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justification that has been endemic to the elusive subject of film esthetics
§ ‘early theoreticians waxed eloquent over the val |

| ue of the Academy
aperture, the 1.33 ratio. When widescreen ratios b

ccame popular in the
19505, the classical estheticians bemoaned the destriction of the symmetry

E ‘they perceived in the Academy aperture, but, as we demonstrated in
- Chapter 2, there was nothing sacred about the ratio of 4:3.
3 The question is not which ratio is “proper” but rather which codes
3 yl:ld themselves to exploitation in which ratios? Refore the mid-fiftics,
it scems, interiors and dialogue dominated American and lareign screens.
~ After the introduction of the widescreen formats in the 1950s, exteriors,
locanon shooting, and action sequences grew in importance. This is a
~ crude generalization, bul there is some useful truth to it. It's not
2 unpurtant whether there was a canse-and -effect relationship belween the
. two historical developments, only that wide screens permitted more
~ efficient exploitation of action and landscape codes,
CimemaScope and Panavision width ratios (2.33 and above) do make
it more difficult, as the old Hollywood estheticians had suggested, to
photograph intimate conversations. Whereas the classic two-shot of the



¢ and Anna Karina ,!.'
is carelully compos,

Jean-{ laude Bn:il
life on 1he table

nect the characters: 4

wo-shot.

the widescreen i
(1961). The still

isa W oman \,
frame and to con

.34

l |.- ure -
~d’s 4 Wosman 1

tn‘\ll
y fill I,“Jl. n-m"hﬂr ‘\].‘h!u‘. ol the
mm*r:mt:‘nt in the frame. If the camerd tends to fnllmv ﬂm
if, on the other hiid
dn

s tends to be closed;
even encourages—the subject to 1
obviously open- The relationship be
- nd the movement of the camera i

¢ within the fram¢ 3

sophlstlcated codes, and apcaﬁcally cipematic.
sood’s classic synlax was ltltnllﬁt!d in part b}f
od form. The masters of the Hollywood style of

s tried never to allow the subject to leave the .

bject did not occupy thc "

| E’\'ﬁﬂlfﬂ'lﬁsu
sixties and seventics, filmmakers like

: ﬁ1ﬂ1ﬁp] to the open wul c:qcreen ..

faithfullv, the fort

: ﬂn'Ima]-er allows—
_recntet, the form 1s

eave the" -y



I'F11 LANGL

AGE O FITmt A .
Vit SIG NS VML Sy .
HOSYNTAX ) 4

Flagure 1 15, Hi»hr-l.uwrln
Avtonlon was well keenen fiy
ks SRty b F"l'h“f'l’h.[.l'l
metaphor, Ihi.-iu-.lhlmllymmlncd
shon from Lchipse (1953, hexch
isolutes Alain Delan ang \;I-rmi{.:'
Vit amd calls e rtion to e
Lamparisan ta be m
Vit and the porte
beind ‘_'_rl;.

ace belwepn
Wt on the vl

approach, and lighting would work just as w
sharply defined limits.

ell as they do iy trames with

The filmmaker, like most pictorial artists, Composes in three
dimensions. This doesn't mean necessarily tha he is try
three-dimensional {or stercoscopic) information, It means

three sels ol compositional codes: One conce

Ing to convey
that there are

rns the plane of the umage
(most important, naturally, since the ima ge Is, after all, two-dimensional).

One deals with the geography of the space photographed fits plane is
parallel with the ground and the horizon), The third involves the plane
of depth perception, perpendicular to both the frume plance and the
geographical plane. Figure 3-40 visualizes these thiee Bl oof
compaosition. :

Naturally, these planes interlock. No filmmaker analyzes precisely
how each single planc influences the compasition, but decisions are made
that focus attention on pairs of planes. Clearly, the plane of the frame
must be dominant, since that is the only plane that actually exists on the
screen, Composition for this plane, however, is often influenced b.y facFors
in the geographical plane since, unless we arc dealing with .ammatmn.
a photographer or ¢inematographer must cump?se for the frame plane‘
in the geographical plane. Likewisc, the geographical plamlz: fmd the Plil.n‘t.
of depth perception are coordinated, since much of our ability to perceive
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depth in two-dimensional representations as well as three-di;
reality depends on phenomend in the peographical plane.
perception of depth depends on many important factors oth,
binocular stereoscopic vision, which is why film presents s sch
Mlusion of three- dimensional space and why stereoscopic film tech
are relatively useless.” (o

Figure 3-41 illustrates some of the most important psyc ;
factors strongly influencing depth perception. Overlapping tz _

the frame plane, but the three others—convergence, relative
density gradient—depend on the geographical plane. We
discussed in Chapter 2 how various lens types affect depth
{and linear distortion as well). A photographer modifies, s :

reinforces the effects of lens types through composition of

within the frame. ;
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50, even before the image appears, the frame is inwv:
meaning. 1he bottom is more “important” than the top, left comes
right, the bottom is stable, the top unstable: diagonals from b
to top right go “up” from stability to instability. Horizontals y
given more weight than verticals: confronted with horizontal and
lines of equal length, we tend to read the horizontal
- phenomenon emphasized by the dimensions of the frame.
~ When the image does appear, form, line, and color are Jf"
th the: : latent values in the frame. Form, line, and color also ha

rent values of weight and direction. If sharp Lines exist

e image, v tendtorcadalnngthcmﬁmnleﬁiq' ;
___.tsipiﬁcance(Mr;. Kane's v _'; e b




111 LANIY Al Ly

i 4 ';Irrl;f

TANTE Sy FAK | 47

..

-
L . —
- :

. v42 Darethy Comingore (i shiadow), Clraan Wiy
eeven Kaoe (19410, 1 s nef the milerial al the lhl:l |'I|.|1I

'
Jﬁ

s, el Joweph ¢otien i Welley's
8 tenign that welfy the ALY,

And colon of course, adds an entirely new dimension, Hitcheock
: i

wpins Marnte (1964) with a close § Y
b ctbook. The ot SIS ;,T:t h:l;:;heminn bright yellow
of the pocketbook carrving th = mfulm!. Thc T
s f the | ¥ j.;' erwnman rather than vice versa, just the
effect Hitcheock wants, considering that the vellow bulge contains the
money Marnie had just stolen and that her life, as we later see, 14
dominated by her kluptnmﬂniﬂ. Before we Il;lﬂ'l any of this ﬁarmﬂw[“
we “know” it (Marnie is also an excellent example of other types of coi:;r
dominance, since the ﬁul}jccl of the film is color s].-‘mbql'i;qmg Magnie
wifers from rosophobia.)

Elements of form, line, and color all carry their own intrinsic
interests, significant weights that counteract, reinforce, counterpoint, or
halance each other in complex systems, each read against our latent
expectations of the frame and with the senses of composition in depth
and planar design combined. B0

Multiple images (split screen) and superimpositions (double
exposures, et cetera), although they are seldom used, can multiply the
intrinsic weights by factors of two, three, four, o mg_.' Texture, although
it is not often mentioned when speaking of film esthetics, is also









