'ubll' . 3 A

ol f.;"ef-‘é o S oM »

ety O g
W OgEE

BT

L] . ‘: M

> .

: : THE PORTRY OF FILH lIONTAGE

AN ANALYSIS OF “HONTAGE AS A PQCTIC LLEHENT

’

. .« OF FILH

+ a

v -

/ .
’ A thesis subnitted (in con junction
o wilh a Super-8 film, "Pr'J.ma,llPath") to
) the Faculty of Graduate Studie;s and ﬁé&?‘mh' ’
| ' " IcGill University, in partial fulfillment of
, . RN " the :equirements for the Degreé iof t-lastex: of'f\r:hg

. .

. . R
. . " . . /- N . a \
f 4 ,

. Graduate Programne 'in Communications

| L - Departaent of Inglish
‘ ' . ) ' ! . : v L i ) -

) T »  MeGAll University ' .

* e & " N - a

M . N . ..
. . 3 o 12
“ . ‘; R 2 = - S '
| - ., A e

i N ??fii"‘m‘:,hs L S .. . ,

AR .
0 N R
< ¥

: Tt
Fa 5 o R B b
gt ?‘%;2-:

Oy
4, ;."?-:}{‘ﬁ
R
v o o
5 Sx‘é,’-;.fcbtﬁ‘“%‘



.
. ‘™~ .
’ v . ' + 8 .
. ’ N ' \
! .
v . , ]
' . .m
. . é . . .
' . :
® , .
! »
- ' - Y » yor -
. . - . “
-« " ‘
3 . .
4 / 1 - .
[N R * “ s ' . 3
. B .
‘ ' N ' :
’ h ' . . “ %
. - %
o i .
~ , %
) .
. . . . - B (.\ ) \
s . .
. \ . ‘
' * ’ ' . c 3
- { I
» - .

-
e e

. . N - - . R
N v
- . A I
. N - L] . . )
‘ - . » - *
N .
! »

.
-
>

5
g b L
B S
o N R
By T

I




AN o PR
LI
+# VSTRACT- '
" Because film montage' has. figurative properties equivalemt to poetic 'magery, ¢

filmic*expre:;s;t on has been able to oxplore paths similar to those o}_/poetry. B§"

of filmic and literary techniques, a clearer idea may be ed of how certain

areas of film ha.ve followal the lead of modern’ poetry. ke modern poetry, for
that encouraszes participa‘.tory eXperience. Mop6over, film like modern poetry has
third ¢oncept. Small wonder. then, that avant-garde f‘ilm-makers have found \

ic modes. Indeed, their discovery is the conclusion of

poetic ‘figuration is compatible with filmic as well'as postic
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RESUMHE -

Etant donnd que le montage de film a des proprictiés figuratives équivalen%es ///;/,
aux images podtinues, 1'expressiosn filmique a done Pu_ explorer des domaines -

similaires A ceux de la podsie. En examinant quelques-gns des principes de

2

base du montase ainsi que le point d'union des technlques filmiques et 1lit-

téraires, une idfe claire jaillit i 1l'esprit d'apres laquelle certaines zones du
" i
Tiln auraient suivl les traces de la prdsie moderne, Comme cette'dernibre, par

exemple, le cind-podme comipte moins sur des phrases explicites que sur,l'image
nui encourage l'expérienge participitoire.” De plus, le film comme la poésie /,_t)

mbderne a rodicouvert le lantase imaxd de juxtaposer deux images afin d'établir

~

un troisitme concept. L'an ne s'étonne donc pas trop que l'avant-garde dés
producteurs de film aicnt trouvé le montage métaphorique et 1la métamorphose
de 1 supetimposition sans valeur aucuhe dans leur recherche pour de nouveaux

modes filminues. ' Bvidemment, "leur découverte est la conclusion de cet egsal -

que 1a fimuration po@tique est compatible avec 1l'expression filmique de méme °

que podtique.
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"THE POETRY OF FILM MONTAGE

'S

Mention the ward montage in Hollywood today and the term will most likely

?

be understood as a series of btrief shofs evoking in'a narrative film a particu-
lar atmospheric mood surrounding an event or passage of time - a serles of
shots, for example, conveying at the most the headj.nes; of a liberated Paris,
or,-at the least, a series of newspaper headlines illustrating the dllamatic
rise in popularity of an aspiring politician or entertainer. The woxd, inonme,
once the topic of considerable déba.t;: when first colned from French by the early

Russian film theprists, seems to have been transla.'oed by Hollywood teohnicia.ns

- into a mare simplified. more, pmgma.tic technica.l term devoid of its origim.l

subtMies and connotations. Yet, among contanpora.ry theorists the broader

implications of £ilm montage survive, sfill debated but generally contendsd (with

, . L
-gome exceptions) to bp one of the most essentlal ingredients of filmic expression.

JAnplications that this essay .will examine
e with the imagery of poetié expression,

it is in the context of thbse btroad

the”close association of film mon
?

. An analysis of film montage
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on its practicalities. Russian film-makers Vsevolod Pudovkin and Sergei Eisen-
) » . ' .

stein exanined amd. practised extensively the peculiarities of montage stechnique.

In particular, Kisenstein's references to literary equivalents serve as a valid

b ]

introduction to the trend of modern poetry wﬁose search for freer expression 3

begins with Walt Whitman and leads on to the traditional verse form of Japanese

halku that so fascinated the Imagist paets.A It is Eisenste:!.n's own reference

to hiku that points out the common ground between his theory of montage as i

o . . .

"collision" and the fi{;urative forms of poe’ich technique, Moreover, it was_

the metaphorical aspects of montage that spurred on the early avant-garde film
~ movements to explore new avenues devold of literary and r;arrative influences .

and zeared toward purely filmic modes.,

To show how the various foms of montage contribute to these modes, this

~44¢~},%W"

essay will examine the figurative and symbolic content of montage. At the same
N

. e

‘time compa.rative‘eiamples will be found in poetry. Filmic techiniques of split-
screen, racket-cutting and supez:impositlon, all aspects of montage, will
likewise be seen in this context, Nor would it be fair to ignore the critical

voice of André Bazin whose refusal to accept the supjectivity of the photographed

image led hin‘lJ reject the liberty of montaze cutting, Yet it is the very
subjectivity filmic technigues, psg:ticula.rly metaphorical montage and the

\\\ * h . -
metam®rphdsis of suPerimposition practised by experimental film-makers like ~

. Kenneth Anger aml Stan Brafcha.ge, that so successfully enables the film-maker

i

tt ;arallel what Haya Deren calls the "poetic construct.” Such is the direction

this essay follows as 1t seecks to determine what constitutes the poetry of film

v

montage, ' - N
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FOUNDING FATHERS:* THE SEARCH FOR DEFINITION

D,W.Griffith was among the first to éxplore the editorial devices of film 3

by cutting up the single’'fixed shots amd wide-angled compositlons ’of early

N

gilms with camcra mobility, multi-shots, varied focal lengths, amd the inter-
(

cuttine and parallel const ction techniques taken for granted today. Whermas

-

Griffith's techniques ew largely out of his strong intuitional ami dramatic

sense, the formal agpects of his technigues became widely emulated by others,
among them the ussia,ns whose clinical a:miysis*atﬁ-expér&;mentssi(especially S
those of Kuleshov) opened up, more theoretical horizons. Hith the discovery of

editorial continuity and the’ "orderly arrangement of separate” s’msts. a new n

[y

of conmunicﬁ’ion Was born the technique of montage.
Hontage had tc pss through a formative pha.se before &

position. Editing (apart from sMegrerof selsctive control while filaing) -

Was .seized ﬁpon by the Russi‘g.ns as being ﬂié«,one créative process in film-making

]

that might adequately support the notion of film as an art form, It was

. s
consldered a.means whereby the film artist oould. mnipxﬂ.a,te the reactions of

an audiema towarda his own personal nodes of expmesslon. Padovkin had this
to say a.bout gﬂiﬁm e :

ey —
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l'( basic ¢reative force, by power of which tae soulless

4

To the film director each shot of the finished film subserves.
the’ same purvose as: the word to the poet.... [Editing is. the

photosraphs (thc separate shots) are engineered into living
cinematorraphic forn...cditing is the creative force of
filmic realiiy, and...nature provides only the raw material
with which it works. That precisely is the relatlonship
between reality and the fiim.1

Kuleshov together with Pudovkin, his pupil, through a series of experiments,

strove to show hou the raw material of film, the simple shot, when juxtaposed

"with several different shots, could offer”a number of varied meanings. In
one often cited éxperiment, the w@ral, facial expression following a

\/
bowl of soup, a womin in a coffin, and a child playing seemed to acquire the

panzs of hunf;e? and grioi‘ and the plé.aas;xre of hm;\a.n Jjoy correspondingly. ” Indeed,
Pudovkip is inclined’ fo downgrade the importance of the imiividual shot except -
in its relationship\ygcz the whole, He likens a shot ’go the word "beech” whicb
in itgelf conveys llttle\impact or artistic merit but when supported with the
additional words "the tender green of a young beech" begins to acquire llf/

and \rita.li’r,y.2 A filmic representation of this would resemble characteristics
of literary form if the single shat of the beech were supported with a serles

of qualifying detalled shots, But more signiﬁcantly, Pudovkin maintains that

+the manner in shich the synthesis of these shots .is built (montage) is a filmic

form of artistic expression that transcends the nmere mirroring of mature by

the photographlc imagze, A refutation of this theory by André Bazin will be

discussed later, : . .
‘It was ‘this notia;n of Kuleshov's ami Pudovkin's which treated montagé as

a linkar'e of shots, a laying of "bricks" end to end, that incurred the, criticism

of Sergel Eisenstei.n& Eisenstein, in his two major works Film Form and _Cl:hi
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Film se, secs the shot not ag an element of montage assembled into a ch’ain.

- -—-‘—'

of elements but rather as a cell whose interaction with other cells forms a .-

LY 4
- Bluster of cells fused together into "a phenomenon of another order, the

orzanism or embrys...." Eisenstein argues, moreover.' that the juxtapz::sing of
two shots does not merely produce their sum but in fact an ontirely new
concept or idea. This concept is achie red ;u;t by linkage but by a collision
between the two opposing pleces in conflict with one &3.1'10‘t.her:.3 Moreover, he
implies that Lhe mind has a natural propensity to find a relationship between ”
two separate entities. H~e quotes, from a si:ory by Ambrose Blerce, a.n example
of a nmarricd w‘mn dressed in ;vtonrnlnr* wcepin" by a gr'we. The impression
drann from the two images, o woman mourninr' n.nd a grave, is that she is a
widow, whereas in fadt she is mourning not for her husband, who is alive,.but
I:or hex de'-ui lomr.tf The_error a.r?.ses fron the fact that the idea of "widow"
hypothesized from the 5uxtaposition of' two representational images is, in

itself, unrepresentational and cannot Be confirmed without further representa-
N .

tional evidence.” -
The mind in the above instance makes a jhdgment which ori the surface %ould
seem to be stralghtforward and yet it is misled by an assoclative litera.fy or

experientiai assumption., The same phenomenon may be Qrelated. perhaps, to the

mind's innate desire to work out an order in the midst of apparent chaos, Thus,

in certain experimenta.l' films ( and indeed certain poens ), a string of .
seemingly unrelated images may’ provoke a viewer or rea.der to feel compelled.

to fimd neanimg rather than al“ow the images to awaken in him an intu'!tive
identi.ﬂcation with }& not understanding of) thea through an interplay between
image and subconscious assoclations. . Bven when confronted with the speed of

w
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., projécted film 'the mind is coniused ints believing that whai it sees is not

e Niia i

| I in fact a series of gtill framec; lacking motion but a constant image 'that is

4
movin~, aimila.rly. the mind is all too eaner to Tind a common relationship

between two images and in its confu ion can sometimes accept an illusion that
3

is ervronesus in the context of reality. It is this illusionary quality that

it
RN

L e N

disturbs André Bazin as will be scen ip his criticlsm of montage. -

e

isenstedn carries on his analysis of montage by alluding to painting,

Ed

drama., and literature. Since the main emphasis in this essay is on the latter,

° . . - i
reference will be limited to his comments on prose and particularly poetry. 1

1 .
Lisenstein finds several examples which indicate that writer's have long been
. - v - . “
using montage technique. In dealing with the "word" he refers tc iewls Carroll's ‘

behind the "portma.i\teau word.". ' The two words "fuming" and "furlous" when

pronounced equally topgether have a tendency to formm "frumious" t‘ne“c’omposite

s ¥

of the two.é. In this insta.nce no new concept is born tut his reference to an
’exa.mple by, Freud i1llusirates how the compound word "a.lcoholldays" (Christmas)
7 . " has established an effoctively new concept from the combination of its two separate

entiA:ies.7 Eisenstein's notion of montage as collision becones clearer, and in

e o o

this instance both the resilt and its components are readily discernible at oné

and the same time. The portmanteau is notably sinilar in its simltaneity to

the filmic devices’of split-screen and Superimposition which are close a.;:prox-

imations of montar-e. as will er noted later. e,

, At one point Eisenstein comes very close to, Pudovkin's linkage principle a
whon he ta.lka of the mchanics' that occur in life in the' formation of an image:
"vac;x;aate an inage, a work of art must rely upon a precisely analogous method

. ' E'.o thnt of real experiencé} the oonstrucuon of a chain of representations. 8

[§




X , -

es contrasting Forgy-second and Foz:ty-fifth

He refers to his oun ment

. S,
r of distinct ?present- X

Strects in New York throuth a reconstruction o
ative details of those streets. Mot until this initfal reconstructiom\of the
separate parts is recollected can the image of each street as a whole be

achieved. Apart from Pudovkin's greater concern with montage as

linkage, it is perhaps only the cellu'h; concept of the 'lrepr entations uni od
as the t'o;cal image (the s;zcond stage of the mehory process) ‘t t heré distind
g&"ishe-; Eisenstein's montage from Pudovkin's. ’ . .
hisemtein differentia.tes between the process of image-making in life wit
that In a work of art. Wheresas in life the first stage of assenbling the
.reppesentations is quickly superseded by a recognition of the total méé, in
a work of art considerable attention mt;st bé given to the process of bul

w0 the mind of the viewersthose details necessary for the most effectiv

conceptunl r’csult: ‘He writes, "Consecquently, in the actual met of creating
' M . '\
images, a work of art must reproduce that process whereby, ife 1tself, o

new images are bullt up in the human consciousness and feeli:ngs."
V-

Tisenstein emphasizes that' no matter how static in itse eacl:x representa-
tlonal shot may I)e, when placed in juxtapositlon with another \Mn é;a serie
there occurs a dynamic 1nterajction ti\at should a,t':tiva.te the emotional sensibil-
ities of the viewer in much the sane way it does the ﬁlm-maker 8. Thema.tically
‘the reaction should be the sdme for both, though emotiomlly each individ.ua.l'
reaction will differ slightly according to his psychologioal makeup and back-
ground, It is this dynamism that differentiates the bland -recording of an
object with a single shot ot statenent fron the more ex;rgssive representation }
of it -with a- series of co-plmnta.ry dmts or mb—statmnts ihaft construct
the whole and batter atimulate the’ sanses.. T\*a “bricks". of Kuleshov and

.

-
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Pudovkin acquire more, life for Eisenstein. / .

Eisenstein supports his views with an exa.mple from Pushkin's narrative poem,
‘® , ) .

- Poltavat .

e

"Too la.te," someone then sald to them,
And pointed finger to the field.
¢ There the fatal scaffold was dismantled,
A priest in, ca§$ black’ was praying, . .
And onts a wam s being lifted
By two COSSa.CﬁS af paken coffin....
The total image of the aftermath of the central ckamcter s execution is
D

supported by three concrete details that in Juxtaposition convey the emotional

mood to the reader: t“ne dismantled scaffcl&, the ‘praying priest, and the coffin

. reing loaded onto a wazon, Moreover, in this examp}e each fletail combines with - .

<

the other tiuo é" form a concept difficult to recognize in any of the:ﬁ seMtely.

The danger of Lﬁisensf,ein;s notion, of course, is .tha.t‘to use the "method '
cor;s’t.antly‘may be to‘ subject the viewcr to a mor? laborious process than ls
actually necessary to fully comprehend thé image. There may appear to be in
Eisenstein some dist’rqs‘“t: of the viewer's own sensibilitles and. the rapidity
with which"he is able, from the representations of gis OWN Memory experienée, to
identify with the 'simplicity of a single image. Eisenstnein seems in danger of
threatening, through overumanipula.tion! the very participa.tion he hopes to
m‘cOJrage from the spectator. ,,Overstatement can be as self-defeating as
understatement, ' . .

In the material presented thus far as an overviex of Eiae;xs’teinis montage
thebry, twy major forms have been delineated. There is nonﬁge, in the one
instance, .where a shot fuses um a preceding one to form a new conceptual idea
not revealed in each of the shots separately. The colliaion of the two inde-

perdent images involves the first of the two shots conditioning the viewer's

[ ’ [
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reaction to the second. F‘or this reason Rod Nhltaker in The language of Film
refers to the form as C:mditiona.l monta.ge.n The Kuleshov experiment as well
.as Eisenstein's-reference to ihe rraveside woman weepi-g for her lover will ’

serve for the moment to illustrate th¥s category. In both cases the initial

imacze, bo'wljf{;{)u_p or rave, cohditions the viewer to interpret the subsequ'ent

A ,
"

shot in a specif"ic fashion. o
The se;:ond form of montage involves a series of individualiy represganta.tivé
"shots which combine to build a total effect or thematic concept. Thus in
Pushkin's poem threc distinct details combinec to create the emotional mood
following an 'executi on and in similar fashion Pudovkin's "beech" acquires

’ ]

greater flllness when represented witp sub-images of its "beechness." er

classifies this form as Substantive montage because the additional details
(addectives) construct a r‘epresentative nounal concept.:Lz Th.is latter lype
»f montarze also includes the Hollywood version mentiohed in the introduction to
’;his ess4y. . .

¢ Unlike Conditional montage the Substantive form may (or may not) reveal the
thematic concept within the gepamte;. individual shotsﬁthemselves. 'In the
ix‘shkin exanple the concept of execution is not readily evident in the three

: o
separate g,hojc.s. An illustiration where the whole is recogniza.ble in the partis

may be observed in a s'*ries of shots where the thematic unit, such as vulgar

"opulence, is discovered in deta.iled shots of, for example, an ornately gilded
cornliece, a ponderous. chandelie'r‘. and any other extravagant furnishings that
exude overindulgence. ‘ ,' ) ‘ .o .

A stmlly of the variqﬁs types of mqntage in relation to their poetic counter-
parts w11l be‘r‘lnd‘e further on under ‘the terms Conditional and Substantive. .In’
the meantime the broad dafinitions of montage offered above will help in the




[l

searth for comparable forms in modern poetry. It should be mentioned.that

today's theorists have added little that-is new to the montage theories of

* * "Pudovkin and Elsenstein, a tribute to the éxhaustive efforts of these glants

of the 39.1‘1:,' cinama.
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MONTAGE IN THE HODERN POEM {

‘Any coompari‘.son of £ilm montage with the elements; of p:etic forn requires
some understanding of the growth o modern poetry and its influence on modern
film style. Robert Richardson in Literature and Film makes a significant

-

contribution in this respect.. He fees in th'e poems of Walt Whitman the first

major rift with the traditional orderliness of poetic form. Whitman ignored -

.thn tmditiom,l tcmplates of rhyme and aeire, the standa,nd verge. forms, and

introdu,ccd to lestern poetry a liberated style reflecting. as some would suggest
perhaps, a New World enthusiasm for piona‘e\aring free horizons., With the dropping
of the metrica.l foot, length of line no longer remained fixed. The use of the
sentence to convey linear 1ogic and theme was complimented by a number of >
parallel statenents expressed mostly through 1ma.ges.13

Whi,tnan 8 teghni.quc of amngins images in the follouins.excarpt fron
Miracles .'nu notably sinihf; to the methods of montage introduced later by film:

Why, Who makes much of a Miracle? o . )
As to me I know of wwuc #lse but: miraclss, J
Whether I walk the streets of Manhattan,
Or dart my elght over the roofls. of houses toward the sky, *
OrMeummemmwmmmmam ‘

~ of the wytee;
Or stand under treed ih ’ﬁﬁ woods, -
Or talk wmwmmum. umumm at

night wiﬁ I love

Or ait at table st dtnm #ith the rest, -
0 look at, stm n@mﬁ e th i.n thn m.

i’ L "‘g
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*Or ‘watch honcy-bees busy around the hive of a summer forenoon,
Or aninals feeding in the flelds,

Or birds, or the wonderfulness of insects in the air,

Or the ‘exquisite delicate thin curve of the new moon in spring;

These with the rest, one amd all, are to me miracles,

The whole referring, yel each distinct amd in its place....lu
After anticipatini) in the first two lines, the thematic unit as the

miracle of life, Whitman proceeds to state the particulars in a series of
. \ : ’

representative images all >f which in their individual ‘uniqueness build toward

a totality suggestive of an inner life force. The simplicity of each image

allows the reader's associative memory to participate and share something of

the poet's feeling. Even the won} "wbnderfulness" is but a simple generalization
p v

of an intense inner fceling and its repetdition in the next line seems to imply

acceplance of the limitations of verbal explanation - the experience itself can

: only be felt not described. In the last two lines Whitman underlines his

lntcntloéi,wlth a literal statement and a maticr-of-fact tone. It is not
difficult to recognize in Whitman's juxtaposition of images the substantive
form of montage later found in Eisenstein's f£1lm theéry.

There is in Whitman already a hint of the dry, mostly impersonal treatment
of 1mgges‘which.was to become oné of the trademarks of the Imagist ;chool of

poetry. As Richardscxp writes of Whitmang

«+.the poet ia not a maker who coinstructis things, not a
seer set apart who reveals his vision to us, not an
arguer, a polemicist or a teacher. He is simply one who
. hears witneig to- thines, and his habitual set of mind ie

accoptance.
In many of vlhitman‘s smaller poems a single image may strui;ture an éntire poem
and by an srdering af det.a.il can offer a si.npla decla,ra.tion of that image's |
existcnqg,— A modern fi]n may likewise ha.ve 1little explicit purpose beyond

directing our attentlon to experiencing the offecta of a montage of imagss.)k‘é
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Whitman was the forcrunner of a number . of late nineteenth century poets

(e1. Rimband, Honkins, even Browning) whase styles constructed sequences of
images for their oxprrientiai rather than concepfﬁal value. Not until the

second decade of the nin~tcen hundreds, however, can more soli&~evidehce of
N
the effects of modern po~try on giim style be found.l7‘ *
In 1913, Ezra Pound helped consolidate Imigism, a poetic movement that had
been slowly Tormin~ since the latter vears of the nineteenth century. The

sebds had been sown by Henri Bergson whose philosophical search for reakity N
lay in two directions, cither throush means of intellectual analysis or through
instinctifc intuition. The respective 1- nmuage for each alternate was the
intellectual lanzua<e of grose ahﬂ the ima~istic lanruage of poetfy. Bergson
lstatcd furthermore that "nmany diverse imarses, borrowed from very d&fferent
arders of thinzs, may, by the converzence of their action, direct condeiousness
to {he precise point where there is a certain intuition to be seized._"l8 An
interest in the lanquare of images that resulted was furthered in-the twentieth
century by the extensive }esearch of Ernest Fenollosa into the pictorial
lanzuagze of the 5hinese ideogram. Fenollosa pointed out that the syntactical

| limitations of a subject-abjacf-verb format were not present in the hieroglyphic
languaze of juxtaposed i&ages. Single word abstractions became more alive when
written as a sequence of representative h:afa.ges.l9 Likenise; Rémy de Gourmont,

editor of the Mercurc. de Franqe from 1890 to5 1915, claimed that it was the

responsiblility of thé poet to keep his art of l‘e,ng;mge alive by using ideographic

techninues ta fuse images together and that the juxtapositioning of iwo images

‘ # ki R
can prod the mini int> creating a third image, the central meaning of a poem

.

for example .20 . . : .
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Eizenstein was muick ta discover thiis ideosraphic concept as the principle

of 'film mantame. le draws upon information from Jean Pierre Rémusat when-he
writes in "The Cinematoqraphic Princinle and the Ideogram":

...the picture for water and the picture of an eye
sirnifies "to weep"; the picture of an ear near the
awing of a door = "to listen';

a dog + a mouth= "to bark";

a mouth *+ a child = "to scream";

a mouth + a bird = "to sing";

a knife *+ a heart = "sorrow," and so on, ]
\ But this is - montage!2l: ]

[t is 2135 the basic structure for a form of Japanese poetry known as

haiku that had captured the attention of the Imagist poets and subsequently

Bisenstein., The true halku, consisting of-three lines only and lnvolving a
particular season.of the year, relies upon precise imagery to arrive at a mostly

intuitive metaphysical abstraction. The poem deliberately avolds didacticism

in favour of an instinctive understanding of reality through implication.22

Jones, with quotes from Pouni, writes an accurate accﬁunt of the haiku in

relation to Imagism: ,
It [haiky was the basic unit of the imagistic poem,
: juxiapositioning two images often in contrast, amd
e containinz them within a brief, epigrammatic form,
omitting all moral ‘and intellectual comment and
allowing the images to form a "visual chord” in the
mind - a third image that unites them - so that a
" "thing outward and objective transforms itzglf or
darts into a thing imward and subjective.” )

: Nor was the haiku simply a juxtapositioning of'two‘images to‘create a third.
- Pound proceeds further: “The 'one image poen' is a form of super-position,

that is to say it is one idea set on top of another."zn

The follgwing quotation,
"Fan-Piece for her Imperial lord," although not a true haiku, offers a good

illustration of what Pound meant by Jéuper-posltian":

3 ] P
.
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0 fan pf white silk 3
¢lear as frost on the grass-blade,
You are alss 1aid aside. 5

flere the two imses are th:a white silk fan apd frost on a blade of grass
which is the "super-posed” image. 'Through a fusion of rhythms é.nd images, and
the "super~-position” of frosted srass-blade upon t‘txe silk fan, thé poet implies
that ‘as ihe’ frost molts‘so d/oes' the beauty of the concubine and the attentior;s
of her lordly master. 1t should be mcntioned,u however, -that the original tenets

> the haiku have become blurred in this poem which emphasizes love rather than
p !

- L}

2
the metaphysicnl aspects of nature. 6
-

Althou,::gxnot an lmakist, Archibtald liacLeish has written ,a.t' least one poem,

* -

"Arn Poelicn," that clearly illustrates the Imagist concept of directness,
economy and juxtaposition in using images: y

A poen should be palp;ble and mute .
Az a plobed Ffruit, . S (J

Dumb
As 21d medallions to the thumb,
A
Silent as the sleeve-worn stone ) :
Of casement lecdges where the moss has qrown -

b

*A poem should be wordles®
As the flight of birds.
. | \ D, , ? -
A poenm Et}ould not mean '
But be.”’#”

Althé:xgh Haclielsh uses a{ string of images here to convey a sensual quality
of silence am‘ir;tua'l essence, .he interrupts the juxtaposition with a é.ldactic
comment to form a simile in sach case. This is, of course, not inherent in the
halku whsTe the objects (partacularly the matural objacts of fruit and bimds)
"would imply manm;%r thexselves. Indeed, the last line appears to contradict
| *
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the very meaninsg the poen communicates and can only be excused because of its

ﬁhiloéophical form of t?ﬁﬂ!&ionally expounding the art of poetry. Nonetheless,

L

the prcdominggt.emphasis in the poem is for the image itself to help engage the
_ understandinT and thus impart meaning; the poet's commentary points out in
what direcction ihe application should be made, There might be little difficulty

in presenting on film this juxtaposing of objects as a substantive montage on

o

"silence" or tﬁe serenity of spiritual "being"; there would be infinite difficult i

! ,however, in visually relating these objects £hroﬁgh film 23 a commentary on the \
form paeticlcgggnce should take.
Another poem by Pacleish that relies loss on didacticism (though meaning is L

still strongly implicd) is “Eleven.” The visual imiges are so arranged as to

develosp within the readc. a subjectivé assoclation with the boy in his identl-

)

fication wiith nature:
And sdmmer mornings the mute child, rebellious,
Stupid, hating the words, the meanings, hating
The Thing now, Think, the O but Think! would leave
On tiptoe the three chairs on the verandah
And crossing tree by tree the empty lawn
‘ush back the shed door and upon the sill )
Stand pressing out the sunlight from his eyes &
' And enter and with outstreteohed fingers feel ‘
* . The srindstone and behind £t the tare wall
_And turn and in the cormsr on the cool ' . 10
' Hard earth sit listening. And one by one, .
. ) . Dut of the dazzled sha.dow in t;g room

,,..The shapes would gather. wn plowshare, spades, -
. Hattocks, the polished helv icks, a scythe
. Hung from the ra;ters. shovels, §§§::er tine
'Glinting across the curve ofh sickl hgp!gﬂﬁ“
Older than men were, the wis8 tosls, the iron
Friendly, with earth, And sit there nuiet, breathing
The hersh dry smell of withered bulbs, the faint
Odor of dung, the silence. And outside 20
Beyond the half-shut door the blind leaves
. And the corn moving., And at noon would come,
"E’ . Up from the garden, his hard orooked hands
. Gentle with earth, his knses stiil earth-stained, suelling
Cf sun, of summer, the old gardener, like
A priest, like an interpreter, and bend
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T And they would not %peak'
———— . They would siy nothingz. And the child would sit there
Happy as though-he had no> nane), as though , ‘ 30

' v JHe had been no une: 1like a lex®, a stem,
Like a root growing - 28

LY .o
= The [ilmic possibilities of.this poem are evident in its close resemblance ]
to a scquence of film montase. In the description of the shed's JAnterior:

(lines 11 - 18), the eye is led fram one object to another much like the roving

eye »f a camera or the optical dissolving.of images as they take shape from out

P
o A g St gl

of the shadowss Senses arc intermingled - the taétile sense is visually per-
ceived in the texture of grindstoric and wall (lines 8 - 9). Other senses of
#mell and sound are brought into play through the f;suai connotations of bulbs i
and duns, and the mdverent of ieéve§ and corn (iines 18-22) all of which -
intensify the sensory cffecg of the montase ;equence. )

‘Raymond Spottiswnode makes an interesting cgmment on ithe ability of film to \
stimulate thnmséﬁ;esk "Clésc-up photography of silk or wrinkled s;;n, or dough
belns squeered and moulded, will, under profer conditi;ns of lighting, produce
a tactual sensation which strongly reinforces the visual."zg Qb also impliesg

- that smell, thoush more aifficult to create, can be suggested by sense memorys
a shot of.a’hayfield. for example, zan provoke apsensory recall of the smell of
hay. This writer was strongly affected by the choking clouds of dust in the -

+

brawling scenes of the Italian tmwn square in the Franco Zeffirelli production ‘

of Romeo and Juliet. ! -
Silence only implied in “Ars Poetiéa”,is'evan wore acute in "Eleven," Silence
becomes almcst o sound in itself and even tactile, as suggested in lines eighteen

Ao twenty. Stan Brakhage remarks on the viauallpffhctu of film image in creating

. soundt ‘"The sound eense which m&;'imea.alwaya evoké ard which can ,bei;one
» 1 . .
». , //
//
s e L] 1
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interral with the aesthetic experience of the film under creative control, often

w30

makes actual sound superfluous.
The visual focus o ‘1even" is on the shapes of ob ects themselves a.nd the

relation 6f the mrtis o [the arganic whole all of which c minates with the

boy beatifically pxperinncinq his "onencss" with the gardener "priest” and

natural surroundings. A counterpart to a similar experience of total joy may

be found in Pudovkin's film hpther where a prisoner has just learnt he 1s ghortly

to be set free. father than simply show an expression of joy on the actor'’

fagg, - Pudovkin consiructs a poetic montage _o‘f shots revealing parts of his face

am® hands intcrcut with shots of rushing spring waters, sunlight playing on

water, birds fluitering irlx a pond, and a child laughing. The audience's

‘assoclation of these shots with-many others elscwhere in the film, all symbol-

i'zinf; the coming of spring, creates a powerful emotional ldentification with

31 The parallelism, then, beiween the poem

the prisoner's cxpericnce of joy.
"Lleven" and the film seouenc; from Hother is notable. In both cases, a
montaze of& representative detalls unites around a central image of, in the first
instance sumher, and in tr;e second spring, and the resultant abstraction both
felt and understood by reader or vicwer is the spiritual and mental release of

-~

freedon, 6
g A\
Richardson conﬁrms the similarities between poetic ima.gism a.nd film nontage

further when he compares Pound s t.no line poem, "In a Station of the Metro."

with a sequence from Pudovkin's lother (which he mistakenly attributes to

Eisenstein). The lines, "The agparition of these faces in the crowd / Petals

ona wet, black bough,” are likened to a shot of militant workers gathering in

anger juxtaposed with a shot of river ice beginninq to break up. The relationship

[N ¢ W




\ between the two imaizes 1n both the paem and the film a.re laft undefined: nelther

connection. Yet both'pairs of images form a unit the metaphorical meaning of
. { .

. ' which is 1lpft to the viewer's or reader

“structured pattcrn  of tmditiam.l noetry, thus set the trend for a greater

rellance on imates to 1mpart their oun meannings.

* the same reasons, experimental film-make.:s drew heavily upon monta.ge to help

\

them avoid trwditibnal filn styles and to place freater empha.sis on the inter-

,.g'??%u*

&

>

What ¥Walt Whitman began as a simple though unorthodox switch from the more

{

x §
—.«%@"

's discretion.

.

has a verb or uses the word like (slgnalling a simile) as syntax to clarify the .,

32

'inténpla.y between imasge and lma.gé ut also between image and reader. For much

action of images and on 1m<ve—vieuer rela. onships.

This not only enabled greater

»

G
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THE, RISE OF THE EXPERIHENTAL FILH

'lhile Imgnist poetry in the 1920's was spreo,dlng its roots and Eisenstein

was beninning to explore his montaje theories in the mrrative film, new .

&

gxperimcnta.l film mmﬂremcnts Were develo?in'; in Burope. Vhereas in Germany,
ixpressionism was 'projéct‘ing mental fantasies thi'ough lighting and set desigfi,
in France, the French avani~marde ins divorcing; ltself froml linguistic and y
n,arrat,iv'e structures. Imanism,was relyin{; upon the images of external detail
for ‘more n%tural Ways of imparting significance. Eisens”cei.n was’ expounding on
the dymaics of monta;re for stressing emotional 1m‘pe£ct in ‘the marrative film,r
amt the avant-x;a.rde ﬁlm-mkers were av‘oiding for the most pa.rt the logieal
linitations of the story film, - T L

o

' 'mga- avant-garde film alignod itself with the other arts (painting, music,

poetry; dvama) to explore, with Bome 1ntem1n§,ling of styles,-the predominant
movenents of the 1910's and 1920%si. Cublsn, Dadalam, Surrealisf, and Exgregsion-
isn, thig.e in Russia, Dzigs Vertov was rgbelll;g_against the mrrativ;g dramatics
of Eisenstéin and Pudovkin, thi Frenab}umnt-—garda £ und a'renewed intérast in
the mra tricks of Gaw,‘kes Héliba. 'mese cul‘kural _cross~currents resultod in
filas that reauch stmum-m nmw: dwemm % & mintaus - when they

dsm"@w}.inimie them wﬂrcly Mmmt,mtea :ms.ng out of anch dovices as
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ima7e distortion, variable focus, superimposition’. freeze frames, masking, film
lloois. slow and fast mqtion, the juxtaposition ofvpseemingly unrelated images
armd other manipulations of montane. &

| Despite the advent of sound around 1930, the resurgence of av;a.rft—gardekfilm

in ‘the form of the American “"psycho-dramas" of Maya Deren, Curtis Harrington,

-

Sidney Peterson, and osthers fn the 1940's, perpetuated the silent film's emphasis
on camera and montage trickery. This emphasis divorced avant-garde films from -
the .sort of "reality" that Bazin, for instance, favoured, and encouraged the
kind of film . "ma~ic" that Parker Tyler has called "the kindergarten stuff of film
hal -~

¢ . .
experinentalisn,” Uhile recognizing the splendid opportunities such film tech-
niques. offer "4o crcate extrasrdinary visions," Tyler has pointed out that: -
i for 111 this to comprise more than a talented exercise,

A stimulating blasiboard lesson, film workers have to

try very hard and must possess, to bezgin h, an

innate ~ift for inventine with images and™Gontrolling

the space in which images move ofcthemselves and are

moved by the camera; Dbeyond this,'in order to get

sgmethinT on film that is 8istinguished and memorable,

ﬁlm-vnakers nust have something of their own to say: a

personal message as well as poetic inspiration,33

Two experlmentql ‘film-makers who fulfil Tyler 8 criteria for distinction

throuxrh thelr personal identiflcation with film and its unique qua.lities are
Kenneth Angexr and Stan Brakhage. ,Their early ciné-poems, particularly the lyrical ‘
‘ Tilmg of Igrakrngéﬂin the fifties, btridged the gap betweesn the surrealistic psycho-
dramas and today 's *Amcrican experimental movement, " Their.control over film
imagery through inagin&t\xmse of montage and other filmic .techiiques entices

the viewer into sharing experiences that run the gammut from delicate sensitivity
‘ 8

to extreme sensuality, from latent meaning to blatant parody. As we shall see,

the expers.u;ental film'can afford what the commercial narrative seldom allows

o




itself, time to pause and exploit a moment of "poetlc irfspiration."

o
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. poetic counterpart. Film montaze, 1t has been suggested, can be identified

+

. TYPES OF FILH UONTAGE: POETIC COUNTERPARTS
Before examining the contemporary use of montage in the ciné-poems of
Kenneth Anger and Stan Brakhace, it may be ‘as well to identify some of the

various types of film montage and clarify any similarity that might exist in a

{ .
under two broad headings offered by Rod Whitaker - Substantive and Condltéona.l-

Substantive montame, whereby a-series of shots joins together to build a
total impression as é. single nounal concept, has already been discussed at
some length with respect to film and references have been made to several poems
that offer literary equivalents. To fhese one further example might be added
from Richard Wiltur's "iarginalia," a poem Wilbur himself suggests as a possible'
111ustration »f the influence of the camera on the “poet’s eyex

Things coneentra.t.e ‘at the edges; the pond surface

Is bourpe to fish and man and it is spread

In textile soum and damask light, on which

The 1llly-pads are sets and there are also '

Inlaid ruddy twige, becalmed pine leaves

Mr baubles, ani the chain mail of froth.... %
Unlike aavqra.l exaunles af yoet&c > o ﬁlﬂie nontage quoted praviously. the
uontinuzty m one a-mm s.naa to moth-r is not m-rmtnd by a change ot
shot. Inm.}.hm 8 pou ;ﬁm&mmm«iw vl.w of “the pond surfuce,”
the atéation mu‘}mm (mm Wm&m to dstall doveloping

‘o Ji:i‘f"“ aymﬂng ‘£he mMn thet Lins
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beneath. 4 striking comﬁn’rison can be ma.dte with a short sequence in this
writer's own £ilm, Primal Path, in which most of the details mentioned in
4iltar's piem are included in a gm]_._g pan of a portion of spring pond (to
which complem.ntary Lshatm have been added). Thus montage editing, by a careful
seleqt&@ of ,:juxt:xp')sed detall, is just as passible withi_n the single shot as
it is within the canera and splicing processes.

\hitaker uses the term conditional montaze to covet the broad range of
mant;a.f;e ather than substantive although he cauti ns that;some conditional
tendencics may also exist between individual sub-images in the substantive form,
This form of montage, it will be remembered, is conditional in the sense that
“the subseq‘uent stats in a sequence are conditioned by the "first, out of which
interaction a specific new éonceptua.l interpretation is born. In the case of
the K\uleshov experiment, mentioned earlier, the audience's reaction to the N
actor's facial expression is cond‘itioned by the image of a bowl, coffin, and

o]
child to arrive at a corceptual notion of Lunger, grief and love respectively.

Conditionil montage differs from substantive in that the conceptual notlon of
the whole is unrecognizable in the parts which in thenselves are normally un-

related. Substantive montage on the other hand builds from the pa.x('ts a total

-

concept of mood which is common to all shots and therefore is more likely to be

\dentifiable within the individual part.)s )
Whitaker is careful to strés.s, that conditional montage is not to be confused
witfx the "cause m\dleffcct hr.ela;.ionship in a sequence of continuity ediiting that
sinply indicates a logical narrative progression between two shots. He suggests
that the. Juxtaposing of a shot of an elderly man reading in his chair can offer

a significantly different interprotation when placed either before or after a

T Y Bt e Ay A e R P
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shot of a cottace. In the Tirst instance, the man.may be reading about the
cottase, whereas in the second, he may simply be reading in a room of his

In film continuity, therefore, placement determines meaning through

36

cottane,
cause and effrct and prt through the collision of montage.

Perhaps the most comman form of conditional montage and one of the most

commonly used in poetry is the trope, speccifically the simile and metaphor .

In film the distinction between these twd modes of comparative technique is
less clearcut than in.poetry. In poetry, it is generally accepted' that the -
simile makes n-divect comvarison between tws dissimilar entitles by using

linkinz words shich as like, as, than, similar ts, or resembles - the similarity .

"is expressed. 37 For example, in "bleven,” the child is "like a leaf, a stem,
like a root gfrfowina;." in “Fan~-Plece to hcr lmperi‘aln L)r;i," the "fan of white
silk" is "clear as frost on the grass blade."™ The metaphor, on the othax{ hand,

> makes an indirect comparison without resorting to a linking word - the similarity
is inplied, as ir!l t'Hm:gimlia" when Wilbur refers to "the chain mail of froth."

The u;.;e of simile in film does not have an establishe:d technical equivalent

for a linking word such as "li!ée." Spottiswoode suggests using the wipe as a

-

substitute for "like."38 This optlcal effect, however, has a tendency to remind

the viewer of the filmic process and for that reason has been in disfavour for
' some time. .LinguistAically though, the word "like," even when repeated tp the

extent it 'is in "Eleven," ls readily,accepted as a »erba.l connective because it

. | ha.s 111.1‘,19 vieua.l significance and 13 over-powered by the correlative inagas of
the campa.rison. f there is to be any differentiation between sinile a.nd neta-
phor in film it Wil most likely lie in the degres of expliciineas inherent ‘in

‘ . the particular filnmio stgtanent. This explicitness will also be deter:lnined by
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the extent to which the statement stands out in relation to the shots before
and after the monia e seauence, Thus the Film metaphor will tendm to~be more
subtly sblinue (both in itself as well as in relation to its surrounding
shots) than iis overt counterpart the sinile, althaugh 1t may be identically
structured as a m')‘nt:u:o sctuence.

Adnittedly, the exact distinction bciween simile and metaphor in film is
difficult, . and perhaps unmecessary, to define, but Ernest Lindgren offers two
filn sample$ tint may well point the way t:}WZ;I‘dS clarifying the differences,

particularly with reesard to the story film. An escaped prisoner in Antor\y

Asquith's film Cotta~e On Darimoor, having decided to return to his love, is

shot by a muard and flinms himgelf in his firal death s£ruggle against her
cotltate door. ’lmmcdiatel} the scene chang#s to a wave breaking against rocks,
the intentinn presunably beinrg. to 'underlinc the emotional surge and power of
love that can lead a min to his death in this Way's }Jindgren contintues:

I always feel, however, that imagery and symbolism of .
this kind is far more effective if the shots which are 4
jurtaposed are a natural part of the background of the
film, and not introduced arbitrarily, as the wave has’
been introduced here. A second example from the same
film will illustrate the point. The chiéf character,

¢ a barber, tormented with jealousy because the girl

.he loves is herself in love with a custamer, finds

himself shaving the customer; holdinz the razosr near -

his throat, he begins to upbraid him, to frighten him,

The glrl standing by suddenly mdves to intaervene, there

is a momentary atruggle, things are sveviurned, and

suddenly everysne stands transfixed with horrar. At

this moment we are given a clsse shot of a bottle lying

on the floor, ami from its narrow neck a dark fluid

pours out ints a paol on the floor, Ue do not need to

be told that the.customer has been gashed with the razor.

In this case the boitle is a natural part of the soéne,

one of the things knocked doin in the struggle, and at

the same time it gives the director precisely the 1mage
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he wants at that’ point. This second kind of imagery
(of which the shots expressing the prisoner's joy
in Pudovkin's Ilother re ansther example) is more
effective than the f first, I sugtest, not simply
because it is more difficult to achieve, but bec

the film medium, beins essentially visual and
photographic, demands a higher standard of objective
realism than thc dthor rcpreaenta.tional arts. 39’

hereas, in the first example (of the wave) the content may be more subtly
implicit than the second, as a filmic statement the figurative image, stands out
boldly and secas forced and out of place. That 1is, the juxtaposition of shots
is oxvlicitly underlined as beinz a comparison and thus has the characteristics
of the simile. Conversely, in the exanple pf the overturned bottle the meaning
has more clarity bhut the manner in which the meaning is expressed 1is more
metaphorically subtle and blends in well with the total scene. In his reference
to "the joy of frecdon" scene in lother, mentioned earlier in this essay, Iind-
7ren shows that the images oxpressing joy are -in keeplng with the natural images
af Spring exnrcssed repeatedly in that sequdhca of the film. It might be
assumed, therefore. that, beling in context, they are closer to mataphQr than
simile. Radolf Arnheim has® similar reservations regarding the explicit use of
trope 1n mrra.tive film but unlike Lindgren would even apply his dissatisfaotion
to the Pudovkin scene when he claims: - I
It is, moreover, very questionable whether the
/ symbolic coqnection of smile, brook, sunbeanms,
. . "happy prisoner,” amd “joyous child" can add up
to vistal unity. It has been done thousands of
) times in poetry; bui disconnected themes can
easily be jolned in language becaise the mental
images attached to words are much vaguer more.
abstract and will therefore nore readily cohere,
Putting actual pictures in juxtaposition, espec-
ially in an otherwise realistic fila, often
appears forced. The unity of the scene, the

story of the prisoner who is rejoleing, is . ‘ -
suddenly interruypted by something tolally diff-
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erent. Uomparisons and associations like the braok
And’ the sunbeans are not 1is zhtly toached upon in L

; the abstract but arc introduced as concrete Pieces
of nature - and hence are distracting.40

Undsnbtedly, arnheim®s reactiosn would *e much the same t2 a scene from
uisenstein's Strike where the shosting of workers is intercut with the slaught-

crint of a bull in an abattoir:
LI
1 The heawd of a bull jerks out of the shot, beyond
the upoer frame-line, avoiding the aimed butcher's

‘inife,

2 (e.n.) The hanl holding the knife qtrikes sharply
- beyoand the lower frameline.

3 (l.s.) 1,500 persons roll down a slope - in
pmfilﬁ. '/

4 50 persons raise thcmqelvec. from the ground, arms
:)ut streotched. . ®

5 face of a soldier taking ainm,
A (ness) A volley of gun-fire.

7 The shuddering body of the bull (haa.d outside ’t“e
frame) rolls over.

8 (c.u.) Legs of the tull jerk convulsively. The
hooves beat in a pool of blood.

-
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33, The sold.iers fset walk away rrom the cgmera
° (seon at a further distance than previoualy)

34 The bull's akln is stripped off.
35 1,500 bodles at the foot of the cliff.
3% Tvo skimnad bulls' heads. '

&

' 37 - A hand'lying in a pool of blood.

-
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.dead bull.

l
39 (title) THZ EiD.*t

-

This montage secuence, even more elaborately detailed as a whole than presented

herc in part, would destroy the coAtinuity of setting for Arnheim and jar his‘,

credulity in the objectivity of the scene.

There nay be some truth to the view that .the trope, particularly the simileﬁ.
) o
¥

is susceptible to beinz pbtrusive in the narrative film where 1inear loglic is
5

prodominant, especially since montade is an abstraction of objective Teality.
In the avant-carde®cin‘-poen, hotiever, where emphasis on the abstraction of
jux{apose’l imares is prevalent, the trope becomes much nore accepta‘\ble. Even
here, thé :ﬂ.inile, bercause of 1ts tendsney toward didacticism, becomes obstrusive
when the content is subtle, The cind-poen is more amena‘ble to the nuan;:es and
imatinative invitatisng Af the metaphor. In the cxperinmental imagist films of
Stan Brakha~e, for example, the use of the mctaphorical trope 1s common practice;
seldon does one find the pointed statement of the simile.

nnother form of mon’mﬂe.‘}« ‘?hat which employs the filmic symbol. The liter-
ary uymbol is generanlly recognized as an entity which has meaning both in itself
as well as beyond itself. The fence in Carl Sandburg's poem "The Fence," for
"example, refers both to its concrete image as well as to several Interpretative
connotations beyond itself.

Now the stone house on the lake front is finished and
the workmen are beginning the fence.

The palings are made of iron s with steel points
that can stab the 1ife out of any man who falls on
then.

Asea -fence, it is a aasterpiaca. and will shut off

" the rabble and all vagabonds and hungry men and all
wandoring childrven looking for a place to play.

Pagaing through the Wars and over the steel points will

3




o nothing except

!
Death and the Rain and Tomarrow, v2
]

The fence is, of course, a physical barrier that protects a mansion from

undesirable trespassers. Ironically it also represents an abstraction separ-

o R

atinz the inhabitants from the realities of life and allowing the destructive

ey e

forces of Deith and Time to enter.
How i1t is perfectly possible for film t.-a jmitate this literary technique of
| static symbsl and have it recognized and understood by the viewér. In the
. ' National Film Board of Canada prociuctian o Reason To Stay, for example, a
schoolyard fence becomes an imprisoning barricr separating from the remote reality

. 5f 1ife's experience a potential "drop-out" talking to his girlfriend. Unfortun-

S

N .
. ately, the danter of relying on literary association is not only one of cliché

but also of neglecting the full potentlal Tilm has of using tbchniques peculiar
to itself, includinsg nontaze. Throush montage the static image c¢an be energized
into an expressive symbol in a unique manner. For example, in Elsenstein's

Battleship Potemkin, three stone 1lion statues are converted, through a short

{

sequence of racket cutting, into one lion rising from sleeping and awakening ~ 4
‘postures ~ an awakening to the guns of revolution., Like metaphorical montage
the filmic symbol is most effective when the 'symbol fits in unobtrusively with

~

the action of tha situation.
. ¥
As filmically origimal as Eisenstei,ﬁ:s awakKening stone lions may be, thaey

are still narratively oriented, and inde %}both Eisenstein and Pudovkin were very
nuch tled to literary ami dramatic influefiées. It took the radical departure

' of the surrealistes, notably Cocteau and is Blood of 3 Post, to seek new forms
Vof s:mbolic montage and even they wers hard put to avold literary interferance.

@ - Sysbnlie content can very often bo intensified in meaning through _m_.

-
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. S
A montaze of contrasting imzges can condition the audience's-reaction to the

Initial imaqé.by 3ffcrinq‘f!&¢comp1rison an imige in direct opposition. Thus

shats of lavisp wealth may. be intercut with shots of abject poverty to increase

]

- the impact of the for@éﬁ._gs in the banquet scene of Griffith's Intolerance.

As much as the rich may seem to be made richer, so too may the poor appear to
| ! "

be made poorer.n The colligion of two polarized images forces them apart to
an even greater dichotomy. The effect can be as equally powerful in poetry.
Consider the contrasting images presented in the first two stanzas of A. E,
Housman's poem, "To an Athlete Dyinz Young":

The time you won your town the race

We chaired yon through the market-place;

lan and Boy stoosd cheering by,

And bome we brousht yosu shoulder-high,

Today, €he road all runners come,

Shoulder-hizgh we bring you home,

Ant set you at your threshold ﬂgnn,

Townsman of a stiller town....

The triumphal meod of the first stanza is immediately subdued by the ironic
, “ ‘
and sombre tones of the second. In tﬁié‘iﬁ%tanceﬂthe anti-climactic effect of
N o
the second of the two imames, the funeral, is heightened by conditioning the
reader tos expect the same exhilaratidn as in the ftrét. Similarly, it is a
funeral passing outside a window that adds a touch of foreboding to a wedding
in Gric Von Stroheim's film, Greed. This contrast is'shown within the ‘same
# . ‘ N
shot of the couple basing wed as a simultanesus form of montage.
Thare are ssveral cinematic ’céchniques which, though not considered true

montage, are sufficiently sisilar to it that they bear comparison at” this point.
In sesrching for' pure forms of svinesatic sxpiession, experinental film-makers

today take full advantage of these techmiques 6 oxeate their film posms. |

-

-
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; D
Superimposition, the first of these technioues, rather than juxtaposing images
in sequence, overlays them on top of each other., Theé result is an integrated

composition of several .simultaneous images which can interact with each other in

&

nuch the same w. y as montage images.

‘ Stan Brakha<e is probably the most prominent of current expgiimental‘fil@—
, makers to use superimposition with significant br;édtﬂ‘of vision. P. Adams
3itney writes of the "Prelude" to Brakhase's epic, égg Star Man:

I could 75 on for pages cnumerating the visual connections
rushing by on the screen. What is most significant
about them 1s their varlety and the completeness with
which the range of analogy spreads from microscopic cells
to siellar cruptions. The forms of superimposition’are
nunerous: explicit illusionism (the moon moving through
the Dot Star Man s head); reduplication; conflicts of
scale (the sun's coroha over a lonely tree); conflicts of
depth (the mask-life face of the hers over a deep image
of a city street at night); colour over black-and-white

. (bluish waves on the white moon); one distinct and one
blurred figure; finally, the superimposition can recur
synchronously, two images at a time, or, as is more usug%
the alternations may be staggered, ellding the’changes

" In superimposition the fusion of montage is complete. Images intermingle.
lose shape and re-combine to create other shapes in constant metamorphosis. In
whai que Youngblood calls the "synaesthetic" cinema of superimposition, montage
becones a form of collage with dualistic opposites such as foreground and back~
ground simultaneously perceived though 4nd1vidually»undef1nedi

Synaesthetic cinema subsumes -Eisenstein's theory of
montage-as-collision and Pudovkin's view of montage-as
linkawe. It demonstrates that they were certainly
correct but didn't follow their own observations to
 their logical eonclusions. They wers rastricted by the
-gonatd susness of their tikes. Symesthetic cinema
. Tennlioends thé notion of muw. It dpesn't "chop the
LT wold into little Sysgwents,” an effect Belin attributed.
J e montage; becausie 14's ndt aopcervad with the objective
o wmmﬂmam mwnhﬂﬁaxummm :
' his fn‘ungu..u ‘M :!.a &ymvﬂu 1.: tiu un:ly
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mode in which the manifestations of one's cz_gscious-
ness can be approxinated without distortion,

k) \

Thus superimposition for.Youngblood becomes a means for transcending the

o

"one-at-a-timeness" or .traditiana.‘lly linear pattern of the montage mode in order
9 . . 4 2

to roveal ’t:ﬁe "all—a,t-?)ncenessw the visiomary.

One is reminded, perhaps, of the $tyle of Dylan Thomas whose 1{nages though
linearly structured, as the\y‘ must be in print, r;onet"\eless glive the impression
of blending. into and out of each nother 1n‘ meta.r-mfphosisx

The force that throygh the green fuse drives the flower

Drives my green ame; that blasts the roots of trees

Is. my destroyer .

And I am dunb to tell the crooked rose ) .
Ny youth is bent by the same wintry fever. -

The force that drives the water through the rocks

Drives nmy red blood; that dries the mouthing streams
Turns mine to wax,

And I am dumb t5 mouth ants r;\y. veins
V4 How at the mountain spring the same mouth sucks. . !

The hand that whirls the water in the pool

Siirs the quicksand; that ropes the blowing wind

‘Hauls my shroud sail. ’

And I am dumb t> tell the hanging man U7 (
N How of my clay is made the hangman's lime.,..

The effect here is of a continuous dissolving of images, and if the images

are applied t2 a statement by Youngblood this superimposition may be better under-
stood: f '

s

a

The classical tension of montage is dissalved

through overlapping superimposition, For example:

“we havé shots A, B, and C, First we see A, then B

is superimposed over it t5 produce AB. Then A fades - '
as C fades in. Theve's a brief transitional period . -
in which we're seeing ABC simultaneously, and finally

-we{re only looking at BC. But no sopner has this .
;ﬁ&dmathafadeasoam.m” .
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.in tems of montaze cutting than the dissolves of superimposition.

.

This patterm found in any of the stanzas above is most noticeable in stanza
three, Ql“he first line of stanza three has one main image (hand whirling water)
whichtmiqht be li'k‘txa‘ned tn a shot A, But the total meaning of line one h%s nont
been completed :md‘is caréio& over the natural lire break into lihe two using
a poclic teckﬂmiqne ¢alled enjambment. This subsequent portion is in itself .
anothex" in;ar;e, shot B. 'The poctic effect Yis of tving the two lines together in
a tizht structure; filmically'if, is a fading in of shot B into shot A to form
AB. The,second half of line two is ye;, ansther image (shot C) which knit
prammatlically with a sem‘icolon to the first ha.lf. 1s elfected filmlcally By fading
in shot C as 4 bet;;ins to dissoivq. If~ A still lingers, as it does literally in

the poem by having 4 common subject of action, the result is a momentary supqr3

inposition of shots ABC before BC is left ounly to have B bezin to dissolve with

shot D of line three fading in and so on, fThe final two lines end with a ¢* ;»
strikint example gf‘ imame metimorphosis. iGisenstein himself meéntions this run-

on effect of poetry \and its coherent flow of imagery though he refers to it more
49

-

A similar technique to superimposition, but one which 'is mope frenzied and -

tense 1s.racket-cutiing, a device related to what Eisenstein calls rhythmical

montage. ~Basically this is an almost subliminal flashing of imsges-(a few frames
at a time) which creates the illusion of images being laid one on top of the

osther. Iisenstein's rising stone lion is a very brief instance of ;th'is but one

‘of the most notable experimental films using the technigue in conjunction with

sugerimpositlon is' C mie Ray by Bruce C:mnqr. The film, a satirical view of war
as a mloasuagof Han's pent up “sexial energiea. remla shots of a daming nude -
intamaéd wttb m fi.lm. %ateams. advertiamnta. cartoon aninauons.

H
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" images and the fronetic staccato phrasing:
}

and other ponularized 'social symbols. "The result is a potpourri of split-‘
second imnres structured en masse in the form of a collage and to the tune of
the popular song, "Tell me what I say,” sung by Ray Charles.50 A similar

visml style is found in Arthur Lipsétt's films such as Very Nice, Very Nice and

A Trip Down llemory Lang constructed for the Hational Film Board from old photo-
vpaphs and film onut-fkes. 7The meneral f‘eeling in these high speed films is
one of rreat intonsity and chaotlc disorder.

o

Rhythmical wontage concerns the length 9‘{‘ shots in r/ela.tion t5 each other
and nmore directly their lensth as determined‘by the content of each shot. The
speed of flash frames in racket montage allows no time for conte‘nt analysis and
barely enourh for iconic recosnition, Si:nil;;'iy. in poetry, length of line
usually detcrnine': rhythn;  the shor‘ter ihg‘line the faster the metrical rhythm,
Riehrdson offers as a poetic exaiple of speedinz 1ma.'?ery related to length of
line, John Shelton's “The Tunning of Elinour Rummin~." Probably far more relevant

4

to the racket.montace in the films above, houever, is this excerpt from "Poem,

‘or Beauty Hurts lir. Vinal” by I. £. Cumminzs. HNotice the vertical piling on of -

“Take it from me kiddo '
bellevae me , -
‘my cmmtry, 'tis of ) !

you, hr;d of the Cluett . )

" Shirt geston Garter and Spearmint .
Girl ¥ith The ‘rizley Syes (of you L -
1and of the Arrow Ide ‘

and Barl & a
Uilsqn N
Collars) of yau +

o sing:  land of Abrahanm Lincoln and Lydia K. Pinkhal,

"land absve all of Just Add Hot Hater' Amd Serve v
from every B.V.D, )

let freedom ring ) e :':’1 o~

Sandiai
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a—men....5l

Aixxrt from preseniing a poetic collage of flashineg imanery similar to the

filmic styles of Conner 1nd Lipsett, the fragmer{ted pieces of dialogue in

Cumminegs' poen are particularly reminisgent of the discordant soundtrack

0

monta<e of Very Hice, Very iice.

Thi# bombardment of images is not uncommop in modern poetry and is observed

yet asain in these first two staindas from "The River" section of Hart Crans's

The Bridge:

Stick your patent name on a siznboard
, brather - all over = koing vest - young man
Tintex - Japolac - Certain-Teed Ovérall ads
and lands sakes: under the new playbill ripped
in the guaranteed corn - sce Bert Uillians what?
liinstrels when you steal a chicken-just
save me the wing for if it isn't
Berie it ain't for niles around a
ilazdn - and the telegraphic night toming on Thomas
a Bdiford - and whistling down the tracks ‘ .
a headlight rushing -with the sound - tan you
imarine - while an EXpress makes time like
SCINNCE - COMHERCE and the HOLYGHOST

' RADIO RUARS IN EVERY HO/E WE HAVE THZ NORTHPOLE
WALLSTRISICI' AND VIRGINBIRTH WITHOUT STONES or
WIRES OR V. RUNHING brooks connecting ears
and no motre sermons windows flashing roar
breathtakin%‘ - as YOu 1ike 1t.ood\7|n052

Both -poens underscore the hard-sell pa.ce of iladison Avenue; small wonder
television advertising has borrowed the racket montage technigue. |

Split screen Lechniques, prominent for a time s a result of their resur-—
gence at n.x_p:.) 47 in Hontreal, are a form. of mosaic collage s.tuilar t> simultan-
eous manta,e;e. The multlplici‘ty of 1mges on the screen at any one time can cause

the film-mker same difﬁ,culty in controllim the viewer's eye in tm aq}.ction

' ot‘ images. The adva.nta.ge of this, hcntevar. is that the reault.ing froedon of

N

'3
2
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selection invites ~reater audience participation. Nonetheless, criticism is
sometimes made of the constant reminder to the viqwer of the mechanics involved,

a criticism more likely forwarded by those used to viecarious involvement in

the linear story film,

Imphasis in this essay has thus far contred on visual monta.ée as'a Juxta-
position or superimposition of imames. L£xactly the same principles of substan- ~
tive and conditional montarse may be applied ito creating a film soundtrack.

Little need be said remarding the purists' who blame the advent of sound as a
blicht on the pure silent film. "This writer believes that sound can add great
dimension 1o film provided that there is a need for 1t, that the two can
comnlenent cach other in an effective vertical montage, and that sound do;s not
conf’ligt with the film's internil visual rhythms, .

A detailed aceount of the use of sound montaze in film is beyond the scope
of this essay which deals in the main with the visual :Uragef.' Some mention need
be made, however, of the synthesis af sound and‘visua.l image. Eilsenstein coins
the term vertical montage when he compares -the vertiéal arrangement of sound and
"visual image to the marrying of base with itreble instrumentati ar; in a musical
score. HMusic or background sound effect‘s can act as a binding agent by bridging
two shots in sequenceé or as a sei:a.mting device whent a musical score or sound
effect signals a visual cut into the second o%‘ the two shots. Sound montage also
“can either conplenent the image by ‘effecting a mood or co;lcept in 'ha.rmony with

its visual cdvxﬁtefp’art or, when in oppaosition ‘to thé visual image, serve as an
«ironic commentary. F‘urthemoré: a partlcular musical or background sound can be used
repetitively as a leitmotif to link a specific image or sequence of images with

similar ones later in the f11n.”? This repetition of sound bears resemblance to
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the poetic refrain, and indeed in poetry there is continual interplay between
. ‘ . ) o
C , sound and imare throush repetition and the melodic devices of end-rhyme, asson-
ance, alliteration, and onomatopoeia. . _ . . :
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v . DISSZJTING VOICH

»

Lest the inmpression be given that the use of montage as a recognized filmic

element escapes c‘riticisz‘j. it should be pointed out that montage does indeed

meet with disapproval from at least one pra'minent source. The primary thesis

af Amir: Bazin, F‘renf:h eritic and director for a time of Les Cahiersdu Cinéma,
is that the nhoatozraphic image is mereld a "mechanical reproductiorlx" of
osbjective reality anl a form "of‘&'death mask" that “moulds”™ dtself witt: light
inseparably around the photographed object. In the semi’ologidal terms of Péter

«ollen, the photographed image as considered by Tazin would be anvindexical

representation rather than iconic.. That is, 1t is a’'sign which remains 1nsépar-

able from its o‘éiect ard is not merely an appraximation of 1t.59, . Thus Bagmin

-

naintains that photovraphy is unlike palnting which pernuts considerable

sub jecti ve interference through the mental as uell as manual processes of

A

reconstructing the sbject. Any manipulati on of ‘the camera to alter the _photo~

graphic image, says %azin, is merely a distortiosn of reality sml not a recreation’

of it. It is the very lack of the photographer's interference with the sssence

. of the imaze that pérmits the natural object %5 spe'a,k O;.lt for itgelf. Bazin

admits that the photographer's personality may be revealed 1n the style of the

image but in a mariner different from the painter s ‘total creative inyolvenent.55
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Cincma may likewise, according 1o Bazin, be considered in terms of 1ts

objectivity so that the natural object remiins the primary source but retalns
its integrity in the inseparable realism of its filmed image. Any techhique
that interferes witih the continuity of this reality is thus artificial.
miiting is a rcconstriction of this re&l%ty, says Bazin, and montage "which

!

we are constantly beiny told is the essence of cinema is, in this situation,

~ the literary and antlicinematic process par gﬁpellencé."56 Any technique which

preserves the pure reality of the imaze 1s for Bazin upﬁolding the original
niture of filn. F»or this reason, Bazin takes an interest in Orson Welles'
Citizen Kane, which uses depth of field for greater focus control thereby
ecliminatin~ the need Hr nany~cuts in the blayinq of a écene. And s0,
“Issential cinema, scen for once in its pure state...is to be found in straight-
Torwaird pn)tqquphir respect for the unity of space. w37 Documentaries such as
flanook of the Jorth (thousgh romanticized) and the narrative films of Italian
ileo-realism, which arc woverned by »eality in their cutting so as to play down
Qheir fictiona) aspects, are exemplary for Bazin. On the other hand, the
montaga'antics of Rus;ian films are a distortion of reality.

*vghe 1limitation of Bazin's arg"ment lies perhaps in his central assumptlion of
the photograpned image as beins inseparable from the object 1tself. Jean Aitry,
filn historian and ae,thetician, refutes Bazin s notion of accepting the photoq

graphed image aa an objective extension of the object itself. Rather, he

" maintalns, the camecra perceives the object {regardless of the photagraphér's

interference) and recsris its pérccption as a new racahstruction of the original.
@ .

That is, the camera interferes with the recording process so that the image

cannot be rsgarded as purely objective.58 . ‘ ' K
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iioreover, Bazin's insistence on the camera's fidelity to objective nature
seens cortradictory. when one considers the illusory characteristics of film,

spncifically the projection of still frames to create the optical 1llusion of

motion, ?ilm is an illusory represcntation of reality in that sense. A further

1

contradiction lies in Sazin's willingness to accep:” (by ignoring) this illusion

ani resard the moving picture as an extension of objective realit'y in motion,
while at the same time reject montaze and all sther subjectively motivated
devices for beint "illusorv" or untrue to "reality." By its very nature film
provides its oun mech‘lnic‘:a,lly “unnatural™ means for cbommunicating reality. To
ignore the wechanics is to imply that running the camera at forty~'ei,<‘ght frames

per second should be ny dif ferent than running it at twenty-—four frames per

second.  Yet the resclting slow-motion is decidedly r"unrea.l'.' to the human eye
irrespaciive pf vhe thcr’ the static image within the single frame itself is obJec-
tively real or noi. In what way 1s the cutting up of a scene into pleces of action
any less rml than- this"’ The reality of the filmic image cannot be looked at
separately fron the mech:mics of its being. The mechanics of film interfere no
matter what with the {ilmic recording of objectiye reg.lity so that every moving
imaze in some small way is really a distartion o>f that reality and is artificial.
Hontame 1s no less so., To the extent tha’f'*inema is committed to encouraging
audlence responée or participation, montame is as valid as allowing the film
imaze to communigite for .itse]‘.

] [}
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MONTAZE IN THE EXPERIMENTAL FILM ,

Scorpio Rising, completed in 1963 by Kenneth Anger; is a prime example
of the ‘use af vertical* montaze aml 1t: interaction between sound and image.

The film is built around a montaze chain of thirteen popular songs, the
lyries ;)f which serve as an ironic c¢ounterpsint to the visual image,

After introducing the erotic fetish of a 1cath;zr?:clad maotorcycle rider
prepariny for his role at large, the filn presents various insights on a soclo-
logical or socio-political level inclu«iing the distortions of hero-worship, the
sublimination 5f perversity through ritual and the equ’ating of motorcycle gangs
uith Hitler's fascism, I'n the opening 'sequ'ences. mntaée is used bsth sym-
bolically and metaphorically when shots of the motorcyclist tightening a bolt
on his motorcycle (to the lyrics, "Wind me up") are‘int.ercut with a child
wiﬁding up and releasing toy cycles. 'The matorcycle becomes a love-object
syrbol and the hero a chi|1d playing ‘ﬁith its toys. The montage, supported
ve.-m“.j.cal.'l‘y'~ by lyrics from Wind Up Doll, helps to link the comparative images
significantly. later, Anger ach{evas'mwstaitn's dialectical foréﬁ‘bf u::nta.ge

! ¢ N

by comparing the motorcycle hers welking down a street with Christ parading
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past his followers. The complementary lyrics here are "He's a rebel and we'll
pnever know the reason why.” The parody is all the more effective, Bomeh:)w,'
when :.he latter seypuence 1s recognized as a scene from Cecil B. DeMille's King
af Kings, a film (:xtr:avrx':anm out of all proportion to Anger's film.59

Jitney describes Anger's nnusual method of creating a simultaneous montage
anbseausnt 1o the hern's dressin< ritual. The room in which the hero (Scorpio)
dresses is shown as a ﬂntaphor in itself, revealing thmough its furnishings char-
acteristics of Scorpis's personal make-up. A television set in the same room
bocones a means »f undcrlininn; the events taking place in the roomy in a éense
it creates a esllate 1 .27e. (fhile Scorpis is sniffing cocaine two birds are
smen on the television screen cos scaping a caa. Simiultaneously in the total frame

1 bri~ht ved imare with an insert »f a picture of a purple Dracula is flashed.

The television act is incorporated amain int» the total frame when it reveals

'a shot of itarlon Rrando in Tho Wild One.  Brands, who along with Jamns Dean is

ane of "Scorpio's heroes, is seen witlh a vapturous smile, his eyes closed as
though he too has been snif‘firjfg cScaine. " The' cntire sequence is supported
vertically with the song Heat L@_gg.éo A _powerful tightly knit film, Scorpio
Risinz mikes every use of intellectual montase to convey impact.

In Anger's ritmalistic, nythographic’ film, the individual hero is observed

N

within the film., In the lyriecal film, on the osther hand, the hero is the filp-

naker. Throush his eyes we are able to observe the personal vision of the poet
wovorlel inca nier {ntrineic -ta £11n a.lane. The f2llowing micht serve as a

fitting intraduction to Sta.n Brakhave. lyrical film-maker par excellence.

. Bitney withaut doubt has Bmkmge in 7ind when refarring to this notion of the

film-meleer aa m-:)tag;mistz
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The imiges »T the film are what he sces, filmed in such a
way that we never fortet his prescnce amd we know how
he 15 reacting in his vision.,.the sereen is filled with
rnaovenent, and that movement, both.of the camera and the“
editinz, reverberates with tBe idea of man looking. ~ As
viewers w2 sec the man's intense experience of seeing,
In the lyrical film, the space of the trance film, that
#on 7 recedint diazonal which the film-makers inherited
fram the Lumicéres, transforms itself into the flattened
" spaca of abstract Iixpressionist painting. In that field '
of vision depth and vanishing point become possible, but
exceptional options. Through superimposition, several
persnectives cwn oscoupy thht space at one time....
Finally the film-maker working in the lyrical mode
affirns -he actual flatness and whiteness of the screen,
reiecting for the mnisi_part its traditiomal use as a
windou ints i1lusion.V :

AL 8 A P TP B WA e <t

Brakhame's uninue bleniing of personal vision, camera technique (or the
intentisnal lack of it) and metaphorical monta~e has enabled him to create
sensitive works of pure filn pactrﬁ. Many of his montage effects are achleved

throush superimpasition in additiod to juxtaposition. A sample study of his

x
¥

lyrical 8 mm Songs uncovers a host of interacting images. Objective imag?s
interlock to form a rhythmically fluctuating play of light and form. His
colourful optical effects simulate what he refers to as "closed eye vision."if
By scratching and painting on- the film image Brakhage approximates the pulsating
phasphenes or patterns of light that form when pressure is applied to the closed

eye. In the “iletamorphosis” of Song Twenty-One, by bleaching and painting over

flora.lfba'ckgrounds. Brakhage creates a two-fdimensiom‘l field in a state of
i‘lijctering agitation lilke the frenzied undexcurrent of the insect world. Song
Twenty-Twa on the”ather hand appears interested ai;ply in the lyrical touch of
lixht on water, a see%hin},f display of rhythmi;:a.lly sparkling dots. ‘

In Song Seventeen loosely titled “Cathedral and Movie House" in Brakhége's

catalooue, there is a hint of the haiku structure rentioned sarlier. Various

t
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shots of a church's stained alass windows are superimposed with neon lights,

red staje curtains. and a theatre motice from management to patrons. The most

¢ §

blatant superimposure is that of the title "A Jerry Bresler Production” on
“tap of a larze stain -lass window. The subject matter is not typical of
hatkn but the simple duallstic nature of the imazery 1s reminiscent of the
hajku mot':nphn}: and Pound’'s notion of one lmange superimpasgd on the other. The
filn is one of the few Songs where cammer'lt lies s5 close to the su.rface.

Son« Bight, "Sea Creatures,” creates a strong visual impresslon of undersea

1ife. The film besins on a shoveline by looking at waves stretched and dls~
\ "
tarted by the anagorphic effect of a glass ashiray revolved before the lens.

At ome point a larme wave suddenly appears to threaten, ready to engulf. A
: .

sense of the poucrf"ul lorce of undulating currents prevails. There is a féeling
of being snbmerzed beneath the wivés into a strange world of filtered light and
prehistoric shaves. A gimantic turtle (image enlarged) looms amd silently
glides by. The si lence is acute. Images of lobster, silver schools of fiéh,

plants and other mxrine 1life flash by in rhythmical sequences simulating the .

[+3

reflections of yndersea lizht. The entire film montage in its simple brevity T
creates as mich atfnospherié impact as t'he poetic imagery of Whitman's poen,
“The World Below the Brine":

The world below the brine, ’
Forests at the bottom of the sea, the branches and leaves,
Sea~lettuce, vast lichena, strange flowers and seeds, the
thick tangle, openings and pink turf,
Different eolours, pale gray and green, purple, white, and
- gold, the play of light through the water,

k Dumb swimmers there among the rocks, coral, gluten, grass,
rushes and the aliment of the swimmers, ;
Sluggish existences grazing there suspended, or slowly "

. crawling ‘close t5 the bottom, i b
The/ spern-wtale at the surface blowing air and spray, or




of the seasons, and Fall becomes the figurative (and literal) fall of Man (man)

disporting with his flukes, :

The leaden-cyed shark, the walrus, the turtle, the
hairy seca-leopard, and the stins ray,

Passions there, wars, pursuits, tribes, sight in those
ocean depths, breathing that thick-breathing
air, as so many do, ) -

The chan~e thence to the slcht here, and to the subtle
alr breathed by beings 1ike us who walk this
sphere,

The change onward from surs io that of beings who walk
other spheres.63

Whitman's substantive montage »f underseca imames covers far more marine
detail than Brakhagme's, yct Brakhaze's éelective cholce of a few details makes
use of fil: techniques distinct from literary to convey an equally expressive
sensory’expericnce. liovcover, Brakhase allows the viewer's imagination more
lecway to interact with his own, N;netheless, the common bond here between
poem and film is the juxtaposition and superimposition of montagde iﬁ;ges.

Szra Pound's influence on Brakinze has already been suggested. A passage

from Pound's Gaudier Brzeska serves to define the concept behind his Vorticist

theory, an offshpot of Imegisns "The imaze is not an idea. It is a radiant
node"or cluster;\ it Js what I can and must perforce, call a VO?TEX, from which
and through which, and into which iéleas are constantly rushing."éu This might
also define Crakhaze's particular style of montage. He himself claims the
nuotation-provided the structural 1nsﬂiration'behind Part One of Dog Star Man
(1964), the central imge of which, in bare terms, is a man climbing a mountain
with his dog. 'The image is pfesented not only narratively but filmically on

several levels. The symbol of man versus mountain %5 staged amid the passing

down the mountainsidc. But it is the mefaphorical images, presented in multi-
!

layered s;.xperinpoaitiané, that become the ideas that both feed, anl at the same

- . [
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time pain nonrishment from, the central imaze that Pound speaks of as a
"Voriex." It is this constant bombarding (or in effect montage "collision")

o5f central imame with supportint imarmes that provides the film's multi-f\a.ceted‘

themes and concepts - the birth of the universe and Man's individual consclous-

ness, his eonflict with nature, his creative inspiration, his sexual awakening

Y. T

‘and s> an. Anmd what is more, the viewer is constantly remirded by the scratching

and painting, by the handheld camera and the interplay of superimposed images o

that this is a film artist using filmic means to comnunicate his persomal
vision.

RBrakhaze's poctic eye (at one time he seriously considered a li‘;.era.ry career)
is very much in evidence when cxgmining one of his verse scripts. Consider the

folloving as film montage written in a style susgestive of poetry:

o o e

A moon unceatered, round and white as ice. 2

A sun scratched mud-pool. The revealing of fingers of snow
which feed it. Then the pure white of their source.
‘Iirfht and the uncentered moon overcome by clouds
] A street 1it passageway of stairs leading nchere. ¢
' Stars. !
House lights patterning a mountainside with squares of hlack.
Fast movement over snow to a child's hand scaoping a white
ball, .
The, alive face of a egild.
The sun,
The slow movement of the snowba.ll breaking the mudpool into
its components,
The hand of the child flowering ospen a.gainst the sky.
The laughing-face and eyes of the child and a movement of
lauzhfer across town houses blugred across valley
ty the daylit mountain side....05

Ay
&

\

A slance tack at Vhitman's "liracles” reveals similar pagnllel étatements.
similar represent.tive imazes building towa,rds a total emotive experience It
is true that Brakha.r'e makes greater use of figurative comparison, the simile in

line one for 1nstamce. a.nrl the mataphorical images of “fingers of snow," "Stars,

. ) ' : -
s
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.ar“;d "House lights,” "ali\‘/'e face" and "sun,"” anl "The hani...flowering opexi."
For the most part, however, inages are treated with the ma.tter-of factness of
dhitman and th is the manner'in which they are juxtaposed as montage that
reveals the personal expression :uj\.nterference of the' creative artist,

The above vese script is mercly a verbal representation of a film'ic idea

am as such wuld he a poor substitute for the -film, had 1t been completed.

MY

Similarly, Spo.tiswoade seems to recognize the spoken word of a soundtrack as
redundant and inadequate when it accompanies the non-literary format of the
filnic imase:

The imatist film, using plain naturalism with every
device of montate in the simpler passazes, symbolism when ©
it is available without straininz, and the visual simile ‘

t> convey more conplicated concepts, is the most powerful
silgnt film, It cannot wecll be combined with speech,
which in larser auantities will upset-its construction,
and in small auantities 1will refise to amalgamate with
the visual film, if music is already playing an important
part.... If true films can never be subt%e, they will °
ultima.tely be profound as well as simple.

3 jis

Desvite Spottiswoode s qualifying last sentence, there is in Brakhage every

evidence of the "true" film being subtl_e. Surrounding the linear central image

of Doz Star Man lies . a wealth of inages which because of the very obliquity of

-—

the monta.ge arranrement demands audience involvement in an experience which can

be both profound as well as simple."

", Like Spottisnoode. American playwright Arthur Miller disputes the idea of*
‘ -
marryint in this case the pretic woerd to film.' In a symposium on'“Poetry and

the Film," he reflects that, "the possibility far the poﬁet,"or Nriter to tell a
'story.or to trankmii an emotion in their films...is contained within the image, so
that...sven though I'm much in syapathy with,... [tho] desire to Join poetic speech

P
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49
0‘ . with aim:ns, that, possibly, in the long run, it will be discovered to be ‘a.
- redundancy - that the poetry is i the filnm..." Eltz{lics mine.] 67 Miller
recornizes filn as 2 nedium thai, with its po#{er ’cf visual imagery, has a
poetic rantaage »f iis N . A
:-En_yz: Dercn, particimﬁm in the same symposium with Miller, while a.dmit‘tins
the complexities ')‘f an inqyiry iqto,the nature of-poetry, makes an i’r;iteresting #

atteapt to elarify her ®nterpretation of poetry in film. She ‘suggests that in
T contrast to the "horizontal" movement of plot line in a play or film, a poetic

’ pause may occiur through a "vertical" movemBnt which "probes the ramifications
> i ; ;o
’f “Lthe moment, and is concerned with its qualities and its depth...in a sense, e

not with what is oceurring ut what it feels llke or what it means.” Deren <,

: T~ /
likens these vertical moments to the periodic soliloquies interrupting the

horizontal plot lines of Shakespearean plays. She then relates the concept to

/

film: ‘ ‘
, . It seems to me that in many films, ver; often in the
: opening passazes, you get the camera establishing the
- : mood, and, when it does that, cinematically, those
N “sections are quite different from the rest of the 'film,
. . Yau'know, if it's esta'blishinp lew York, ysu get a
) montage of ima= e.;. that is, a poetic construct, after
which what follows is a dramatic construct that is
© esgsentlaxlly "horizontal” in its development. The same ) v
- . “thint would apply to the dre-m sequences. They occur
at a moment when the intensification is carried out not
By action but by the illumination of] that moment, Now
the short films, to my nind {and they are short because
At {s'difficult to maintain such intensity for a long
| . , *  perisd of time), are comparable 1o lyric poems, and they )
' are cofipletely a "vertical,” or what I would call a . , o
! . postic cans’r.mct. and they are complete as auch....68

B ' Deren's referénce ta montatge as "a poetic constmct" of an 1lluminating

noment deserves particula.r attention under the f.arm of ws essay . For as a

. e{ " means of ggnerg.tins the most stimulus out of a zaxinun of visual inages and as

. ~
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A neans 2f inviting viewer marticipation in a sensory, emotional ?r conceptual

experience, montase is without parallel as a filmic device. The ability to-

LI

construct a total form gut of a cluster of sub-images’ and to blen images into
new conceptual notlons not recognizable in the parts 1s the magical accomplishrent
of film montaze. To compare sr contrast dif ferent image;, whcthe"r -gubtly or .
svertly, and by 3o d'oin", to strentthen tbe emotlonal response of the viewer is
the mture of poetic figuration, -anl £ilm, like poetry, is compatible i;ith its

use. Thus, nontace throush juxtapositlion or superimposition of images is the

catal&tic azent of the creative film-maker cxpressing personal vision,

.




" FOUTNOTES

1 Vscevolod Pudovkin, Film Technigue (London: Neqpes, l935),mpp. 1 - .

36, quoted in Dpmest Lindgren, The Apt of the Film, 2nd ed. (London: George

Allen & Unwin, 1963), p. 201. o

2 Lindgren, pp. 81 - 82, ‘ _ )

S

Lo

. .
‘3 Serzel ifisenstein, Film Form, ed. and trans. Jay Leyda (New York:

g Harvesurt, Srace & World, 1949), pp. 36 - 37.

b Sergel Elsecnstein, The Film Sense, ed. and trans. Jay leyda (New Yorks

Harcwrt',,,Br:Ic;: & World, 1942), pp. &4 - 5.

% Intd., p. 6. .

6 Quoted in Eigenstein, Film Sense, Pp. 6. | ) -

a

7 Sigmund Freud Wit.and }_j:_g_ Relation 1o the Uncansg__iogs, trans. A. A,

~ 23, quoted in Eisenstein. Film Sense, p. 7.

Brill (Dodd, Mead, 1916), Pp. 22

8 Ivd., 1. 19, - _— S
A

\ : ’9‘Ibid.. pp. 17 - 18, ' S o ; q
o Quoted in Elsenstein,.Fijs Seithe, P ue, :

!ﬁ!m of m.a (ﬁnal-wood Cliffs. N. J.1 Prentice
2 1n4., 3. 230, ‘, IR S

1 g Whitaker, The
Hall, 1970), p: 13L.

13 Robérts Riohardeon, _;m m m (Blomingtun / Londons Indiana
| Unimclty Pmcs. 19693; e 21& 25. ' : ' '

-

"“um mw smmmmmmm -d-vfmu E. e

*

-

4

3

£
#
3
b




Jr. (Bgston: Houghton Hifflin, 1959), p. 274.
15 Bict:anison, p. 27.°

) :
v 16 Ivid., pp. 27°- 28. \

1

17 Twad., p. 2.

" . 18 Henri Bersrson, work, not cited, nﬁoted in A, {\L Jones,,‘ "Imagism: A

Vo o
.
g e o OGS L Ll A

Unity of Gesture in american Poetry," in American Poetry, assoc. ed. Irvin

Ehreppreié (London: Ydward Arnold, 1965), p. 117.

-

19 Aichardson, pp. 31 - 32. ,

bl \

20 A, R. Jones, g. 118. : . .

- &

—

2 "
21 Jean Pierre Abel Rémusat, Recherches gur L'origine et la Formation de

L’écritﬁre Chinoise, auoted in Eisenstein, Film Form, p. 30.
22Jones, p. 120.

23 Imid., pp. 120 - 121.

i
.
ey k4 -
I s bt s el g g A S,

. 24

i¥2ra Pound, "Vorticism," The Fortnishtly Review (Septémber 1, 1914),

X quoted in [Harl Miner, "Pound, Haiku, and the Image," The Hudson Review IX

(nter 1955 - 57): 57S. R \
2 3 - . - /7//
5 Work not cited, quoted in Miner, p. 580.
25 1oid., pp. 580 4 581. )
27

Archibald HacLeish, Collected Poems (1917 - 3952), (Boston: Houghton

©

MLff1in, 1952), pp. 40 - 41,

28 Ibid». po 260 "‘




e | |

’) = , .
9 Raymond Spottiswnode, A Grammar of the Film (Los Angeless University

'

x

: ' of California Press, 1967), p. 130.

0 Stan Brakhize, Mctaphors on Vision, ed..P. ) s Sitney, Film Culture
Na, 30 (1963), n. pag..

A Lindgren, pp. 3G - 87,

;

32 .. ;
Richards»n, p. 32. -

33 Parker Tyler, The Three Faces of the Filn (New York: Thomas Yoseloff, 196¢)
p. 63. f

. S Richard Wilbur, "A Poet and the lovies," llan and the llovies, ed. W. R,

Robinson (laton Roude: Loulsiana State University Press, 1967), p. 224. \

@

35 Lhitaker, pp. 131 - 132.

4
¥ 1044, p, 132.

37 Laurcnce Perrine, Sound and Sense: An Introduction to Poetry, 2nd ed.

(New York: Harcourt, Brace & World, 1963), P. . N
38
Spottiswoode, p. 253,

39 Lindgren, pp. 95-95.

' w0 Rudolph Arnfieim, Film as Art '(Los Angeles: University-of California

Press, 1965), p. 90. _ ' .
| 41 Elsenstein, "4 Sequence from Strike,"” The Film Sense, pp. 234 - 235,
42 l(\:arl Sarrihmg, Complete Pooms (Pie;u’forkt- Harcourt,, Brace and Company, ‘
1950), p. 36, - | | |

e -
\
v .
. . N ..
s v




P AR LA R R st e e 3 R ey Lo S . S e oo,

had i
. .
‘ i
.

!
S hitaker, p. 135.

o A.Iﬁ”ousmzm. Collected Poems (Londan: Jonathon Cape, 1939), P. 32. .

45 P. Adams 3itney. Visionary Film: .The American Avant-Garde (New York:

' * Oxford University Press, 1974), p. 218,
7

45 Gene Younzblood, Uxpanded Cinega. (llew Yorﬁkz E, P, Dutton, 1970), PP.
85 - 86‘-
b . : "
(4 Dylan Thomas, "The Force Tmt through the Green Fuse Drives the Flower,
The Cpllected Pogms of Dylan Thomag 193% - 1952 (London: J. M, Dent, 1952),p. 9.
i Youngblood, p. 86.
W ,. e
sisenstein, Film Scnse, ppe 55 - 57.

L

% Sitney, Visioniry Film, pp. 118 - 121, "

51 E. F. cummings, Complete Poems (1913 - 1962) (New York: Harcourt,

Bracc, Jovanovich, 1972), pp. 230 - 231.

52 Hart Cranc, The Completg Poems and ‘:og;cected Letters and Prose of HART

~

CRANE, ed. Brom Jeber (New Yorks | Liveright Publishing Corporation, 1966), p. 62.

-

T 23 hitaker, pp. 137 - 138,

S Petar lollen, Signs

>~ o

" Hudssn, 1970), p. 125.

55 André Rzin, Whit Is€linema?, ed. and: trans. Hugh Gray (Los Angelest

University of California Pregs, 1967), PP, 12 - 13,

»
o

% Inid., p. 4.




57 1uid. » p. 46.
58 Hugh Gray, "Introduction,” Ibid., Pp. 6.
39 Sitney, Visionary Film, pp. 118 - 121,

60 1bid., pp. 119 - 120,

IR TR SR

xS

-

61 fpiq., p. 180.

-

62 Sitnov, "Interview with Stan Brakhage," Film Cultyfe Reader, ed. P,

k)

Adans Sitney (New Yori: Praeser, 1970), p. 223, /-

63 Wnitman, p. 139,

(New York: New Directions,

6l Ezra Pound, Gaudier -~ Brzeska: A Hemo

1960), p. 92, fwted in Sitney, Visionary FiXn, p. 220, ,

RO LB

65 Brakhage, portion of "Untitléd Seript Fragment, Central City, Colorado,

! ' -
1953," Metaphors on Vision, n. pag..
66

Spottiswoode, pp. 298 - 9

67 Maya Deren et al., "Poetry and the Film: A Syupo;siuh." ed. Amos Vogel,

’
It

&
u
§
g

Filn Culture Reader, p. 177. i | 5
68 "

I51d., pp. 174 - 175.

B
- "-ﬁllﬂn&.,.um_ S A




- -
W ’

BI3LICTRAPHY
Arnheim, Rudolph. Film as Art. Los Anmeles: University of California Press,

1964.
1
Bazin, André. MWhat Is Cinema? U4ited and translated by Hugh Gray., Ios

Angeles: Universitiy of California Press, 1967, -

Brakhate, sStan. lletaphors on Vision. hkdited by P. Adams Sitney. Film Culture

o, 30 (1963).

Crane Hart. The Complete Poems and Selected letters and Prose of HART CRANE.

Edited by Brom Weber. Hew York; Liveright Publishing Corporation,

1965,

Cumnines, €, u. Complete Poems (1913 - 1962). Wew York: Harcourt, Brace,

v
.

Joavanovich, 1972,

Curtis, David.. ixperinental Cinema. London: Gtudio Vista, 1971.

Deren, ihya. An \magram of Ideas # Art, Form and Film., New York: The

Alicat Book Shop Press, 1946. .
Deren, ilaya, et al. "Poelry a.nq the ,Film: A SympSsium.” ZEdited /by Amos

Vogel. Film Culture lﬁéa.dex;. Edited by P. Ma Sitney. New York:

*

Pracger, 1970, pp. 171 - 86, _
Elsenstein, Sergel. Film Form. ©Zdited and translated by Jay leydk. New

Yorks Harcourt, Brace & World, 1949,

Iy

Eisenstein, Sergei, The Fi'm Sense., [dited and translated by Jay Leyda. New
‘a Yorks Hareourt, Bré,ce.& World, 1942, .
Hoﬁiﬁ{;,.&.. E. Collected Poems, ) Ionddn: Jonathon Cape, 1939,
Hunter, Willlam. Scrutiny of Cinena, Londan!\. Wishart & Co., 1932,
Jones, A, R. “Imagismt A Unit;‘f of Gesture in'American Poetry," rican
‘Poetry. Edited by Irwin Ehrenpreis.| London: Edward Arnold, 1965,

s et et

- —:m._Lz-.

PRSI VPR



57

op. 115 —\33.

Kraciner, Sieyfried, Theory of Film. New York: Oxford University Press, 1960.

Lindgren, Braest. The Art of the Film, 2md ed. London: George Allen & .
Unwin, 1963,

Macleish, dArcaibald. Collected Poems il?_li - 1952). Boston: Houghton Mifflin,

1952,

Hekas, Jomas, “The Other Direction.” The Movies as Medium. Edited by Lewis

Jacnbs. Hew York: Farrar, Straus & Giroux, 1970:

tiiner, marl. "Pound, Haiku, and the Image.” The Hudson Review IX (Winter

1955 - 57)1 570 - 84,

Perrine, laurence. Sound and Secnse: An Introduction to Poetry. 2nd ed. New

York: Harcourt, Brace & World, 1763.
Pudoviiin, V. I. Film Technique and Film Acting. Translated by Ivor Montagu.
New York: Donanza Books, 1949.

Ramsay, Warren. “Uses of the Visible: American Imagism, French Symbolism,"

Contemporary Literary Studies IV (1967): 177 - 91.

Read, Sir Herbez"t. A Coat of Many Colours. New York:_ Horizon Press, 1956.

Richardson, Robért, Literature and Filn,' Bloomington / London: Ingfana

-University Press, 1959.

Sandburg, Carl., Complete Poei;xs. New York: Harcourt, Bra.gg'and Company, 1950. -

Sitney, P, Adams. ‘"Interview with 3tan Brakhage." Film Culture Reader.

A

Ed{ted by P, Adams Sitney. New York: Praeger, 1970, pp. 201 - 29.

Sitney, P. Adams. Visionary Fila! the American Aval® - Garde. New York:

3

Oxford University Press, 1974.

Spc;ttiswoode. Raymond. A Grammar of the Film. Ios Angeles: University of
California Press, 1967. T ] ’

T AR 7 sy SIS AR > e

. R o



L

. \
Thomas, Dylan. The Collected Poems of Dylan Thomas 1934 - 1952, Londons

: . J. M. Dent, 1952, . 8

\ ' ~
Tyler, Parker. The Three Faces of the Film, New Yorks Thomas Yoseloff,

f 1950, . '

r Wees, William C. "Dickens, Gri'ff'iih and Bisenstein: Form and Image in

. Literature and Film," The Humanities Association Review XXIV, iv

B

) (Fnl} 1973): 266 - 76. S

Whitaker, Rod. The languane of Film. Englewood Cliffs, N, J.t Prentice

s
-

Hall, 1970, k

Yhitman, Walt. Complgte Poetry and Selected Prose. Edited by James E. Miller
Jr. Boston: Houshton Mifflin, 1959.

{ #1lbur, Richard. "A Poet and the Movies." Man and the Movies. Edited by

Sl - ol I AR
S L X 2l )
"

W. R. Robinson. Batsn Rouge: Louisiana State University Press, .

L e
R

196?| ppo 223 - 260 '
. #sllen, Peter. Sims and Meaning in the Cinema. London: Thames and Hudson,
1970. '
Y . .
Youngblood, Gene.. Expanded Cinema. New Yorks E, P. Dutton, 1970.

\ , Lo

[RY N “'
, Y . : . i - . o



