;c na.y be applied to creating a film soundtrack. 

Little nncd b/'" ~<tid rC~iJ.rdinr; the purists' who blame the advent of sound as a 

blir:;'1t on the> pure silent film. 'This ~rriter believes that sound can add great 

dimcnsbn t") fj lm pl"":)vjrl~ that thore is a n()e~or 1t, Ulat thé two can 

c01l}ploment caçh othet' jn an effective ver~ monta~e, a.ni that sound does not 

" 
connlct Hi th thfl filr:l '::; intcrm.l visuéll rhythms, 

A dctiÙlc(l 1.cc')llnt ';)f the lI')C ')f ::;:Jllnd m:men.n;e in film 15 beyund the seope 

':)f this css'tY whlch n.o"1.1s in the main "rith tt-e visual image. Some mention nead. 

be made, h~ucver. of tœ synthe sis ~f s~und and visual image. Eisenstein coins 
, ' 

the term VO.!i!.C::101 !!!.?!!tA.PiO l-lhcn he corirj)lres' the vertical arrangement 0l sound ~ 

. visu:ù lma.-;e t:> the marryi Tl{; of base wi th treble instrumentat1 on in a musical 

sC:>l'e. Nusie or ba.ck~ound sound affects ca.n a'Ct a.s a bind.~ng agent by br1d.ging 

two shots' in seo.uencê or as a sepa.rating device when a musical score or sound 

effoct signala a ,visua~ cut lnto the second of the two shots. Sound montage also 

·'can cithcr conplctlent the ili1~e by'effectin& a mood or concept in 'harmony with 
. , 

its visuaI countorp'art or, when ln opp:lSition to thè vieual image, serve a8 an 

. ironie com.mèntarv. Furthe~ore Il I8rticular !luslcal or œe,kgr:>und sound can be used 

repet1 t1 valy as a le1 t.motlf to l1nk a specifie lma..ge ?l' l;Iequence of imagea 'witb 

s1mllàr ones' la.ter in the filJll. 53 Tbia repetit10n of sound bea.rs resellbla.nce .. to 

l , 
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the p~E'tic refrain, and itrleed in ,?oetry the're i,s cont1nuai 1nterplay between 

sound and ima~c throu~h rnpetitlon and thp maladie àev.ioes of end-rhyme, aason-

~nce, alliteration, and ~nomatop~ci~ • 
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, il DISS811THl~ VOl C8 

Lest, the irapcflssion bo ~ivcn tha t the u~e of m:>ntage as a recognized filmic 
, " 

eleJ'T\(!nt esc3.pes c;:-iticis!,1. it sh::>tJld be p:>inted out ttat montaJ!:e dO'es lndeed 

ment with di~apprJval fr:>~ at ICast one prJminent source. The primary thesls 

~f Anlr5 ~.7.in. French critic and director for a timo of Les Cahie~du Cinéma, 
\ 

i5 that the nh')b~aphic ir.la~c in merclt a "mcchanical reproduction" of 

~bjcctive rCil.lity arrl, (l form "of4ldeath llL-1.sk" ~hat ':m~ulds" .1tsolf 111~ l1ght 

insépu.rably arJund the photogr.1.phed ,\object. In the semi"ologica.l terms of Péter , 

,:~llcn. the photot;'riphcd i!lt~q;e aS c:>n.sidered by Bazin m>~ld be an"lndexlcal . , 

reprcsenta.tion l'athol' than 1conic. '1'hat 18. lt 15 a. 's1gn wh1qh l'emaine lnsepar-
1 

able fr:xn Us ::ib ject ard 15 n:>t mel'ely an apprr>x1ma. ti on of 1t.~'- Thus Baz1n 

ulnta1ns that phoi.ogI'll.phy 15 unllke paint1nl; lm1ch pernu.ts' cons1derabl~, 

subject1v~ interforence through the menta.l ~s well as œanual proéesse~ of 
-

reeonstructing the ~bjeet. Any manipulation of 'the camera to alter the photo-

graphie 1ma.~e. says '!h.!llin. 15 morely a. distotUon of real"ty Q.tJ1 not a reer_tion' 

of l.t. It 16' the very la.ck 'Of the photographer's 1nterference With the eseence 
, ' . 

:>f the 1ma.;è tf),at permits tho natural object t,) spêak out for itself. Bazin 

, 
i 

\ 
f 
~ 

admits' that the phot.ographerts per:sona11ty JQay be revealed in the style, of the Yd 

image but ln a. Iftartner dlfferent t'rom·tna pa1nter's 'total creative lnvolvellent. 55 

, 
1 
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Cincm:::1. rn.'ty likclÜSC, accorrlinr, b Bazin, be c')ns1dcred in terms of its 

')bjcctivity s::> th.--\t the n-1. tural 'J bjcc't rernin:s the primary source ,~t retains 
, 

i t3 intcIVi ty i'l ,the innep:n·;).blo re>ali sm of its filmeci. image. Any technique 

that intcr.fercr, rri th the c:mtinuity of this reality 15 thus artificial. 

r}lHin,,,; is a rcc~mstT"lction 'Jf this reà.lity, S'lys Bazin, and. montage "which , 

wc J.ré c:mstantJy bcin3 t'Jld is Lhe essence .of c~nema i5, 1n.this situation, 

t h l , t ni ~. i t' li 'If J5 Ath 1 hi h , C l ('r.lry;1, an vl,C nema lC prOCCS$ ffiJ;: eXCé ence. ny ec n que w c 

pre~nr.vc~ the' pitre r(';üity of thn j 1110:1,:;0 15 for Bn.z1n Ilph:üding the original 

n1.turc :>f filn. f:?::- this rCils:>n. B:t7.i n takes an interest in'Orson Welles' 

C Ji t ~ en. ~].l1_<2, uhich uses depih 'Jf fic ln for creater 'f'Jcus con\rol thereby 

olirnlruLln,,; the ncer! f')r nany cuts in the playin!! of a scane. Ani 80, 

"~r-:sQ~tial cinc'î.1., sccm f:>r once in its purA st:'lte ••• is b he round in I\Jtra18ht

forw:l.rd ph~)tÎ,,;r~rhic rC'r-:pcct f::>r the unit y 'Jf SP'1.CO.
,,57 Documcntarles sucp as 

lIilJ1.,?ok of the 2!.ortl! (tho'.lr;h rom.;.nticized) and the narrative films of l'tallan 

;tc~-realisl1l, which arc 'p vernecl by ""eaU ty in their cutting 50 as to play down 

their fictbn.'1.1 ;l~pcCtS. are exempbry ~or R'\Z1n. On the other l'land, the 

lIl~ntaJ;O antlcs ~f Russ~an filJl\s are a dl~tortion of real1ty • 

.J'he l1mi1.n.ti:m of 13azin's argL~me~t lies Perhaps in his central assumption of 

the pbotOgrapned ililê1ge as beiM lnseparable f'rorn the object ltself. Jean :~itry, 
; . ' 

i 
/ 

filA hist~t'1an and ae."J~etician, refutes Bazin lS notion of accepti~g the photo ... · _ 

c:;ra;phed lJl1111.~c as an obJective extonsion of the object itself. Rather, ~e 

!l\aintlÛns" the camèra percoives 'the ob.ject (ref)ardless of the phot~grapher'8 

lnterferenèe) and rec:ris lts perception as a neH reco~struction of the original. 
oô> 

That 18, tl1e camera lnterteres with the recording prOC8S8 80 tha.t the 1JÏIa.ge 

cannot. be regarded as purèly objective. 58 , 

.. ' " ,'" 

1 
1 , . 
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r 
'iorû'){cr,. l3a~~in '.s .i'u~intcncc ')n the camcr,,'s fidclity b objective nature 

SeefIJ.5 c'Jr\tradict:r::-y _ llhcn ')'le c'Jfisiden; the illl1'30ry ch1.i'acteristics 'Jf film, 

spr.cifically the prJ ÏC'c~bn ')f still frarlH's 1.') creatc the optical illusl:m of 

f:l3ibn. Film ir, :ln illu:.1'Jry reprCSC'1 lati::> n 'Jf rcali ty in tha. t sense. A further 

c3'1tradictbn lie;, in ~ja7,iT\,'5 1,illingnc3s to accep~- (by ignoring) this illusion 

an1 rc,;ard the TI1')Vln~ picture 1\8 ;)..'1 extension ')f objective reali ty in motion, 

whilc at. thp S,1.me tll'l\e re jcct m'Jnta'Je and all other subjectively motivated 

dcvlccs f'Jr bc'il11 "illusorv" or u'1trl.le t'J "reality." By Its very nature film 

pnvldc5 it:; 31(11 mech1.nlcally "unntttural" raeans for cbmrnl.lnicating rea.llty. To 
, . . 

i -;no1:'(' the lfl0c1nn les is to imply Un t runnin,:; the camera at forty-ei.~t frames 

PP)' "c~:.mci sh:lllld bC' n1 differcnt th1.n runnin~ it at twentl-four frames per 

spc:mJ. Y.,t 1.h0 rc;,ultin,,; sl'Jw-m::>ti::>n iG (lecidcdly "unreal': to the human eye 

irl"esp'ècti vc \'Jf I1hc thcr the st,1.tir:: im,1.';c \-Ii thin the sinGle frame i tself 1s objec-

tj,v~ly reJ.l ::>r not. In wh"\. t way 15 the cu tting up of a scene into pieces of action 

any lcss re,:1.l than-this? The rcality of the fUmle il!laJjc ca.nnot be looked at 

separately from th<:' mochJ.nics of i ts béinIJ. The mechanics 'Jf film interfere no 

m,'l,t,tal:' whn.t ~liih the -filmic re~ording of objective reality so that every movlng 

im:l.~c in sorne srnall nay 15 rcally a. distortion of tbat reallty am. ls artiflc1al. 
",,1 

r'i:>nta/"{e ls' n:) less 80 •• To the extent tha~inema 15 COOl mi tted to encouraglng , 

audience responée or pa.rticlpat.i:m, fft:mtn..I~e 18 as vaUd as alloWing the film 
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l-IONTAGE IH THE EXPERi!1EHTAL FII11 

,~C_)!I!b [~i!!.i..1}.~. c~p1etcd 1.n 196; by Kennéth A~er, ls a prime example 
~ 

of the use ')f vertical m')nta?;8 am Us interacthn bet'Ween sound and illl!Lge. 
~ 

Th" film i5 built ar:)und a. m:mtiqe chain ()f thirteen popular songs, the 

lyric;, ')f which serve d,S a.n it'onic c'Junterpoint to the visual im!\.~e. 

After intr0duci nI'; the er::ltic fetish of ,'). lcather-clad m:>t6rcycle rider 

preparlni f')r hi!': r:>le at lar'je, the filra pres~nts wI.r1ous insights on' a 80010-

lo~ic~l or ~oci')-politicü1 level 1ncludln~ the distortions or-hero-worshlp, the 

subHminn.ti Jn of perversity thr.Juch r1t\,l;\l and th~ oqua tln~ of motorcycle gangs .. 
with Hitler's fascism. ~n the openl~ S$1uences. Ilr.lnta~e 1s used Mth s.ym

bolically ~~d metapnQrlcally whon shots pf the motorcycllst t1g~tenln~ a boIt , . 
on bis mot~oycle (te>- the lY'17ic3, "W~rn lite up") are lntercut 111 th a ch1ld 

wind.ln!; up and releastn$ tO-Y cyales. ,The lIt:)torayole ooCtlllles a love-obje,ct 

symbol and the hero a chlld plD.yln1 wlth Us toys. The monta.$8, supported 

vertica.lly by lyrics fr:>!lI !lnd !!2~. b.elps t:)'l1nk the colApa.ra.t1ve 1-.ge~ 

sll;nlf1ca.ntly. Le.ter, Anser aoh1eves' J1&tr1ete1.n 'a 41&lect1cal fora!~t aontage 
, ~ J. ,,/ • 

b1 cOIlp!U'ln; the lIIot~le. he~ _wellt1ng clown a .met Vith Christ parad1~ 
• • 1 ~ 1 

. ,. 
.. 

• u .. ; .. / .... 
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pa.5t his f:>ll')wcrs. The c:>lnplCl'lOntary lyrics here are "He's a rebel am we'll 

never kn')w the rca.s'm Hhy." The l'<1.r()dy i~ t\.11 the lll'Jre effective, somehow, 

whcn the latter sPl'lùncp 13 re~r,niz(.od. élS_<a. scene frJffi C'ccU n. Del1ille's King 

')f Ki~. a fil'" cxtrêl.V,1.'~nnr.;1. ":lut of ;).11 -pr::>p:>rtbn t? Ar,ger's film. 59 

:;1 tncy do<;cribas Jtn~M" G lm'lF;u:ü moth:xl. ':)f croatin-i a simultane~us montage 

51lbs(Vl'.lént 1.::1 the h('c'J'<; rtressin~ ritual. The room in which the hero (Scorplo) 

dresses is "h:nm ,1.5 a rlctfl:ph:>r. in itRel f, r!'!vcaling through its furnishlngs char-

actcrif)tic~; :>f Scor.pio's personal rnake-'lp. A television set in the sallie room 

boc:)/'\es ;). lllOant; ')f llnrtcrlinin~ thp events télking pL-1.CO in the t'Qom, in a èense 

llhHc ~corpb t.'> nniffin,,; c::>caine two birds are 
, 

s~cn :>0 thl' t~lcvisLm serecn cscapi'nr; êl. ca,,;o. Simlll tanoously in the total frallle 

1. cri ,,;ht t'0fl lrn~. ';C" \-!Ï th ;Ln inncrl ')f a pic lUTe 'jf :l. Pl)rplc Draculi'l. 15 flashed. 

:mc :>f '8-::: lrpb 's hOrJcs. i3 seen Id th a captùr':lilS sm11e, hie eyes closed as 

th:>'lt~h he t;>:) h,."r; bcen 5n1ffi~ 1 c:lcaine. 0 The' cntire seque nce 15 supp:>rted 

tlJ ' vertlc1.11y w1th the 50n~ ~ca~ Ir~. ,\,powerful tightly'kn1t film, Scorpl0 

lUsin;; makes evcry uso ":)f intellectual m:lnt..."l.:;e b c:mvey impact. 

rh An;or' 5 'ritll:'\.listic, myth:>graphic' film. the in:Uvid uill hem 1s observed 

w! th in the film' r In the lyricn.l f1lm, :ln the :>ther band, the œr::> 1$ the fill11'" 

:.t.l\ker. l'hro'l?1 hi 5 eyès w'(\ ~re able t:l observe the persom.l vision of thé poet 

":l'\"ê1.1e! :''1',\ ':tnn!>r bt!'lnsicb !'llfl ",l:m(>. The f:>ll~n.ns mlght serve as a 

rftunr. 1I\tr~llet1~n to ;Jt.an ,kakna..ie, 'lyrica,l film-maker pir excellence. 

. SUney wi th::IU t doubt bas Br8.km.ge ln '1\1lld men refit,mn5 to this not1:>n ôf ~ 

fl1~·MaN.r aa pr~ta$?nistt 
~ 

.' 
. ' 

! 

\ 
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The j"l"l.~c:; ..,r the fnlll 1.;C wh'l.t he ,>ces, filmed in sueh a 
wrw tha t WI' .nl"'vcr f')T"jat his prencnae ::tm lm know how .' 
he :h re1.ctinr-; b hin vi!';.i:m.:.thn sC!reen 15 f11100 with 
n::>vP,~ont. am that m':)ve~9nt" b'Jth. of the camera and the'. 
cdi ti n-;, t'rvcrbc1"atC>f; lilth t~e irlp.:'l. :Jf man lookin~ •. As 
vlcwcr~ 1f'1 rlOC the m'ln' ~ intenr;p pXl1crj (meo ~f E;eein~. 
ln the l yrj c:].l film, the sp:].cc> 'Jf the trance film, that 
_~n~ rccpnin~ rtia~onal which t~e f~lm-mak~rs inherlted 
fn'll p)'1 LIIl1\ièrf'~, transform" itself inb the flattened 
"p~c~ ~f ,lhstr:lct j'><prc5s;:>nid p,"Ûntinr;. In that field 
'Jf vhion ôepth am vn.njnhin~ p:>int bcc::>me p::>5s1ble, but 
f~Xr.Optl :)Ml optbnn. Th!".)u,'!;h su perimp::>siti on, several 
pcr.;noctlvcF; c"'.n :>cC'upy ttn t sn."l.CO é1t :)ne time •••• 
FJ Tlc.1.11y the fi 1m-m'lk<,r H":lrkin-; in the lyrical mode 
::tffirr"r.; . he actu;'ll flà tncss and whi tennss ::>f the sereen, 
1"0 ioct.1n,,; fn the 'lI')s~ part. it~ traditbna1 use aS a 
lIind;'l1 hrh j 11'1;;i 'Jn. ,)1 t 

B>:al{hv:e'r; Uni'l'le bleniinr; of pcrs::mal vis.ian, camera. technique (or the 

intent.bn'll lac'{ 'Jf it) ,q,nrl mct,1.phorieal mont,1,";ü has enablcd him to create 

44 

SMsi ti v() Horb :::!f Plll"(> fUn poctr,~. I-lany of hiG Ilpnta~e effects are ach1eved 

thr:::!ll ~h qllpn rirnpxii tian 1.'1 ~dditb~ t:J juxhp::>sition. A Sl/llP~ study of hie 

lyri'cal 8 mlll So~ lJ.nc::>vors a host of interactlng images. Objective ~8 
, 

interbck ta f::>m a rhythmtcally fluctuattng play of li~ht ard forme His 

colourfLll ::>ptical affects S~I!IIl~ te wn'l t he refers "to a.s "closed eye vision • .,61 
By scratchin~ and paintin~ on,tho film lmar,e Brakhase appro~imates the pulsatlng 

ph,sphenes or patterns ::>f li~ht that form when ~eRsure 18 applled to the eloeed 

eye. In the "ileta.Jnorphosis " of ~ Twenty-Onf!. by bleà.ching and painting over 

floral ~CkgrOUndR, Rrakha~o creates a two-dlmensio~il field ln a state Qi 

fil t torin~ agita th n 11 ka the frcnzled urrlercurrant of the lnsect wJrld. §.2ng 

!:!~t-I::D.2, 'Jn the ~ther hand a.ppears .1nterested e1~ply ln 'bhe lyt'i!lal touch.of 
~ . 

li'ht on ~ter, a seoth1n~ display of rhythmlcally sparkling dots. 

In. ~ A.eve~t!fl!. Hosely Utled "Cathedral and Movle House" ln Brak~'. 

<:a.tAlo$tle, there 1s a. hint of the hal'ku stzucturè IIlct10ned earlier. Varlows 
1 • 
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shots :)f:1, church'f', staincci ~lass windows a.rt! superlmposed with neon lights, 

rad ::;~:l.-;e cur"k'1.ins. 3.00 n. theatre mtlce fr:>m management to patrons. The lIlost 

blatant superir:\PQflut'C' iG th .. t nf the ti tIc "A Jerry Bresler Production" on 

'bp 'Jf a ht''\c nt.î.Ïn 311.'15 luruhw. The sub,joct natter 15 not typical of 

M.ikll r>ut th!:' simple dUl.:1.1fitic n:1,ture :If the lma:z;ery i5 reminiscent of the 

h:1,:ikll rnoi..'lph:1r ;m-1 P:mnri 'f; nQtiDn :>f one innr;e superlmposed on the other. The 

fiIra b :H1() Qf the. fow S"'.r!as where c'Jmment. Hes S'J close to the surface. 

92.n.,.'i l~).Ght:, "SPa. CrC'atures," creates a strong visual impression of urdersea. 

li fe. Thf' film bP.n;ins ::ln .:l. sh"rel~no by lookin~ nt xaves stretched and disL" ' 
'1 

br t~d by the anallorphlc effcct :)f :'l. glass ashtray rcvolved. bafora the lens. 

At. Qnc p~~.nt r1. b.rr;(' Have ,;llcidenly appe:1rs to threaten, rea.dy to engulf. A 
~ 

Gm1:;C :)f t.he p~tlcrftJl fQrce 'jr, \mn\llntin~ currents prevails. There 15 a feeling 

Q f bcinr; S1l1.mcr~J~ci bcn(n th the WWCG into a 5tran!~e world of filtered l1ght and 

prehisbric sh.: .. !)es. A ~i!Santic turtle (lrn.-'1~e en1arO?;ed) looms am silently 

",linos by. The silen~e 

pln'nts am" ~the~ ~ne 
ref1ecti~ns of ~crsea 

i5 acute. Images of lobst~r, sil ver schoole of fish, 

1ife flaf;h by in r~thmico.l sequences sinlUlating the 

li~ht. 'l'he 'entire film monta..:;e in its simple brevlty 
, 

creatcs as "\.Ilt'::h atrnospheric impact as the poetic Imagery of Whitman 's poem, 

"The W' :>r la Be 10lof the Br 1ri e Il : 

.. 

Thtli lforld bel~ the br1nè-, 
F!lre8ts l'I.t the bot~ of the 8ea. the branches and leaves, 
Sea-lettuce, vast l1chêne. strange nowets à.rn eeed.s, the 

t.hlck tan.t:tle. !lpenings and pink turf, 
Differen t. (l:>burs, pale gray and ~een, purple. white, and 

r.t~ld. the play of l1Sht through the _ter, 
Dumb sW'll1U1ler~ therc aIIOng t.he rocks, coral, glut'en, gra.sa. 

rushes am the aUMent of t-be sv1nlaers, 
Slugglsh ex!stene. ~8tng there 8uepended, or slo1(l)' 

. cra.wl1ng 'clQSe w the 'bottoa, _ 
'nle spe1'll-Mtla.le at \.he &-\ld'ace bloW1~g a1r and' spt'll.1, or 

. \, 

'-

\ . 
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di:=:p:>rtin"-S with his flukct';, 
The lC"!Jen -cycd shark, tm walrus,' the turtle. the 

h~iry soa-loQP~rd. and the stin~ ray, 
P.1.ssi:>nn thcre, ~:3.r:3, purS:lits,'tribc3, siR;ht in those 

::lr.can dcpths, breathin~ tl'nt thick-breathing . , 

;').ir, :lS S~ lllany do, 
The ch'ln-;e thcnco t::l the si~ht here, and to the subtle 

<l,ir breath!ad by beings 1iko us who W'alk this 
s1,}hcl"re, 

The ch'lnçc onward from ::lurs '\.0 that of beings who walk 
other sphcres.63 

\{hi tman 's sllbstanti ve monta~e ')f unrlersoa ima~es co vers far more' ma.r1ne 

dotail th').n Brakha~e's, yct nrakha~e's selective choice of a few details makes 

use of fi~\ techni1ues distinct f~m literary ta convey an equally expressive 

sens'Jry·cxpericncc. !i:n:covc:r, flra.kh'lt';c a1low5 the vielier's ima.gination mOre 

locw~y to intcract wi th his own. lbnctheless, the common bon1 here between 

" poem ann film ln the .iuxta:p'Jsitbn and superimposi tl;:m of montage imcges. 

::'zra Poun'l r s influence on Brakm 1e has alreariy been suggested. A pa.ssage 

fr~ Poundt~ ,~udier nrz~§~ serves to definc the concept,behind h1s Vortlcist 

the';) t'Y. an ';)ffr;h~';)t ';lf Im.:..r1isn: "The ima.3e ~ n':)t an ldca: It 16 a. radiant 

n:xie" or clu~t(lr; \ i t 15 un.'lt l can ~d must perforee, call a VORTEX, fr:llll which 

64 
and thr,;)ll~h \ihich'. and int:> whieh ideas o.re constantly rushlng." This might 

aIs:> d~fine Drnkha.je's !'J.1.rt1cular style, 'Jf m:.mta.6e. He himself claims the 

'lu'Jtation 'provided the structura.l inspira.tion 'behind Part One of Q.2& ~ ~ 

(1964), the central 1ma.~e of lfhlah, ln bare terma, ls a. man c11l1lbing a l1lountain 

with bis no~. 'fhe 1nnee 15 ptesented not only narrat1vely but filmically on 

several levelS.: 7hc symb:>l of ma.n versus tn:>untain !..5 st3.gtd amid the pass1ng 
''l.-, , , • , 

of the sèasons, and Fall becomes the figurative (and ~teral) fall of Man (ma.n) 
.. 

down the lIlountains1dc. But it 18 thè l'Getapborlcal images, preqènted in lIlulti-
l 

1 

lqered Bupertllp~s1tl:)nà, tha.t becoœe the idea.s thlt both feed, a.m at the aame 
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. , 

tlmc r;ain n'J'lrishncnt frorn, the central im.:l.';e tha. t Pound. speaks of as a 

"V::lrtex." It 13 thls cJnsb.nt b::>mbarcUnr; (or in effect ",pntage "collision") 
, 

':)f ccntr:ü imll.,,;e ",ith stlpportiTl'j ill\'=tl";eq tha t pr)vld es the film' s multi-facetéd., 

themCê; and concepts - the birth of th'c universe a.m Nan 's irrlividual c-onsclous-

ne1'>S, his con f1 j ct 1(1 't:h nature, hjs creative inspiration, his sexual awaken1ng 

'and 50 ::m. Am Hhat is T'l:>rc, the '/io\Îer is constantly reminlcd by the scratching 

and p:üntin~, by the h~ndhelrl camera ;wd the interplaY of superimposed images 

tn1.t thiG ls a film artist llsin~ filmic means to c~mI:lunicate bis personal 

vjsbn. 

Rrakl1,"1.;o'S p'Jctic eyc (at O!1.C time he serl:lusly considered a literary career) 

ls very much in cviocnce when cxarnining one ':)f his verse scripts. Conslder the 

folblTinc; :lB film rnontar;c written in a style su~gdstive of poetryl 

i\ m'Jon uncc.lteroo, round an<:f white as lce. 
A sun scratchod mud-pool. The revealin:; ':)f fi~ers of snow 

Hhich food H. Then the pure white :lf their Bource. 
Hi~ht and the uncentered m::>::>n :Jvercome by clouds 
A street lit p1.ssagew.y of stalrs leadi~g n:·~ore. 
Stars. . J 

H::l\lse lir;hts "p-:ltternin'j a, m::>unta,1nside wi th squares of black. 
Fast movement over snaW ta a. ool1d' s hand scooplng. a wh! te 

ball. 
't'he., aU va face of a ~lld. 
The 5l1n. 

The sloN /:lavement of' the sn'Jwball breaklng the mudpool,lnto 
1 ts comp:ments. 

Th.e hand 'Jf the child flowering open ar,ainst th,e sky. 
The la.ughi ng. face and oyes 'Jf the child abd. a lDavement of 

lall,;ttter a.cross town houses bl.u~ed Mross ~~lley 
tJ the da.yli t mauntain side •••• 5 ;..J 

A :;l3rlCC o...ck a.t l.hlto:tan's ft!l1raclos" :r;evcal~ slmilar ~llel ~tatement8t 
simila.r" represent: ... t1ve !r.ta.$OS building towr.\rds a t::,.ta.l <n'Jt1ve experlence It 

15 tl:1le that !rakhacè ma.kes greater use of figura.tive compÛ'lson, the s1lD11e ln 

l1ne :>ne f!)1: instance, aM the JIlat,aphor1cal 1.nagos of "finge:r:s of snow," "Stars," 
. .' J ' 



() 

l 

\ 

::-"""7 f - ~(f-;-"':----~'-'--'-''-----'"~.w:''''''''''''''''---:--_''''' --------'""""-
• ~ ~~ ';.'~'; fl~ ,6 , , , 

_______________ '_' _' _____ ' ____ ~ ,.L __ -.._, __ .~_ 

48 

o.nd "lbuse li~çht.!3," "a.live face" ry.nd "sun," arul "Thu han:i"" flowering ope!_" 

F:>r: the most part, h:)Io/'ever, ir.k1.geS are trcated wi th the ma.tter-of-factness of 

:lhitrna.n and Vt is ttlP manner ~in which 1 the:; a.re juxtaposed as montage" that 

revcals the personal exprc3sbn :>r'nterferencc of the' creative artist. 
1 

The abovc V:J 'se $cr~pt 1s mer01y il vcrb.:ù representation of a. fllmic "1dea 

é\m. as such }/')uld he tl. p:l:>r substitllte for the ·film, had it been cœnpleted_ 
" 

3imil::tdy, Spo:.tiswo:'<le seem::; tJ reco.c;nize t.he spoken word 'of a soundtrack as 
1 • 

redumlant Md inn.dc'lua.te whon it accomp.'lnies the n~n-literarY format of the • 

fil"mic imv~e: 

" 

'rhC' i!ll3.r;ist film, l1sin~ pla.in naturalism wi th every 
dnvi.cp of l!Ionta.~e in thé simpler passa.:;es, symbolism lIhen 
it 15 avéÙhblc liithout strainin,~, and the visual simllc 
t-:> con vey more conpiicatcd c~ncëptn, 18 the most pmferfu1 
silçnt film, It C,1.nh::>t. llel1 be c:lmbined with ,speech, 
lfhich in 11. -r~er Qu:mtities will upset· Hs construction, 
.1.nct ; n sm:\ll ~:.lanti tic", Hill rc:!iH;n t::> a.ma.l~te w1th 
the visual film, if music 15 already playing an important 
p.'lrt. ••• If t.ruc fi~ms c'lin nevet' l?e subt~~f.. they will . 
ul tlmat.cly be prof::>und as well as simple. Cl 

Despito Spottiswo:>de's qua1ifylng last sentence, there la ln Brak~ge eve7!f 

evidence of the "true" film being subtl:e. Surrrundill8 the 1inea:r central. itllage 

·of Dog Star tian lies, a lf'ealth of lma.388 lihich because of the very ob11qulty of .. 
the montn'?;-8 arranr;ement demanda audience Invo1vement in an e~r1ence whlch ~ 

... 
be b::»th "~f'ound as w~l as Aaple.·· 

Like SJY.)ttiswoooe, Amer1ean playwrlght Arthur Miller disputes the idea. of· 
~.. 0' .. 

marryln1 ln thls case" the p~t1c W'ord ta f1~lil.' In â symposium on -"Poetry and 

the Film, Il he refleets that, "the posaibility fcrr thé po~t,,'or .~riter ta tell a 
l ' 

'atory. or t:I tt'anh'll1t an GIloUon in thelr tuas ••• ia contained withln the 1JIa,ge', 80 
1\0 '. 

'. , '.,1 l 

_ tbl.t ••• aven thPllst'l l'm06auC:h in sy.patby With ••• [ttvij, de8ire ta jo1n paet1e speech 

, . 
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Ifith imî.-;ns, that, l'::x;r;ibly, in the Ion!:; run, it wlll. be "d.iscoycred ta be a 

rcnun(t,1.nc'y - th1.t th!' .l!.~~:tr.y 1[ iJ. t.!:Vl fil3} ••• Il f~liCS mineJ 67 • Hll~er 
rec::>,r:nizes film ."l.~ 1. 1'l8diurrt tha.~, ~th Hs po~rer of vizual lmagery, has a 

, 1 
it.s -:Mtl. 

;'ÏJ.Y.::t Deron, p3.rticip:ttin,; in the ~e :;ymp?sium with f1111er, while admltting 

the c:)m:.üexitif.'~ ')f ,1.n in1~iry lnto ,the lk1.turo of"pœtry, makes an interestlng 

attol~pt ta ~hrify' her l!ntcrpretatbn of p')ct~ in film. She suggests that ln 

célntr;J.st t-::> the' "h:lrj z:>ntal" ,m:>vement of pl::>t line in il play or film, a poetic 

péluse TIlay :JOCII!:, thr'Jur;h :t "vortlc<1.l" m::>vcm'Ônt whlch "probes' the ramifications 
'y 

,r°t.hf! m::1lT\(mt, and in c:mC'ct'ncd \ollth its qu<1.litics and Us dèpth ... 1n il sense, 

n:>t with' lih:tt 15 occllrd nr; rut Whl t it fecla likc or wha t lt means." Deren 
..., , 

, ~/ 

likens thf'5C vortical m:>mt'mlfi t:> the perlodic f;olilo'luies lnterruptlng the 

horlz011 t.al "plot linos :)f Sh.;kcspcarea.n plays. She then relates the concept to 

flll'1\"l 

It saemA to mo trot in liléJJ1y films, ver) often in the 
opcni.n~ pél,l';fl:qes, y'JU ~et the Cé1!i\era estab11Ghitl~ the 
m'Jod, am, whcn H. d~es th ..... t, cinerna.tloally, thosè 

-sections are qui te differe~t fr:>11\ the reet of -the 'film. 
Vou 'know, if it 's es~'\b118hlnB Hew Y'::lrk, y~u get a 
-mont1l.'Se 'of illla.'~cs,\ thA,t 1s, 1\ poetic construct, o.fter 
which wh..'\t f:>ll~s ls a dra.ma.t1c c::mstruct tm.t 16 
essent.1a'lly "nor1z:>ntal" ln i,ts development. The same 

. ·.thin,! wou ln 3.pply to the. dre--;m ' seque nces • They occur 
at Il mOIll~nt wnen the intensificé\.tion 15 carrled mtt not 
~ .l\ctl:m but by the illumination 0"1 that moment. New 

, the sh:>:r:'t filInS, t:> my mlnd. (MO tœy are short becaUB6 
.it 1s ·diffi.c~lt h 1I\3..1nt:l1n .such intcnsity for a long 
perbd 'Ji t·i'!lc). Are cOII\p:1.rable 1.0 lyriè P;)8J1!S, and. they 
are c;:mpletely a '~vertical, Il or lfM. t l woulet caU a 
P~f:ltio C~nc;t.:nlct, tlnd the)" Are c:lmplcte as s\1oh •• f .68 

~ . 
• De'r'en '$ 'r'éferê.rtée to Dlonta.if9 as na. p~et1c "a~nst1'Uct" of an ,1l1umlna.ting 

. 
lI\OtItênt deserves part1cul:U' attentbn UlÙer' the teras of Ws essay. t:'or as a 

~ . 
Ilea,ns ~t p'n~ting' tœ lIlost st1aulua out of ~ 2&X1a!J" of v1aüa.!lJ1t&ges &Dd. as 

'.' 

- ,> . " 
, ,~, .. ~: .. ..J 

• 
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) 
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i1. Mp.J.nS 'Jf invl tlYlt; yiewer JU,rticipa.tion in a sansory, emotional Jr c~mceptual 
experiencc, m:mt;).:~c is ... 1 th6èlt parallcl a.s :l. filmlc deviee. The ab1l1ty tO' 

o , 

c::mstruct no btil. fot'r.t 9ut of él. chllltP.T ~f sub-imac;es' am to bleni images into 

ne\-r c:mcept'Jal n:>tloM n:>t r.ecognlzable in the pu-ts 18 t'he magleal aOC:>l1lplishll8nt 

'Jf film m"'lnb.';c. 'Po ~Drnn1.rp ,r c:mtr~st dUferont images, llhcthe'r 'subtly' or 

\ 

wcrtly, and by S~ <loin,,; W Gtren~l-ten tre em'ltlonal response of the vieller 18 

tœ mtllre 'Jf poctic fi~'lr;<\tion, 'am f\lm, like p:)etrj. 1s cOOlpatible K1th lts 

U5è. 'l11I1S, n:'mta'jc tl1t":)u1h .1uxt.1.p:'lsit.lon or superimposltlon of 1ma.ges 18 the 

C.:l.t:llytic ::t",'ent ':)J the ct'cél.tivc film-II'I:1ket' c:x;prensing persona.l vl$f.on. 

,) 
" 
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; 
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