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Découpage classique, the Hu!lrvmod alﬂe of mmm
developed a hroad range of rules and regnhﬁmfwmhm
of beginning always with an establishing shot, then narrowing down from
the generalization; or the strict rule of thumh for editing dialogue scenes
with master shots and rcverse angles. All the editing practices of the
Hollywood grammar were designed to permit scamless transitions from
shot to shot and to concentrale attention on the action at hand. What
helped to maintain immediacy and the flow of the action was good; what
did not was bad.

In tact, any kind of montage is in the end defined according to the
action it photographs. Still pictures can be pul together solely with regard
to the rhythm of the succeeding shots. Dizchronic shots, inherently active,
demand thal the movements within the shot be considered in the editing.
The jump cut, where the natural movement is inlerrupted, provides an
interesting example of the contrasting ways in which découpage classique
and contemporary editing treat a problem.

in [ollywood cinema, “invisible culling” was the aim, and the jump
cut was used as @ device to compress dead time. A man enlers a large
room at one end, for instance, and must walk to a dusk at the other end.
The jump cut can maintain tempo by climinating most of the action of
traversing the long room, but it must do so uncbtrusively. The laws of
Hollywood grammar insist that the excess dead time be smoathed over







3-72. Robert Altman’s magnificent satire of the film industry,

with a reel-long tracking shot which is the equal of anuh.%umzmtﬂztrm
he locatron, setting up the ection, introducing the characters. passing by mnm lishing
dramas, tossing off inside jokes, peering in windaws, and, postmodernly talling abay
antecedents at the same time that it pavs homage 1o them, even while *';iHn'Hn'f bits
qurpasses those of his predecessors, distanced with insouclan own shot

bty s if o say, “loag 1
shots, like long sentences, sepacale the players from the eest,” (Frame snl'ﬂ";:!rﬂlmfj o

logic, maintaining the shot !u11g after the climax, throughout the period
of afrermath. The last shot of The Passenger (1975} is an excellent example.

The rhythmic value of editing is probably best scen in the code of
“accelerated montage,” in which interest in a scene i heightened and
brought Lo 4 dimax through progressively shorter alternations of thots
between two subjects (oflen in chase scenes), Christian Metz pointed to
accelerated montage as a uniquely cinematic code (although Charles Tves’s
antagonistic brass bands provided an illustration of this kind of cross-
catting in music). Accelerated montage points in the direction of a second
tvpe of ediling. _

Montage is used not only (o create a continuity hetween shots in a
scene but also 1o bend the Lime line of a film. “Parallel” montage allows
the filmmaker to alternate between two stories that may or may not be
interrelated, cross-cutting between them. {Accelerated montage is a special
type of parallel montage.) The flashback and the flash-forward permit
digressions and forecasts. “Involuted” montage allows a sequence Lo be
narraled without particular regard for chronology: an action can be
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~ chronologyin the montage itself, a factor very lthe emphagizeg
* découpage continuity cutting, e
~ Possibly the most common dialectic device is the magef, i,
links two disparate scenes by the repetition of an action or g fop
duplication of mise-en-scéne. Stanley Kubrick’s match cup jp yp0 ™
Space Odyssey (1968), between a prehistoric bone whirling in the Pl
a twenty-first-century space station revolving in space, is pogai by th,
most ambitious match cut in history, since it attempts to unite prepjy,
with the anthropological future at the same time as it creates 4 m |
meaning within the cut itself by emphasizing the functions ofbmhb..,
and space station as tools, extensions of human capabilities, e
The codes of montage may not be as obvious as the codes of nu.
en-scéne, but that doesn’t mean that they are necessarily less compley,
Few theorists have gone further than differentiating among paralle]
montage, continuity montage, accelerated montage, flashbacks, and
involuted montage. In the 19205, both V. I. Pudovkin and Sergei Eisenstein
extended the theory of montage beyond these essentially practics
concerns. Pudovkin identified five basic types of montage: contrast,
parallelism, symbolism, simultaneity, and leitmotif. He then developed a
theory of the interaction between shots variously called “relational editing”




since, as we have already
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for example, from one m T &
relationship to each other just as uwmuhm hey we re cutt
Metz's grand design may seem forbiddi ;

a reala:mduseﬁﬂlogicwhenmd;ed mmw |
autonomous *E'm“fﬁlm "These munﬁceh :

wlth h each other. (We might call these “scenes” or “sequences,” but \1&\
rescrves those terms for individual types of syntagnia.} At cach stage of
this hinary system, a further differentiation is made: the first bracket
differentiates between autonomous shots and related shats, clearly the
primary factor in categorizing types of montage. E"rthet ashot is n-.latad
to its surrounding shots, or it is not.

The sccond bracket differentiates hetween syntagmas that operate
chronologically and those that do not. In other words, editing cither tells a
story (or develops an idca) in chronological sequence, or it does not. Now,
on the third level, the differentiations branch out. Metz identifies two
separate types of achronological syntagmas, the parallel and the bracket.
Then he differentiates between two tvpes of chronological syntagmas: either
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Metz’s last differentiation, betwaen -

ordinary sequence, is a bit arbitrary. ln.,{ht, episadic sequence the
discontinuity is organized; in the urﬂm&r? ﬁeqnenr:e it is not. A good
example, then, of the episodic aequm is ‘the one in Citizen Kane in
which Orson Welles portrays the prngmsin deterioration of Kane's
marriage by a set of successive episodes at the breakfast table. Infact, we

might call this a “sequence of scenes.” and this is a major characteristic of
the episodic sequence—that its elmta are organized so that each of
them seems 1o have an identity of its ow

Some of these differentiations mlght sull not be clear, For most film

viewers, the concepts of the bracket syntagma and the descriptive

 sequence and the




sequence of four shots 1s a double dissolve from Alfred Hitcheocky .
MW’.H ?;;'59}.51 ﬁrltn il: seems no more than a highly economical transition gy,
- .tﬂuUNbuildins.inwlﬂchRﬂsﬂmmhm (Cary Grant) has been miggle:
for mwfu’ 10 a conference at the CIA in Washingion, at which*thil turn g[m.:;
mm segues fram his striking overhead shot of the antlike Thornhill
away fram the slab of the UN socretariat (barely visible in A) to the buik‘ﬁnl mw'ht
Sin; Hitchcock has had the foresight 10 use 8 mirrored surface for the sign, it can reflect
Capitol building, thus identifying the city as well as “company” and neatly saving an exty

the newspaper headline in I, which tells us that (1) time by

shot. He then dissolves to
passed, (2) Thornhill has been identified, and {3} he has so far eluded capture. The newspape
is being held by the head of the intelligence agency- Hiteheock pulls back from the paper and

goes on with the conference scene. -
At the same time, however, there is some rich metaphorical information in this elegant litle

dissolve, for, if we analyze these still images, we can see that the CLA imposes itself on the UN,
that the Capitol is a reflection of the CIA [or that the intelligence agency has superimposed
itself over the seat of government), and finally, that the CIA gives birth to the newspaper
headlines that include, in addition 1o the one conveying the necessary information: “National
Fears Tieup” and “Nixon Promises West Will Remain in Berlin.” (Frame enfargements.)

syntagma are so close that differentiation may seem specious. Parallel
syntagma and alternate syntagma present the same difficulty, as do
episodic and ordinary sequences. Yet, despite its problems, Metz’s system
remains a helpful guide to what is, as yet, relatively uncharted territory:
the ever-shifting, complex, and intricate syntax of film narrative. Whether
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“Intertitles” were an important mkfnfﬁumhmwnim_"‘ ent
cinema and are still used on occasion today: The “frecze frame” has become:
popular since it was used to such effect by Francois Truffaut in The 400
Blows (1959}, {('Iruffaut, by the way, was the C. S. Lewis of film
punctuation.) Filmmakers in the 1960s and 19705 modernized some of
the old forms, fading Lo colors instead of black (Ingmar Bergman) or
cutting to blank, colored frames (Godard)). Focusing in and out (the cffect
of going slowly in focus at the beginning of the shot, or out of focus at
the end) paralleled fading, and Antonioni was fond of beginning a shot
on an out of-focus background before an in-focus subject moved into
the frame.







