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Zusammenfassung

Das ďƌiisĐhe FilŵŵagaziŶ Sight& Sound hat die BeǁeguŶg des slow cinema als die ǁiĐhigste 
EŶtǁiĐkluŶg iŵ eƌsteŶ JahƌzehŶt des Ϯϭ. JahƌhuŶdeƌts ausgeŵaĐht. UŶďeaĐhtet deƌ DiskussioŶ, 
oď die LaŶgsaŵkeit iŵ Filŵ tatsäĐhliĐh Ŷuƌ eiŶ PhäŶoŵeŶ des dƌiteŶ JahƌtauseŶds ist, stellt siĐh 
diese DisseƌtaioŶ die Aufgaďe, Ŷaƌƌaiǀe StƌuktuƌeŶ solĐheƌ Filŵe uŶd deƌeƌ Efekte, die sie auf 
die )usĐhaueƌ haďeŶ köŶŶteŶ, zu uŶteƌsuĐheŶ. IŶ dieseƌ HiŶsiĐht ǁiƌd die HeƌaŶgeheŶsǁeise 
aŶ deŶ Filŵ hieƌ aus ƌeiŶ fuŶkioŶalisisĐheŶ GesiĐhtspuŶkteŶ ďetƌaĐhtet. Das heißt, es geht 
hieƌ ŶiĐht uŵ eiŶe heƌŵeŶeuisĐhe IŶteƌpƌetaioŶ, ďei deƌ seŵioisĐhe, psǇĐhoaŶalǇisĐhe, 
kultuƌsoziologisĐhe u.a. Modelle ǀeƌǁeŶdet ǁeƌdeŶ, soŶdeƌŶ uŵ die UŶteƌsuĐhuŶg deƌ 
ŶaƌƌaiǀeŶ StƌuktuƌeŶ uŶd deƌeƌ FuŶkioŶsǁeise. Oďǁohl das slow cinema ŵeist als eiŶ 
aŶiŶaƌƌaiǀes PhäŶoŵeŶ geseheŶ ǁiƌd, ǀeƌsuĐht diese Aƌďeit zu ďeǁeiseŶ, dass auĐh diese 
Filŵe auf deŶselďeŶ ŶaƌƌaiǀeŶ StƌuktuƌeŶ ďasieƌeŶ ǁie das koŶǀeŶioŶelle KiŶo.

DeŶ AusgaŶgspuŶkt dieseƌ Aƌďeit ďildet die AŶalǇse deƌ AktstƌuktuƌeŶ ǀoŶ seĐhs ausgeǁählteŶ 
FilŵďeispieleŶ. Uŵ diese Aufgaďe zu ďeǁäligeŶ, ǁeƌdeŶ AŶsätze aus deƌ kogŶiiǀeŶ Pƌagŵaik 
– die ReleǀaŶztheoƌie ǀoŶ DaŶ Speƌďeƌ uŶd Deiƌdƌe WilsoŶ ;ϭϵϴϳͿ – uŶd aus deƌ post-
klassisĐheŶ Eƌzähltheoƌie ;Daǀid Boƌdǁell, KƌisiŶ ThoŵpsoŶ, Maƌie–Lauƌe RǇaŶ, Daǀid HeƌŵaŶͿ 
heƌaŶgezogeŶ. Da die ReleǀaŶztheoƌie die BedeutuŶg deƌ iŶfeƌeŶielleŶ KoŵŵuŶikaioŶ 
ďetoŶt, auf deƌ auĐh die FilŵkoŵŵuŶikaioŶ ďeƌuht, ist dieseƌ AŶsatz füƌ ŵeiŶe AŶalǇse 
ďesoŶdeƌs gut geeigŶet. IŶfeƌeŶielle KoŵŵuŶikaioŶ ďesagt, dass die BedeutuŶgszuǁeisuŶg 
eiŶeƌ ÄußeƌuŶg ŶiĐht als DekodieƌuŶg eiŶes ǀoŵ SeŶdeƌ festgelegteŶ Codes aďläut, soŶdeƌŶ 
duƌĐh deŶ EŵpfäŶgeƌ, ǀoŵ KoŶteǆt ausgeheŶd, duƌĐh DeutuŶg uŶd IŶteƌpƌetaioŶ ǀollzogeŶ 
ǁiƌd.

Die Hauptaussage deƌ ReleǀaŶztheoƌie ist, dass jede ÄußeƌuŶg iŵ RezipieŶteŶ EƌǁaƌtuŶgeŶ 
ǁeĐkt uŶd dass die SuĐhe ŶaĐh deƌ opiŵaleŶ ReleǀaŶz deƌ Aussage zu deŶ HauptaufgaďeŶ deƌ 
ŵeŶsĐhliĐheŶ KogŶiioŶ gehöƌt. Die alleƌǁiĐhigste UŶteƌsĐheiduŶg, die die ReleǀaŶztheoƌie 
ǀoƌgiďt, uŶd die füƌ diese Aƌďeit ǀoŶ ŵaßgeďeŶdeƌ BedeutuŶg ist, ist die DifeƌeŶz zǁisĐheŶ 
staƌkeŶ uŶd sĐhǁaĐheŶ IŵplikatuƌeŶ, da diese eiŶe geteilte VeƌaŶtǁoƌtuŶg füƌ die ŵögliĐhe 
IŶteƌpƌetaioŶ eiŶeƌ Aussage zǁisĐheŶ deŵ AutoƌeŶ uŶd deŵ RezipieŶteŶ ďeiŶhaltet. Iŵ Fall 
ǀoŶ staƌkeƌ KoŵŵuŶikaioŶ ǁeƌdeŶ die Efekte, die eiŶe Aussage ďeiŵ Leseƌ heƌǀoƌƌufeŶ sollte, 
ǀoŶ AutoƌeŶ ǀoƌkalkulieƌt. Iŵ Fall deƌ sĐhǁaĐheŶ KoŵŵuŶikaioŶ siŶd füƌ diese hauptsäĐhliĐh 
Leseƌ ;)usĐhaueƌͿ ǀeƌaŶtǁoƌtliĐh. Die DisseƌtaioŶ ǀeƌsuĐht zu ďeǁeiseŶ, dass deƌ laŶgsaŵe 
Filŵ eiŶe Aƌt deƌ sĐhǁaĐheŶ KoŵŵuŶikaioŶ daƌstellt. FeƌŶeƌ kaŶŶ ŵit solĐheŶ KoŶzepteŶ 
deƌ Eƌzähltheoƌie ǁie Eƌzählďaƌkeit ;als eiŶ Ƌualitaiǀes Meƌkŵal füƌ eiŶ Ŷaƌƌaiǀes EƌeigŶisͿ 
uŶd die Naƌƌaiǀität ;als eiŶ Ƌualitaiǀes Meƌkŵal füƌ die OƌgaŶisaioŶ des PlotsͿ deƌ Ŷaƌƌaiǀe 
Aubau iŵ laŶgsaŵeŶ Filŵ ďesteŶs aŶalǇsieƌt ǁeƌdeŶ. Diese DisseƌtaioŶ ǁeist ŶaĐh, dass die 
slow narraion-Filŵe aŶhaŶd soǁohl deƌ Eƌzählďaƌkeit als auĐh deƌ Naƌƌaiǀität klassiizieƌt 
ǁeƌdeŶ köŶŶeŶ uŶd dass ďeide Begƌife iŶ uŶteƌsĐhiedliĐheƌ Stäƌke autƌeteŶ köŶŶeŶ.
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Die DisseƌtaioŶ zeigt dies aŶhaŶd ǀoŶ seĐhs ausgesuĐhteŶ BeispieleŶ, die zǁisĐheŶ ϮϬϬϮ uŶd 
ϮϬϭϭ pƌoduzieƌt ǁuƌdeŶ uŶd aus uŶteƌsĐhiedliĐheŶ FilŵkultuƌeŶ uŶd KultuƌkƌeiseŶ staŵŵeŶ 
;TaiǁaŶ, AƌgeŶiŶieŶ, DeutsĐhlaŶd, UŶgaƌŶ, ThailaŶd, PoƌtugalͿ. Da kausale VeƌkŶüpfuŶgeŶ 
iŶ laŶgsaŵeŶ FilŵeŶ sehƌ lose ďleiďeŶ, stellt diese DisseƌtaioŶ die These auf, dass eiŶe 
IŶteƌpƌetaioŶ, die all die EleŵeŶte des Filŵs iŶ eiŶe kohäƌeŶte heƌŵeŶeuisĐhe AusleguŶg 
zusaŵŵeŶfasst, Ŷuƌ ein ŵögliĐheƌ Weg füƌ deŶ )usĐhaueƌ ist, uŵ zu eiŶeƌ aŶgeŵesseŶeŶ 
RezepioŶsstƌategie des Filŵs zu gelaŶgeŶ. AŶdeƌe StƌategieŶ, die hieƌ ǀoƌgesĐhlageŶ ǁeƌdeŶ 
uŵfasseŶ afekiǀe, eŵoioŶale uŶd siŶŶliĐhe EƌfahƌuŶgeŶ, die eiŶ FilŵeƌleďŶis ŵiteiŶsĐhließt. 
Diese ďildeŶ jedoĐh eiŶ ŵethodologisĐhes Pƌoďleŵ füƌ eiŶeŶ WisseŶsĐhatleƌ, deƌ siĐh auf eiŶe 
StƌuktuƌaŶalǇse ďesĐhƌäŶkeŶ ǁill, ǁeil auĐh iŶŶeƌhalď deƌ )ielgƌuppe des slow cinema, ǁelĐhe 
aus AŶhäŶgeƌŶ des AutoƌeŶilŵs ďesteht, höĐhst iŶdiǀiduelle ReakioŶeŶ auf diese Filŵe zu 
ďeoďaĐhteŶ siŶd, die siĐh deƌ uŶiǀeƌsell gelteŶdeŶ ǁisseŶsĐhatliĐheŶ BesĐhƌeiďuŶg eŶtzieheŶ 
köŶŶeŶ. 
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Abstract

Sloǁ ĐiŶeŵa has ďeeŶ ideŶiied ďǇ the Bƌiish ilŵ ŵagaziŶe Sight& Sound as the ŵost 
iŵpoƌtaŶt tƌeŶd that eŵeƌged duƌiŶg the iƌst deĐade of the Ϯϭst ĐeŶtuƌǇ. Without poŶdeƌiŶg 
ǁhetheƌ the teŶdeŶĐǇ to sloǁŶess iŶ the ĐiŶeŵa is just a pheŶoŵeŶoŶ of the thiƌd ŵilleŶŶiuŵ, 
the liŶĐhpiŶ of ŵǇ thesis is the Ŷaƌƌaiǀe stƌuĐtuƌes of suĐh ilŵs aŶd the efeĐts theǇ ŵaǇ 
Ǉield oŶ the ǀieǁeƌ’s eǆpeƌieŶĐe of a paƌiĐulaƌ ĐiŶeŵaiĐ aƌtǁoƌk. Thus ŵǇ aĐĐouŶt of 
uŶdeƌstaŶdiŶg Ŷaƌƌaiǀe is a puƌelǇ fuŶĐioŶalist oŶe. It eŶtails that iŶ the pƌeseŶt studǇ Ŷo 
heƌŵeŶeuiĐ appƌoaĐh is to ďe fouŶd that ǁould fuƌtheƌ geŶeƌate seŵioiĐ, psǇĐhoaŶalǇiĐal, 
Đultuƌe soĐiologiĐal iŶteƌpƌetaioŶs, iŶteƌ alia. AŶotheƌ diƌeĐioŶ is takeŶ, ǁhiĐh staƌts ďǇ 
leshiŶg out the ŶaƌƌaioŶal stƌuĐtuƌes aŶd theiƌ fuŶĐioŶs.  Despite the faĐt that sloǁ ĐiŶeŵa 
is usuallǇ ƌegaƌded as aŶ aŶi-Ŷaƌƌaiǀe, this thesis deŵoŶstƌates that also ilŵs assoĐiated ǁith 
this stǇlisiĐ tƌeŶd displaǇ the saŵe Ŷaƌƌaiǀe stƌuĐtuƌes as the    ŵaiŶstƌeaŵ ĐiŶeŵa.

The poiŶt of depaƌtuƌe is the aŶalǇsis of the aĐt stƌuĐtuƌe of the ĐhoseŶ Đase eǆaŵples. Foƌ 
ĐaƌƌǇiŶg out this task the aĐĐouŶts fƌoŵ ĐogŶiiǀe pƌagŵaiĐs – the ReleǀaŶĐe theoƌǇ as 
deǀeloped ďǇ DaŶ Speƌďeƌ aŶd Deiƌdƌe WilsoŶ ;ϭϵϴϳͿ – aŶd ĐoŶĐepts fƌoŵ post-ĐlassiĐal 
ŶaƌƌatologǇ ;Daǀid Boƌdǁell, KƌisiŶ ThoŵpsoŶ, Maƌie-Lauƌe RǇaŶ, Daǀid HeƌŵaŶͿ ǁeƌe 
ĐoŶsulted. As the ReleǀaŶĐe theoƌǇ uŶdeƌliŶes the iŶfeƌeŶial Ŷatuƌe of ĐoŵŵuŶiĐaioŶ, 
it is ďest suited foƌ aŶalǇziŶg ilŵ ĐoŵŵuŶiĐaioŶ that is also ƌegaƌded as aŶ iŶfeƌeŶial  
elaďoƌaioŶ. It iŵplies that the ŵeaŶiŶg of the uteƌaŶĐe, iŶstead of ďeiŶg eŶĐoded ďǇ the 
seŶdeƌ aŶd ĐoŶseƋueŶtlǇ deĐoded ďǇ the ƌeĐeiǀeƌ, is iŶfeƌƌed ďǇ ƌeĐogŶiziŶg the iŶteŶioŶs of 
the ĐoŵŵuŶiĐatoƌ takiŶg iŶto aĐĐouŶt the ĐoŶteǆtual faĐtoƌs.

The ďasiĐ assuŵpioŶ of the ReleǀaŶĐe theoƌǇ is that eǀeƌǇ uteƌaŶĐe ƌaises eǆpeĐtaioŶs iŶ 
the audieŶĐe aŶd thus the seaƌĐh foƌ ƌeleǀaŶĐe ďeloŶgs to the ďasiĐ tasks of huŵaŶ ĐogŶiioŶ. 
The ŵost iŵpoƌtaŶt diǀisioŶ foƌ this eŶdeaǀouƌ is the difeƌeŶiaioŶ ďetǁeeŶ stƌoŶg aŶd 
ǁeak iŵpliĐatuƌes, ideŶifǇiŶg a shaƌed ƌespoŶsiďilitǇ foƌ the iŶteƌpƌetaioŶ of the uteƌaŶĐe 
ďetǁeeŶ the authoƌ aŶd the ƌeadeƌ. Wheƌeas the efeĐts of stƌoŶg ĐoŵŵuŶiĐaioŶ aƌe foƌeseeŶ 
ďǇ the speakeƌ, the ƌeadeƌ hiŵself is ŵostlǇ ƌespoŶsiďle foƌ the efeĐts geŶeƌated ďǇ ǁeak 
iŵpliĐatuƌes. The Đlaiŵ deǀeloped iŶ this thesis is that the sloǁ ĐiŶeŵa is doŵiŶated ďǇ ǁeak 
ĐoŵŵuŶiĐaioŶ. IŶ teƌŵs of Ŷaƌƌaiǀe theoƌǇ the ĐoŵŵuŶiĐaioŶ desigŶ of sloǁ ĐiŶeŵa ĐaŶ 
ďe ďest aŶalǇzed aloŶg the liŶes of suĐh ĐoŶĐepts as tellaďilitǇ as a Ƌualitaiǀe featuƌe foƌ 
a Ŷaƌƌaiǀe eǀeŶt peƌ se, aŶd ŶaƌƌaiǀitǇ as a Ƌualitaiǀe pƌopeƌtǇ of plot oƌgaŶizaioŶ. The 
assuŵpioŶ folloǁed thƌoughout the thesis is that ďoth of these ĐoŶĐepts ĐaŶ ďe of ǀaƌǇiŶg 
degƌees. Theƌefoƌe, this thesis takes the foƌŵ of a seƌies of Đase studies dƌaǁŶ fƌoŵ all oǀeƌ the 
ǁoƌld, ĐoŵiŶg fƌoŵ difeƌeŶt ĐiŶeŵa tƌadiioŶs aŶd Đultuƌe aƌeas. The siǆ Đase studies iŶĐlude 
ilŵs fƌoŵ TaiǁaŶ, AƌgeŶiŶa, GeƌŵaŶǇ, HuŶgaƌǇ, ThailaŶd aŶd Poƌtugal aŶd ǁeƌe pƌoduĐed 
ďetǁeeŶ ϮϬϬϮ aŶd ϮϬϭϭ.

Abstract 
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As the Đause-aŶd-efeĐt ĐhaiŶ ƌeŵaiŶs ǀeƌǇ loose iŶ sloǁ ĐiŶeŵa, a paƌiĐulaƌ ĐoŶteŶioŶ 
eǆpƌessed iŶ ŵǇ thesis is that the eǆtƌaĐioŶ of ĐoheƌeŶĐe aŵoŶg the difeƌeŶt eleŵeŶts of the 
ilŵ iŶ the foƌŵ of aŶ iŶteƌpƌetaioŶ is just oŶe of the soluioŶs foƌ ǀieǁeƌs iŶ hoǁ to assess 
ƌeleǀaŶĐe iŶ these ĐhalleŶgiŶg ilŵs. Otheƌ stƌategies suggested iŶĐlude afeĐiǀe, eŵoioŶal 
aŶd seŶsoƌial eǆpeƌieŶĐes that, hoǁeǀeƌ, pose a ŵethodologiĐal pƌoďleŵ foƌ a sĐholaƌ, ďeĐause 
eǀeŶ ǁithiŶ a gƌoup of ĐiŶeŵa-eduĐated ǀieǁeƌs ǁho foƌŵ the ŵaiŶ taƌget audieŶĐe of sloǁ 
ĐiŶeŵa, these ƌeaĐioŶs aƌe highlǇ iŶdiǀidual aŶd thus elude a uŶiǀeƌsallǇ-ǀalid sĐieŶiiĐ 
desĐƌipioŶ.

Abstract 
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I. IŶtroduĐioŶ

1. Approaching the subject

“A philosophical inquiry entails at least two elements: 

the ideŶiiĐaioŶ of the pƌoďleŵ aŶd 
the ĐhoiĐe of ĐoŶĐepts that aƌe adeƋuate foƌ appƌoaĐhiŶg it.͟

Gilles Deleuze
Quoted in Giorgio Agamben’s The Signature of All Things: On Method, New York, 2009, p. 76

1.1 Sloǁ ĐiŶeŵa - deiŶiŶg the ďoŶe of ĐoŶteŶioŶ
IŶ oƌdeƌ to ideŶifǇ the pƌoďleŵ, ǁhiĐh ǁill ďe the foĐal poiŶt of the studǇ, let’s ƌefeƌ to the 
Bƌiish ilŵ ŵagaziŶe Sight & Sound. IŶ a Sight & Sound disĐussioŶ aďout the ŵost disiŶĐiǀe 
featuƌes iŶ ĐiŶeŵa ǁithiŶ the iƌst deĐade of the Ϯϭst ĐeŶtuƌǇ, sloǁ ĐiŶeŵa ǁas Ŷaŵed as the 
ŵost pƌoŵiŶeŶt pheŶoŵeŶoŶ. Filŵ ĐƌiiĐ JoŶathaŶ RoŵŶeǇ ŵeŶioŶs austeƌe ŵiŶiŵalisŵ as 
oŶe of its ĐhaƌaĐteƌisiĐs, aŶd fuƌtheƌ deiŶes it as folloǁs:
 

a ĐeƌtaiŶ ƌaƌeied iŶteŶsitǇ iŶ the aƌisiĐ gaze, ǁhetheƌ the iŵages aƌe highlǇ polished 
;Caƌlos ReǇgados Silent Light, ϮϬϬϳͿ oƌ fƌugallǇ ƌough-edged ;the ilŵs of LisaŶdƌo 
AloŶsoͿ ;...Ϳ The ĐiŶeŵa that doǁŶplaǇs the eǀeŶt iŶ faǀouƌ of the ŵood, eǀoĐaiǀeŶess 
aŶd aŶ iŶteŶsiied seŶse of teŵpoƌalitǇ. “uĐh ilŵs highlight the ǀieǁiŶg pƌoĐess itself 
as a ƌeal-iŵe eǆpeƌieŶĐe iŶ ǁhiĐh, ideallǇ, Ǉou ďeĐoŵe aĐutelǇ aǁaƌe of eǀeƌǇ ŵiŶute, 
eǀeƌǇ seĐoŶd speŶt ǁatĐhiŶg.ϭ 

RoŵŶeǇ Ŷaŵes suĐh ilŵŵakeƌs as Bela Taƌƌ, Tsai MiŶg-LiaŶg, ApiĐhatpoŶg Weeƌasethakul, 
BƌuŶo DuŵoŶt, Fƌed KeleŵeŶ, Pedƌo Costa aŶd Alďeƌt “eƌƌa as ƌepƌeseŶtaiǀe of sloǁ ĐiŶeŵa. 
Otheƌ ilŵŵakeƌs ŵeŶioŶed iŶ ĐoŶŶeĐioŶ ǁith sloǁ ĐiŶeŵa aƌe Gus ǀaŶ “aŶt, Paz EŶĐiŶa, 
Aďďas Kiaƌostaŵi aŶd “haƌuŶas Baƌtas.Ϯ

Filŵ ĐƌiiĐs aŶd ďloggeƌs talk aďout the pheŶoŵeŶoŶ of sloǁ ĐiŶeŵa as oŶe of the ŵost 
iŵpƌessiǀe ŵoǀeŵeŶts iŶ the ĐiŶeŵa of the iƌst deĐade of the Ϯϭst century3, at least siŶĐe ϮϬϬϴ. 
AĐĐoƌdiŶg to Matheǁ FlaŶagaŶ, the teƌŵ ͞ĐiŶeŵa of sloǁŶess͟ ǁas ĐoiŶed ďǇ MiĐhel CiŵeŶt 
iŶ ϮϬϬϯ.4 The teƌŵ ǁas suďseƋueŶtlǇ ŵeŶioŶed Ŷoǁ aŶd theŶ, ďut fouŶd ǁideƌ aĐĐeptaŶĐe 
thƌough a paiƌ of aƌiĐles oŶ sloǁ ĐiŶeŵa puďlished iŶ Sight and Sound iŶ ϮϬϭϬ. 
The deiŶiioŶ ďǇ Sight & Sound aďoǀe ŵeŶioŶs the ŵaiŶ Ŷaƌƌaiǀe stƌategǇ of suĐh ilŵs - 

1 Jonathan Romney In Search of Lost Time in Sight & Sound, February 2010, p.43.

2 Matthew Flanagan Towards an Aesthetic of Slow in Contemporary Cinema in 16:9, 29, 2008, available at http://
www.16-9.dk/2008-11/side11_inenglish.htm (Accessed May 2010).

3 Jonathan Romney In Search of Lost Time in Sight & Sound, February 2010, p.43.

4 Matthew Flanagan Towards an Aesthetic of Slow in Contemporary Cinema in 16:9, 29, 2008, available at http://
www.16-9.dk/2008-11/side11_inenglish.htm (Accessed May 2010).
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the doǁŶplaǇiŶg of aŶ eǀeŶt aŶd the highlighiŶg of the ilŵ as aŶ aƌtefaĐt thƌough eŵphasis 
oŶ the ǀisual Ƌualiies of aŶ iŵage. RoŵŶeǇ also Ŷoted the ight ďoŶd ďetǁeeŶ the ǀieǁiŶg 
pƌoĐess of sloǁ ĐiŶeŵa aŶd the ƌeal-iŵe eǆpeƌieŶĐe of the audieŶĐe.
The Sight & Sound stateŵeŶt lauŶĐhed a huge disĐussioŶ iŶ the oŶliŶe ďloggiŶg ĐoŵŵuŶitǇ, 
ŵaiŶlǇ ĐoŶĐeƌŶiŶg ǁhiĐh ilŵŵakeƌs should ďe iŶĐluded oŶ the sloǁ ĐiŶeŵa list5 and how 

to assess the feishizaioŶ of the loŶg take, ǁhiĐh is oďǀious iŶ suĐh ilŵs. But the disĐussioŶ 
also highlights seǀeƌal otheƌ issues. The ŵost iŶteƌesiŶg ǁeƌe ďƌought up ďǇ the AŵeƌiĐaŶ 
Đultuƌal ĐƌiiĐ “teǀeŶ “haǀiƌo iŶ his ƌespoŶse to the aƌiĐle.6 “haǀiƌo opiŶes that iŶ ĐoŵpaƌisoŶ 
to MiĐhelaŶgelo AŶtoŶioŶi, ChaŶtal AĐkeƌŵaŶ oƌ otheƌ ilŵŵakeƌs of the ϭϵϲϬs aŶd ϭϵϳϬs, 
ǁho ĐaŶ ďe ƌegaƌded as the pƌedeĐessoƌs of sloǁ ĐiŶeŵa, a kiŶd of pƌoǀoĐaiǀeŶess is ŵissiŶg 
iŶ ĐoŶteŵpoƌaƌǇ eǆaŵples. Theƌe is Ŷo loŶgeƌ a seŶse of pushiŶg ďouŶdaƌies. His seĐoŶd 
theoƌǇ is that ĐoŶteŵplaiǀe ĐiŶeŵa ;as he Đalls itͿ, ǁith loŶg-take, loŶg-shot, sloǁ-Đaŵeƌa-
ŵoǀeŵeŶt aŶd spaƌse-dialogue, has ďeĐoŵe a ĐliĐhé, as a kiŶd of iŶteƌŶaioŶal default stǇle 
foƌ ilŵ fesiǀals.ϳ He aĐĐuses it of ďeiŶg ŶostalgiĐ aŶd ƌegƌessiǀe, aŶd his aƌguŵeŶt is ǁoƌth 
ƋuoiŶg heƌe at leŶgth:

It´s a ǁaǇ of siŵulaiŶg oldeƌ ĐiŶeŵaiĐ stǇles, aŶd giǀiŶg theŵ a Ŷeǁ appeaƌaŶĐe of 
life ;oƌ ŵoƌe pƌeĐiselǇ, a Ŷeǁ zoŵďiied life-iŶ-deathͿ, as a ǁaǇ of lateƌiŶg ĐlassiĐist 
ĐiŶephiles, aŶd of siŵplǇ igŶoƌiŶg eǀeƌǇthiŶg that has happeŶed, soĐiallǇ, poliiĐallǇ, 
aŶd teĐhŶologiĐallǇ, iŶ the last ϯϬ Ǉeaƌs. […] it is a pƌofouŶd failuƌe of iŵagiŶaioŶ to 
ĐoŶiŶue to ŵake ilŵs iŶ the old ǁaǇ, oƌ that ĐoŶiŶue to sigŶifǇ iŶ the old ǁaǇ, ǁheŶ 
this `old ǁaǇ` has itself ďeĐoŵe ŶothiŶg ŵoƌe thaŶ a ŶostalgiĐ ĐliĐhé. […] Ǉou siŵplǇ 
ƌetƌeat iŶto faŶtasies of the good old daǇs. To ŵǇ ŵiŶd, this is ǁhat “loǁ CiŶeŵa is 
doiŶg.ϴ

Ateƌ this afƌoŶt oŶ sloǁ ĐiŶeŵa “teǀeŶ “haǀiƌo lists his faǀouƌite ĐoŶteŵplaiǀe ilŵs. His 
posiioŶ ĐaŶ ďe suďsuŵed uŶdeƌ the pƌeŵise that the ŵost oƌigiŶal eǆaŵples aƌe those that 
depaƌt fƌoŵ the Ŷoƌŵ of sloǁ ĐiŶeŵa.
This disĐussioŶ ĐleaƌlǇ shoǁs that the teƌŵ slow ;oƌ ĐoŶteŵplaiǀeͿ oŶ the oŶe haŶd does Ŷot 

5 More blogposts about this issue: Steven Shaviro Slow Cinema vs. Fast Films in Steven Shaviro The Pinocchio 
Theory, 12.05.2010,  http://www.shaviro.com/Blog/?p=891, (accessed 23.03.2011); a contribution to the 
discussion by The Guardian ilm critic Danny Leigh The View: Is It OK to Be a Film Philistine?, 21.05.2010, 
The Guardian, available at http://www.guardian.co.uk/ilm/ilmblog/2010/may/21/ilm-philistine, (accessed 
23.03.2011); a blogpost by Glenn Kenny About Nothing, Or New Fast, 13.05.2010 available at http://
somecamerunning.typepad.com/some_came_running/2010/05/new-fast.html , (accessed 23.03.2011); a blogpost 
by Harry Tuttle Slow Films, Easy Life, 12.05.2010, available at  http://unspokencinema.blogspot.com/2010/05/
slow-ilms-easy-life-sight.html (accessed 23.03.2011); a blogpost by Vadim Rizov Slow Cinema Backlash, 
12.05.2010, available at http://www.ifc.com/blogs/indie-eye/2010/05/slow-cinema-backlash.php , (accessed 
23.03.2011).

6 There were also arguments about the sensibility of a ilm critic in understanding the greatness of slow ilms, 
peaking in almost offensive allegations, concerning the use of the term philistine. As this issue says nothing 
about the ilms in question, no further attention will be paid to it.
7 Steven Shaviro Slow Cinema vs. Fast Films in Steven Shaviro The Pinocchio Theory, 12.05.201, available at 
http://www.shaviro.com/Blog/?p=891. (Accessed 23.03.2011).

8 Ibid.
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eǆhaust the pƌoďleŵ; it is faƌ ŵoƌe Đoŵpleǆ aŶd Ŷeeds to ďe appƌoaĐhed iŶ a ƌeiŶed ŵaŶŶeƌ. 
Issues suĐh as the ƋuesioŶ of iŵage poliiĐs, the stƌuĐtuƌe of the ilŵ iŶdustƌǇ ;ilŵ fesiǀals 
aŶd theiƌ steƌeotǇpiĐal ŵaŶagiŶg pateƌŶsͿ, ƋuesioŶs of taste aŶd ĐƌiiĐal ĐoŶsĐiousŶess all 
seeŵ to plaǇ a ƌole heƌe. 
OŶ the otheƌ haŶd, the disĐussioŶ iŶ the ďlogospheƌe eĐhoed aŶotheƌ ŵoƌe geŶeƌal pƌoďleŵ. 
The ďiggest deďates iŶ the ĐoŵŵeŶts seĐioŶs ĐeŶtƌed oŶ the ilŵŵakeƌs aŶd ilŵs oŶ the list, 
ǁith posteƌs seeŵiŶglǇ ofeŶded that theiƌ ďeloǀed sloǁ ĐiŶeŵa ilŵŵakeƌ is Ŷot ŵeŶioŶed. 
ReadiŶg the Đƌiteƌia foƌ sloǁ ĐiŶeŵa foƌ the iƌst iŵe ǁith oŶlǇ a feǁ ilŵŵakeƌs iŶ ŵiŶd – the 
austeƌe ŵiŶiŵalisŵ, ŵood, iŶteŶsiied seŶse of teŵpoƌalitǇ aŶd eǆteŶsiǀe use of the loŶg take 
- seeŵs to ďe eŶough to deiŶe a Ŷeǁ diƌeĐioŶ. But the iŶĐlusioŶ of ŵoƌe aŶd ŵoƌe ilŵŵakeƌs 
oŶ the sloǁ ĐiŶeŵa list oďsĐuƌes ŵoƌe thaŶ it illuŵiŶates. No ǁoŶdeƌ theŶ, that theƌe is soŵe 
douďt if suĐh a stǇle oƌ ĐuƌƌeŶt as sloǁ ĐiŶeŵa ;oƌ ĐoŶteŵplaiǀe ĐiŶeŵaͿ eǆists at all. Theƌe 
aƌe pleŶtǇ of opiŶioŶs staiŶg that the diƌeĐtoƌs Ŷaŵed iŶ ĐoŶŶeĐioŶ ǁith sloǁ ĐiŶeŵa aƌe too 
diǀeƌse iŶ theiƌ aƌisiĐ appƌoaĐhes to ďe Ŷaŵed iŶ the saŵe seŶteŶĐe.
As sloǁ ĐiŶeŵa has gaƌŶeƌed suĐh eŶthusiasŵ, it ĐaŶŶot ďe said that the pheŶoŵeŶoŶ is ŶoŶ-
eǆisteŶt. OŶ the ĐoŶtƌaƌǇ, these disĐussioŶs disĐlose aŶotheƌ featuƌe of sloǁ ĐiŶeŵa – as a 
ĐatĐhǇ ĐoŶĐept. The pƌoof is the ease ǁith ǁhiĐh the ĐoŶĐept has atƌaĐted the ateŶioŶ of ilŵ 
ĐƌiiĐs as ǁell as ilŵ aiĐioŶados. This shoǁiŶg of the poǁeƌ of the ǁoƌd is ƌeŵiŶisĐeŶt of aŶ old 
LatǀiaŶ tale: a loŶg iŵe ago lakes leǁ high aďoǀe the Eaƌth. If oŶe ǁas spoted aŶd its Ŷaŵe 
uteƌed out loud, that paƌiĐulaƌ lake ǁould dƌit doǁŶ aŶd setled oŶ that spot of the Eaƌth 
foƌeǀeƌ. All pheŶoŵeŶa iŶ ilŵ histoƌǇ – difeƌeŶt Neǁ Waǀes oƌ stǇles – aƌe also ďƌought out of 
oďliǀioŶ ǁheŶ Ŷaŵed ďǇ ilŵ ĐƌiiĐs. If siŵilaƌ pateƌŶs aƌe fouŶd – eitheƌ stǇlisiĐ oƌ Ŷaƌƌaiǀe, 
appeaƌiŶg iŶ a seƌies of ilŵs duƌiŶg a ĐeƌtaiŶ peƌiod of iŵe – theŶ a Ŷeǁ diƌeĐioŶ is deĐlaƌed. 
But as it is oŶe of the ŵaiŶ aĐiǀiies of ĐƌiiĐal eŶdeaǀouƌ, as Noél Caƌƌoll has eloƋueŶtlǇ aƌgued 
iŶ his ďook OŶ Criicisŵ9, theƌe is Ŷo poiŶt iŶ hosilitǇ toǁaƌds the deĐlaƌaioŶ of this paƌiĐulaƌ 
ŵoǀeŵeŶt. EǀeŶ ŵoƌe, as JoŶathaŶ CƌaƌǇ has poiŶted out, histoƌiĐal peƌiodizaioŶs as suĐh aƌe 
alǁaǇs histoƌiogƌaphiĐal ĐoŶstƌuĐioŶs. What is at stake heƌe is Ŷot so ŵuĐh theiƌ eligiďilitǇ as 
theiƌ fƌuifulŶess foƌ ouƌ uŶdeƌstaŶdiŶg of histoƌiĐal deǀelopŵeŶts.ϭϬ

AŶd so, the iƌst fƌuit of staiŶg suĐh a stǇlisiĐ deǀelopŵeŶt as sloǁ ĐiŶeŵa eǆists is that it 
helps to gƌasp the laŶdsĐape of ĐoŶteŵpoƌaƌǇ ĐiŶeŵa. NaŵelǇ, the disĐussioŶ iŶ Sight & Sound 

eǆplaiŶs the ƌise of sloǁ ĐiŶeŵa ǁith the deĐliŶe of ĐoŵŵeƌĐial HollǇǁood ĐiŶeŵa, ǁhiĐh 
duƌiŶg the last deĐade has deliǀeƌed pƌediĐtaďle stoƌies aŶd steƌeotǇpiĐal ĐhaƌaĐteƌs.ϭϭ It is 

uŶdeƌĐhalleŶgiŶg aŶd ďoƌiŶg foƌ ilŵ ĐƌiiĐs, aŶd iŶ ĐoŶtƌast the ƋuiƌkǇ stoƌies of sloǁ ĐiŶeŵa 
ĐatĐh theiƌ ateŶioŶ. 
A poiŶt ĐoŶĐeƌŶiŶg the use of ideas eǆpƌessed oŶliŶe aŶd Ŷot iŶ pƌiŶted foƌŵ has to ďe ŵade. 

9 Noél Carroll On Criticism, London, 2009, p. 45.
10 Quoted in Frank Kessler The Cinema of Attractions as Dispositif in Wanda Strauven (ed.) The Cinema of 
Attractions Reloaded, Amsterdam, 2007, p. 58.

11 Jonathan Romney In Search of Lost Time in Sight & Sound, February 2010, p. 44
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“oŵe aĐadeŵiĐ ĐƌiiĐs ǁith theiƌ highďƌoǁ aitudes ŵight ĐoŶdeŵŶ the use of the opiŶioŶs of 
ŶoŶ-aĐadeŵiĐ peƌsoŶs as the piǀot foƌ fuƌtheƌ elaďoƌaioŶ oŶ the suďjeĐt of sloǁ ĐiŶeŵa. But 
eliisŵ is Ŷot iŶ plaĐe heƌe. NoǁadaǇs, ǁheŶ a lot of iŵpoƌtaŶt aĐadeŵiĐ ĐƌiiĐs haǀe ďlogs aŶd 
iŶǀite ƌeadeƌs to ĐoŵŵeŶt, the gap ďetǁeeŶ the sides seeŵs to haǀe diŵiŶished. EǀeŶ ŵoƌe 
so ďeĐause ŵaŶǇ ĐoŵŵeŶtatoƌs aƌe ǁell ǀeƌsed iŶ ĐiŶeŵa aŶd ofeƌ ǁell-fouŶded ƌeasoŶs foƌ 
theiƌ posiioŶs. Theƌefoƌe, disĐussioŶs aďout sloǁ ĐiŶeŵa oŶ the IŶteƌŶet haǀe to ďe takeŶ iŶto 
ĐoŶsideƌaioŶ.
IŶ aŶǇ Đase, ǁhat is at stake is Ŷot as Paul FeǇeƌaďeŶd states: ͞The ŵost iŵpoƌtaŶt sĐieŶiiĐ 
thiŶkiŶg ďegiŶs Ŷot ǁith ideas, ďut ǁith ǁoƌds that ďeĐoŵe appealiŶg .͟ϭϮ BeĐause iŶ teƌŵs of 
ǁhiĐh ǁas iƌst, it is oďǀious that the ŶoioŶ of sloǁ ĐiŶeŵa shoǁed itself iƌst iŶ ilŵs. AŶd, as 
ǁas alƌeadǇ oďǀious iŶ the disagƌeeŵeŶts oŶ ǁhiĐh Ϯϭst ĐeŶtuƌǇ ilŵŵakeƌs should ďe laďelled 
as ƌepƌeseŶtaiǀe of sloǁ ĐiŶeŵa, the list itself is a pƌoďleŵ. It gets eǀeŶ ŵoƌe ĐoŵpliĐated 
ǁheŶ lookiŶg foƌ the pƌedeĐessoƌs of sloǁ ĐiŶeŵa. ͞ Austeƌe ŵiŶiŵalisŵ, ŵood aŶd iŶteŶsiied 
seŶse of teŵpoƌalitǇ͟ ĐaŶ also ďe atƌiďuted to otheƌ pƌoŵiŶeŶt ilŵŵakeƌs aŶd peƌiods iŶ 
ĐiŶeŵa histoƌǇ suĐh as ItaliaŶ Neoƌealisŵ aŶd EuƌopeaŶ ModeƌŶisŵ. As suĐh, a ŵagaziŶe 
aƌiĐle ƌeƋuiƌiŶg ĐatĐhǇ pƌoposals aŶd ĐoŶĐise opiŶioŶs is peƌhaps Ŷot aŶ appƌopƌiate foƌuŵ 
foƌ deliǀeƌiŶg a highlǇ ƌeiŶed aŶalǇsis of the pheŶoŵeŶoŶ. Hoǁeǀeƌ, aŶalǇsiŶg the possiďle 
displaǇs of sloǁŶess thƌoughout the histoƌǇ of ilŵ is also Ŷot the aiŵ of this pƌojeĐt. Foƌ this 
eŶdeaǀouƌ the deiŶiioŶ of sloǁ ĐiŶeŵa, as foƌŵulated ďǇ Sight and Sound, is takeŶ foƌ gƌaŶted, 
aŶd the foĐus is oŶ the Ŷaƌƌaiǀe stƌuĐtuƌes of these ilŵs aŶd the fuŶĐioŶal diŵeŶsioŶs.  
To ďegiŶ: a ĐoŶĐise oǀeƌǀieǁ of the histoƌǇ of sloǁ ĐiŶeŵa as ƌeseaƌĐhed ďǇ Bƌiish sĐholaƌ 
Matheǁ FlaŶagaŶ. FolloǁiŶg that the pheŶoŵeŶoŶ of sloǁ ĐiŶeŵa ǁill ďe plaĐed ǁithiŶ a 
laƌgeƌ ĐoŶteǆt iŶ teƌŵs of the ĐoŶteŵpoƌaƌǇ uƌge toǁaƌds deĐeleƌaioŶ iŶ eǀeƌǇ aspeĐt of life.

ϭ.Ϯ. GeŶesis of Sloǁ CiŶeŵa

AŶ oǀeƌǀieǁ of the geŶesis of sloǁ ĐiŶeŵa, this Đhapteƌ’s foĐus, ǁas laid out ďǇ Matheǁ 
FlaŶagaŶ iŶ his doĐtoƌal thesis ͚Sloǁ CiŶeŵa͛: TeŵporalitǇ aŶd StǇle iŶ CoŶteŵporarǇ Art aŶd 
EǆperiŵeŶtal Filŵ. 

His opiŶioŶ is that: 

The laďel `sloǁ ĐiŶeŵa` ƌefeƌs to a ŵodel of aƌt oƌ eǆpeƌiŵeŶtal ilŵ that possesses 
a set of disiŶĐt ĐhaƌaĐteƌisiĐs: aŶ eŵphasis upoŶ eǆteŶded duƌaioŶ ;iŶ ďoth foƌŵal 
aŶd theŵaiĐ aspeĐtsͿ, aŶ audio-ǀisual depiĐioŶ of sillŶess aŶd eǀeƌǇdaǇŶess; the 
eŵploǇŵeŶt of the loŶg take as a stƌuĐtuƌal deǀiĐe; a sloǁ oƌ uŶdƌaŵaiĐ foƌŵ of 
ŶaƌƌaioŶ ;if Ŷaƌƌaiǀe is pƌeseŶt at allͿ; aŶd a pƌedoŵiŶaŶtlǇ ƌealist ;oƌ hǇpeƌƌealistͿ 
ŵode oƌ iŶteŶt.ϭϯ

12 Quoted in Robert B. Ray How a Film Theory Got Lost and Other Mysteries in Cultural Studies, Bloomington, 
2001, p. 50.

13 Matthew Flanagan ‘Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film, 2012, 
University of Exeter, p. 4, available at https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed May 
2013).
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The ĐhaƌaĐteƌisiĐs he ofeƌs eĐho the opiŶioŶ of JoŶathaŶ RoŵŶeǇ fƌoŵ Sight& Sound, as 
Ƌuoted pƌeǀiouslǇ. Hoǁeǀeƌ, if RoŵŶeǇ uŶdeƌstaŶds the ͞sloǁ ĐiŶeŵa͟ ĐuƌƌeŶt as haǀiŶg 
eŵeƌged duƌiŶg the iƌst deĐade of the Ϯϭst ĐeŶtuƌǇ, theŶ FlaŶagaŶ ƌegaƌds this pheŶoŵeŶoŶ 
as eǀideŶtlǇ ďƌoadeƌ. Foƌ FlaŶagaŶ sloǁ ĐiŶeŵa is a stǇle that ĐaŶ ďe tƌaĐed aĐƌoss seǀeƌal 
deĐades aŶd difeƌeŶt ĐiŶeŵaiĐ ĐuƌƌeŶts. HeŶĐe, he states that eǀeŶ though aŶ uŶdeƌstaŶdiŶg 
of sloǁŶess iŶ ĐiŶeŵa as deiŶed iŶ his aďoǀe ƋuotaioŶ eŵeƌged ateƌ the “eĐoŶd Woƌld Waƌ 
this stǇle aĐƋuiƌed pƌoŵiŶeŶĐe duƌiŶg the last thƌee deĐades. As pƌedeĐessoƌs of ŵodeƌŶ sloǁ 
ĐiŶeŵa he Ŷaŵes ItaliaŶ Neoƌealisŵ aŶd otheƌ pheŶoŵeŶa of EuƌopeaŶ ĐiŶeŵa of the ϭϵϱϬs 
aŶdϭϵϲϬs, aŶd poiŶts to the high ŵodeƌŶist, stƌuĐtuƌal aŶd ŵateƌialist ĐiŶeŵa of the ϭϵϲϬs 
aŶd ϭϵϳϬsϭϰ as aŶotheƌ souƌĐe of iŶlueŶĐe. As FlaŶagaŶ aĐkŶoǁledges, the teŶdeŶĐǇ toǁaƌds 
sloǁŶess iŶ ĐiŶeŵa deepeŶed duƌiŶg the ϭϵϵϬs, aŶd as pƌoof he lists suĐh iŶlueŶial ilŵs as 
Sátántangó ;diƌ, Béla Taƌƌ, ϭϵϵϰͿ, Viǀe l´aŵour ;diƌ. Tsai MiŶg-LiaŶg, ϭϵϵϰͿ aŶd Frost ;diƌ, Fƌed 
KeleŵeŶ, ϭϵϵϳͿ.ϭϱ 

If the eǀoluioŶ of sloǁ ĐiŶeŵa out of ItaliaŶ Neoƌealisŵ aŶd otheƌ EuƌopeaŶ ĐiŶeŵaiĐ 
ŵoǀeŵeŶts seeŵs to ďe eǀideŶt, oŶe of FlaŶagaŶ´s aĐhieǀeŵeŶts ǁas to ŵake the ĐoŶŶeĐioŶ 
to Noƌth AŵeƌiĐaŶ eǆpeƌiŵeŶtal ĐiŶeŵa. FlaŶagaŶ Ŷotes the pƌiŵaĐǇ of the iŵage aŶd the 
ĐoŶteŵplaiǀe ŵode of speĐtatoƌship as the deĐisiǀe faĐtoƌs ǁhiĐh seƌǀe as ďoŶds ďetǁeeŶ 
ĐoŶteŵpoƌaƌǇ sloǁ ĐiŶeŵa aŶd its foƌeƌuŶŶeƌs fƌoŵ Noƌth AŵeƌiĐa.ϭϲ But FlaŶagaŶ also sees 
the deŵaƌĐaioŶ liŶe ďetǁeeŶ aƌt ĐiŶeŵa aŶd eǆpeƌiŵeŶtal ĐiŶeŵa, ďoth ǁhiĐh haǀe Ŷouƌished 
ĐoŶteŵpoƌaƌǇ sloǁ ĐiŶeŵa, as the difeƌeŶĐe iŶ aitude toǁaƌds the Ŷaƌƌaiǀe. Wheƌeas aƌt 
ĐiŶeŵa, ǁhiĐh posiioŶs itself as ĐouŶteƌpaƌt to ĐlassiĐal Ŷoƌŵs, sill has ͞a ĐoheƌeŶt ŵode͟ϭϳ 

despite looseŶed ĐausalitǇ, iŶ eǆpeƌiŵeŶtal ĐiŶeŵa ŶaƌƌaiǀitǇ ƌepƌeseŶts just oŶe opioŶ 
aŵoŶgst otheƌs. FlaŶagaŶ ĐoŶiŶues ďǇ staiŶg that ͞EǆpeƌiŵeŶtal ĐiŶeŵa thus teŶds to alight 
upoŶ siŶgulaƌ eǀeŶts ;iŶ isolaioŶ, seƌies oƌ supeƌiŵposiioŶͿ ƌatheƌ thaŶ Ŷaƌƌaiǀes, aŶd its 
eǆpliĐit fuŶĐioŶ is to iŶteƌƌogate ďoth the ilŵiĐ appaƌatus aŶd the speĐtatoƌ’s peƌĐepioŶ of 
those eǀeŶts.͟ ϭϴ

Thus, post-ǁaƌ aƌt ĐiŶeŵa Ŷeǀeƌ eliŵiŶates ŶaƌƌaiǀitǇ ĐoŵpletelǇ.ϭϵ But eǀeŶ ŵoƌe iŵpoƌtaŶtlǇ 
foƌ the ĐoŶteŵpoƌaƌǇ stǇle of sloǁ ĐiŶeŵa is the iŶtƌoduĐioŶ of duƌaioŶ as the ĐoŵpoŶeŶt 
of the ŵoǀiŶg iŵage ͞faƌ ŵoƌe aggƌessiǀelǇ, aŶd iŶ ĐoŶsideƌaďlǇ gƌeateƌ suƌplus͟ϮϬ ďǇ Noƌth 

14 Matthew Flanagan ‘Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film, 2012, 
University of Exeter, p. 4, available at https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed May 
2013).

15 Ibid., p. 8.
16 Ibid., p. 40.
17 David Bordwell Narration in Fiction Film, 1985, p. 228.

18 Matthew Flanagan ‘Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film, 2012, 
University of Exeter, p. 42, available at https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed May 
2013).

19 Ibid., p. 42. 
20 Ibid., p. 43. 
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AŵeƌiĐaŶ eǆpeƌiŵeŶtal ĐiŶeŵa thaŶ ďǇ aƌt ĐiŶeŵa of the saŵe peƌiod - stƌuĐtuƌal ilŵs ďeiŶg 
the ŵost glaƌiŶg eǆaŵples. FlaŶagaŶ uŶdeƌliŶes the iǆed fƌaŵe as a disiŶĐt ĐhaƌaĐteƌisiĐ of this 
ilŵ ĐuƌƌeŶt that has ďeeŶ pƌoduĐiǀe foƌ ĐoŶteŵpoƌaƌǇ sloǁ ĐiŶeŵa, eŶaďliŶg the oďseƌǀaioŶ 
of the sĐeŶe aŶd the eǆteŶded duƌaioŶ.Ϯϭ The efeĐt Đƌeated thƌough the liŶkiŶg of these tǁo 
eleŵeŶts is that the ǀisual iŵage ďeĐoŵes a diƌeĐt aŶd uŶŵediated ƌepƌeseŶtaioŶ of ƌealitǇ.ϮϮ 

FlaŶagaŶ ƌegaƌds the stƌuĐtuƌal ilŵs of AŶdǇ Waƌhol, as theǇ ƌepƌeseŶt a hǇpeƌďoliĐ appƌoaĐh 
to this oďseƌǀaioŶal stƌategǇ, of ĐeŶtƌal iŶlueŶĐe to sloǁ ĐiŶeŵa.Ϯϯ

That theƌe is a diƌeĐt, tƌaĐeaďle liŶk ďetǁeeŶ stƌuĐtuƌal ilŵ aŶd sloǁ ĐiŶeŵa, as the ĐoŶĐept 
is heƌeǁith eŵploǇed, is alƌeadǇ eǆeŵpliied iŶ FlaŶagaŶ’s thesis. “o, foƌ eǆaŵple, iŶ the 
Đhapteƌ aďout the iŶlueŶĐe of Waƌhol´s ilŵ Eŵpire ;ϭϵϲϰͿ oŶ the folloǁiŶg geŶeƌaioŶs of 
ilŵŵakeƌs he Ƌuotes ApiĐhatpoŶg Weeƌasathakul,Ϯϰ ǁho is aŵoŶg the pƌiŵe eǆaŵples foƌ 
this pƌeseŶt studǇ. IŶ ƋuoiŶg ApiĐhatpoŶg FlaŶagaŶ Đlaiŵs that the featuƌe of Waƌhol´s ǁoƌk 
that has ŵost iŶlueŶĐed ĐoŶteŵpoƌaƌǇ sloǁ ĐiŶeŵa is his ͞sustaiŶed, ĐoŶteŵplaiǀe ateŶioŶ 
to the ƌegistƌaioŶ of light aŶd ŵiŶoƌ detail oǀer iŵe .͟Ϯϱ This oďseƌǀaioŶal pƌaĐiĐe Ǉields a 
ĐoŶteŵplaiǀe speĐtatoƌial pƌaĐiĐe.

Hoǁeǀeƌ, as ǁill ďe outliŶed iŶ the Đhapteƌs to Đoŵe, theƌe is ŵoƌe thaŶ oŶe possiďilitǇ of hoǁ 
to Đoŵe to teƌŵs ǁith sloǁ ĐiŶeŵa. Though all of these ŵodes iŵplǇ the speĐtatoƌ´s ƌeadiŶess 
foƌ this ͞ĐoŶteŵplaiǀe pƌaĐiĐe ,͞ it ĐaŶ oŶlǇ ďe ƌegaƌded as aŶ uŵďƌella teƌŵ foƌ ŵoƌe ǀaƌied 
appƌoaĐhes to these highlǇ ĐhalleŶgiŶg ilŵs.

BǇ appealiŶg to ĐoŶteŵplaioŶ aŶd the ĐoŶsĐious eǆpeƌieŶĐe of the pƌeseŶt ŵoŵeŶt, the sloǁ 
ĐiŶeŵa ĐuƌƌeŶt its iŶto the oǀeƌall teŶdeŶĐǇ to pƌaise deĐeleƌaioŶ iŶ all spheƌes of life, Ŷot oŶlǇ 
iŶ the aƌts. This tƌeŶd toǁaƌds sloǁŶess ĐaŶ ďe oďseƌǀed at least siŶĐe the eŶd of the ϭϵϴϬs, 
aŶd the Ŷeǆt suďĐhapteƌ ǁill outliŶe the ĐoŵŵoŶ featuƌes all these Ŷuŵeƌous ŵoǀeŵeŶts 
shaƌe.

ϭ.ϯ. EǀerythiŶg sloǁ: froŵ sloǁŶess as a lifestyle to sloǁ ĐriiĐisŵ

IŶĐƌeasiŶglǇ diǀeƌse sloǁŶess ŵoǀeŵeŶts, as a ƌeaĐioŶ to aĐĐeleƌaioŶ doŵiŶaiŶg ŵaŶǇ 
aspeĐts of dailǇ life, ĐaŶ ďe oďseƌǀed duƌiŶg the last tǁo deĐades. It is soŵeiŵes haƌd to 
fathoŵ ǁhat all these sloǁ-ŵoǀeŵeŶts haǀe iŶ ĐoŵŵoŶ.
This Đhapteƌ ǁill puƌsue the issue of sloǁŶess thƌoughout difeƌeŶt disĐipliŶes aŶd difeƌeŶt 

21 Matthew Flanagan ‘Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film, 2012, 
University of Exeter, p. 44, available at https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed May 
2013).

22 Ibid., p. 45. 
23 Ibid., p. 48-49. 
24 Ibid., p. 51. 
25 Ibid., p. 50-51. 
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aspeĐts of ouƌ liǀes. IŶ doiŶg so, I’ll eŶdeaǀouƌ to aǀoid histoƌiĐal fallaĐǇ – the assuŵpioŶ that 
tǁo eǀeŶts oĐĐuƌƌiŶg at the saŵe iŵe aƌe ŶeĐessaƌilǇ ƌelated to eaĐh otheƌ.Ϯϲ 

Fiƌst of all, Sight and Sound editoƌ NiĐk Jaŵes ĐoŶfesses fƌaŶklǇ that the ĐoŶĐept of sloǁ ĐiŶeŵa 
is ďoƌƌoǁed fƌoŵ the “loǁ Food ŵoǀeŵeŶt.Ϯϳ 

The iŶteƌŶaioŶal “loǁ Food ŵoǀeŵeŶt ǁas fouŶded iŶ ϭϵϴϵ iŶ Paƌis, although the iƌst sloǁ 
food oƌgaŶizaioŶs ǁeƌe estaďlished iŶ ItalǇ duƌiŶg the ϭϵϳϬs. The ŵaiŶ pƌiŶĐiples of this 
ŵoǀeŵeŶt aƌe sloǁŶess, leisuƌe, aŶd healthǇ, pleasuƌaďle aŶd ƌegioŶal food.Ϯϴ

The “loǁ Food ŵoǀeŵeŶt iŶ ItalǇ staƌted as a ƌeaĐioŶ to the opeŶiŶg of McDoŶald͛s 

ƌestauƌaŶts iŶ ItalǇ iŶ the ŵid-ϴϬs. Ateƌǁaƌds Caƌlo PetƌiŶi, the fouŶdeƌ aŶd pƌesideŶt of the 
“loǁ Food ŵoǀeŵeŶt, iŶsisted that theǇ Ŷeǀeƌ sought to ďatle McDoŶalds aŶd fast-food, 
aŶǇ sloǁ-ŵoǀeŵeŶt ĐaŶŶot ďe disĐussed ǁithout ŵeŶioŶiŶg its ĐouŶteƌpaƌt – all thiŶgs fast. 
The GeƌŵaŶ eĐoŶoŵist Fƌitz Reheis, iŶ his ďook Die Kreaiǀität der LaŶgsaŵkeit, iŶteƌpƌets 
faĐts fƌoŵ difeƌeŶt doŵaiŶs as eǀideŶĐe foƌ his thesis that ouƌ ĐiǀilizaioŶ is oŶ the ǀeƌge of 
a ŵeltdoǁŶ Đaused ďǇ aĐĐeleƌaioŶ. He deteĐts this pƌoĐess, ǁhiĐh ďegaŶ ǁith the IŶdustƌial 
ReǀoluioŶ, oŶ thƌee leǀels: Ŷatuƌe, Đultuƌe ;aka soĐietǇͿ aŶd iŶdiǀidual peƌsoŶa.Ϯϵ 

IŶ oƌdeƌ foƌ soĐietǇ to esĐape the ŵeltdoǁŶ Reheis deĐlaƌes the ĐoŶĐept of the eĐologǇ of 
iŵe, ŵeaŶiŶg that eaĐh sǇsteŵ – eitheƌ Ŷatuƌe, Đultuƌe oƌ eaĐh iŶdiǀidual – has to iŶd the 
iŵe fƌaŵe Ŷeeded foƌ difeƌeŶt pƌoĐesses iŶ oƌdeƌ to pƌospeƌ.ϯϬ At aŶǇ ƌate, it ŵeaŶs sloǁiŶg 
doǁŶ the paĐe. IŶ the Đase of eĐoŶoŵiĐs it ǁould ŵeaŶ that iŶstead of geŶeƌaiŶg ŵoƌe aŶd 
ŵoƌe ŵoŶeǇ, it ǁould ƌepƌoduĐe life – ǁithiŶ Ŷatuƌe aŶd of aŶǇ iŶdiǀidual.ϯϭ

“uƌpƌisiŶglǇ, the GeƌŵaŶ Ŷaŵe foƌ this deĐeleƌaioŶ – EŶtsĐhleuŶiguŶg – ǁas used foƌ the iƌst 
iŵe oŶlǇ iŶ ϭϵϳϵ ďǇ psǇĐhologist JüƌgeŶ ǀoŵ “Đheidt iŶ his ďook SiŶgles. AlleiŶseiŶ als ChaŶce 
des Lebens. p. ϵϴ.ϯϮ That ǁe aƌe all iŵe siĐk ǁas iƌst pƌoŶouŶĐed ďǇ AŵeƌiĐaŶ phǇsiĐiaŶ LaƌƌǇ 
DosseǇ iŶ ϭϵϴϮ. ͞Tiŵe is geiŶg aǁaǇ, that theƌe isŶ’t eŶough of it aŶd that Ǉou ŵust pedal 
fasteƌ aŶd fasteƌ to keep up.͟ 33 As Caƌl HoŶoƌé puts it, speed is Ŷot alǁaǇs the ďest poliĐǇ.34

As aĐĐeleƌaioŶ afeĐts us diƌeĐtlǇ thƌough e-ŵailiŶg aŶd otheƌ iŶfoƌŵaioŶal oǀeƌload, theƌe is 
Ŷot oŶlǇ a Đall foƌ sloǁeƌ ĐoŵŵuŶiĐaioŶs, ďut also guideďooks oŶ hoǁ to sloǁ the paĐe iŶ ouƌ 

26 Donald Crafton Foreword in Angela Dalle Vacche (ed.) The Visual Turn. Classical Film Theory and Art 
History. New Brunswick, 2003, p. IX.
27 Nick James Passive Aggressive. In: Sight& Sound, April 2010, p. 5.

28 Carlo Petrini Slow Food. Geniessen mit Verstand, Zurich, 2001, p. 29.

29 Fritz Reheis Die Kreativität der Langsamkeit. Neuer Wohlstand durch Entschleunigung, Darmstadt, 1998.
30 Fritz Reheis Die Kreativität der Langsamkeit. Neuer Wohlstand durch Entschleunigung, Darmstadt, 1998, p. 
140.

31 Fritz Reheis Befreiung vom Turboprinzip. Die Diktatur des Geldes und die Perspektive einer Ökologie der 
Zeit in Marcus Brüderlin (ed.) Die Kunst der Entschleunigung. Bewegung und Ruhe in der Kunst von Caspar 
David Friedrich bis Ai Weiwei, Ostildern, 2011, p. 17.
32 Markus Brüderlin Avantgarde der Entschleunigung. Bewegung und Ruhe in der Kunst der Moderne von 
Goethe über Caspar David Friedrich bis Ai Weiwei in Marcus Brüderlin (ed.) Die Kunst der Entschleunigung. 
Bewegung und Ruhe in der Kunst von Caspar David Friedrich bis Ai Weiwei. Ostildern, 2011, p. 61.
33 Carl Honoré In Praise of Slowness: Challenging the Cult of Speed, New York, 2005, p. 3.

34  Ibid., p. 4
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dailǇ liǀes35, iŶĐludiŶg sloǁ gaƌdeŶiŶg, sloǁ faŵilǇ liǀiŶg, aŶd eǀeŶ sloǁ seǆ.36 “uĐh ŵaŶuals 
also suggest to stop ŵulitaskiŶg, aŶd saǇ ͞Ŷo͟ to eǀeŶts ǁheŶ it’s geiŶg to ďe too ŵuĐh. 
These aƌe all stƌategies foƌ gaiŶiŶg ŵoƌe iŵe, loǁeƌiŶg the stƌess leǀel, aŶd ďƌeakiŶg the Đult of 
speed. As ItaliaŶ ŵedia theoƌist FƌaŶĐo Beƌaƌdi puts it ͞[..] the teĐhŶologǇ is Ŷot the pƌoďleŵ, 
ďut the ĐoŵďiŶaioŶ of iŶfoƌŵaioŶ aŶd ĐoŵpeiioŶ. We ŵust agaiŶ ďeĐoŵe ŵasteƌs of ouƌ 
iŵe͟ϯϳ

ChƌisiaŶ GeǇeƌ hightlights aŶotheƌ eǆtƌeŵe of this tƌeŶd iŶ FraŶkfurter AllgeŵeiŶe ZeituŶg: 

͞EŶtsĐhleuŶiguŶg ist zuŵ HeilsǀeƌspƌeĐheŶ eiŶeƌ alles zusaŵŵeŶƌühƌeŶdeŶ Kultuƌkƌiik 
geǁoƌdeŶ.͟ ϯϴ, aŶd he suggests ǁe should tƌǇ to esĐape the teŶdeŶĐǇ to ǀieǁ eǀeƌǇthiŶg fast as 
eǀil. But theƌe is also a daƌk side of sloǁŶess – it has alƌeadǇ geŶeƌated a huge ŵaƌket, so that 
sloǁŶess has tuƌŶed iŶto a ĐoŵŵoditǇ.ϯϵ

AŶ aƌt eǆhiďiioŶ at the KuŶstŵuseuŵ Wolfsďuƌg ;GeƌŵaŶǇͿ eŶitled Die KuŶst der 
EŶtschleuŶiguŶg (The Art of DeceleraioŶͿ ďƌoaĐhes this issue iŶ a ŵoƌe deliĐate ŵaŶŶeƌ. The 
authoƌs of the eǆhiďiioŶ ŵaiŶtaiŶ that iŶ ŵodeƌŶ aƌt oŶe ĐaŶŶot thiŶk aĐĐeleƌaioŶ ǁithout 
deĐeleƌaioŶ. Theƌefoƌe, iŶ the ƌealŵ of aƌts, ǀieǁiŶg the teŶdeŶĐies as eŶeŵies is Ŷot fƌuiful. 
Paƌallel to ŵoioŶ theƌe has alǁaǇs ďeeŶ ĐalŵŶess.ϰϬ The GeƌŵaŶ pƌofessoƌ of Đultuƌal theoƌǇ, 
Haƌtŵut Böhŵe, eǆpƌesses the saŵe thesis – if ǁe pit sloǁŶess agaiŶst paĐe aŶd haŶdle it as a 
ďiŶaƌǇ opposiioŶ, ǁe ǁill suƌelǇ peƌpetƌate eƌƌoƌ iŶ ƌeasoŶiŶg.ϰϭ Both ŵodes of aƌt haǀe theiƌ 
eligiďilitǇ, aŶd oŶlǇ thƌough that ĐaŶ ǁe seĐuƌe a diǀeƌsitǇ of foƌŵs.ϰϮ

“oĐiologist Haƌtŵut Rosa, a leadiŶg iguƌe iŶ GeƌŵaŶ disĐussioŶs aďout aĐĐeleƌaioŶ iŶ ouƌ 
soĐietǇ, aĐkŶoǁledges aƌt as haǀiŶg a ǀeƌǇ speĐial plaĐe iŶ the ǁoƌld. NaŵelǇ, aƌt is a foƌuŵ 
ǁheƌe aŶotheƌ eǆpeƌieŶĐe of iŵe is possiďle. OteŶ aƌt ĐoŶsĐiouslǇ deĐides to ofeƌ sloǁŶess 

35 For example, Christine Louise Hohlbaum The Power of Slow. 101 Ways to save Time in Our 24/7 World, New 
York, 2009.

36 For more on this subject see Carl Honoré In Praise of Slowness: Challenging the Cult of Speed, New York, 
2005.

37 Quoted in Geert Lovink Was uns wirklich krank macht in Frankfurter Allgemeine Zeitung, 26.06.2010, 
available at http://www.faz.net/aktuell/feuilleton/debatten/digitales-denken/informationsueberlutung-was-uns-
wirklich-krank-macht-1595689.html#Drucken (Accessed 04.05.2012)
38 Geyer, Christia Beschleunigung ist nicht das Problem in Frankfurter Allgemeine Zeitung 11.01.2012 
http://www.faz.net/aktuell/feuilleton/debatten/kritik-eines-heilsversprechens-beschleunigung-ist-nicht-das-
problem-11600490.html  (Accessed 07.06.2012)

39 Wolfgang Ullrich Einmassierte Ideen. Die Befreiung des `slow painting` aus den Mechanismen 
antimodernistischen Denkens in Markus Heinzelmann, Wolfgang Ullrich, Heinz Knobeloch (eds.) Slow 
Paintings, Nuremberg, 2009, p. 37.

40 Markus Brüderlin Vorwort in Marcus Brüderlin (ed.) Die Kunst der Entschleunigung. Bewegung und Ruhe in 
der Kunst von Caspar David Friedrich bisAi Weiwei. Ostildern, 2011, p. 8.
41 Hartmut Böhme Wollen wir in einem posthumanen Zeitalter leben? Geschwindigkeit und Verlangsamung in 
unserer Kultur in Marcus Brüderlin (ed.) Die Kunst der Entschleunigung. Bewegung und Ruhe in der Kunst von 
Caspar David Friedrich bis Ai Weiwei, Ostildern, 2011, p. 4.
42 Wolfgang Ullrich Einmassierte Ideen. Die Befreiung des `slow painting` aus den Mechanismen 
antimodernistischen Denkens in Markus Heinzelmann, Wolfgang Ullrich, Heinz Knobeloch (eds.) Slow 
Paintings 2009, p. 37.
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aŶd paieŶĐe iŶstead of speed aŶd siŵulaioŶ.43

Tǁo deĐisiǀe eǀeŶts iŶ aƌt histoƌǇ that took plaĐe paƌallel to eaĐh otheƌ illustƌate this 
ĐohaďitaioŶ. IŶ ϭϵϬϵ, the Futuƌist MaŶifesto ǁas puďlished iŶ Paƌis.  Its authoƌ, poet Filippo 
Toŵasso MaƌiŶei ǁƌote:

We deĐlaƌe that the spleŶdoƌ of the ǁoƌld has ďeeŶ eŶƌiĐhed ďǇ a Ŷeǁ ďeautǇ: the 
ďeautǇ of speed. A ƌaĐiŶg autoŵoďile ǁith its ďoŶŶet adoƌŶed ǁith gƌeat tuďes like 
seƌpeŶts ǁith eǆplosiǀe ďƌeath ... a ƌoaƌiŶg ŵotoƌ Đaƌ ǁhiĐh seeŵs to ƌuŶ oŶ ŵaĐhiŶe-
guŶ iƌe, is ŵoƌe ďeauiful thaŶ the ViĐtoƌǇ of “aŵothƌaĐe.44

 

At the saŵe poiŶt iŶ iŵe, ItaliaŶ paiŶteƌ Gioƌgio de ChiƌiĐo paiŶted his pitura ŵetaisica45, 
ĐoŶtaiŶiŶg ƌefeƌeŶĐes to the ŵǇthiĐal ǁoƌld of ĐlassiĐal aŶiƋuitǇ. MaƌĐus BƌüdeƌliŶ, the Đuƌatoƌ 
of the Die KuŶst der EŶtschleuŶiguŶg eǆhiďiioŶ, puts de ChiƌiĐo iŶ ĐoŶteǆt ǁith ĐlassiĐal 
ŵodeƌŶisŵ. IŶ ĐoŵpaƌisoŶ to the dǇŶaŵiĐ paiŶiŶgs of the futuƌist ŵoǀeŵeŶt, the paiŶiŶgs 
of de ChiƌiĐo eǆude aŶ atŵospheƌe of eŵpiŶess. These paiŶiŶgs appeaƌ to ďe Đalŵ, ďut deep 
doǁŶ theǇ pƌojeĐt a disƋuiet that seeŵs to ĐoŶtaiŶ soŵethiŶg thƌeateŶiŶg. De ChiƌiĐo’s aƌt 
ƌeleĐts a dƌeaŵ ǁoƌld full of suspeŶse ǁith all its feaƌs aŶd ĐƌaǀiŶgs.46 BƌüdeƌliŶ ĐoŶŶeĐts de 
ChiƌiĐo ǁith the suƌƌealists, aŶd theƌefoƌe – ǁith ĐlassiĐal ŵodeƌŶisŵ.
“iŶĐe the ϭϵϱϬs theƌe has ďeeŶ a teŶdeŶĐǇ toǁaƌds sloǁ paiŶiŶg iŶ the aƌt ǁoƌld, ďut it is 
Ŷot a sustaiŶaďle ŵoǀeŵeŶt ǁith ŵaŶifestos. “loǁ paiŶiŶg takes oŶ seǀeƌal foƌŵs. It ĐaŶ ďe 
a ǀeƌǇ laďouƌ-iŶteŶsiǀe appliĐaioŶ of Đolouƌ ;like iŶ the paiŶiŶgs of Ad ReiŶhaƌdt oƌ TuƌŶeƌ 
pƌize ǁiŶŶeƌ Toŵŵa AďtsͿ. It ĐaŶ ďe a life-loŶg pƌojeĐt like those of OŶ Kaǁaƌa aŶd RoŵaŶ 
Opalka, ǁheƌe eaĐh paiŶiŶg is a paƌt of a ďiggeƌ sǇsteŵ lasiŶg thƌoughout the life of aŶ aƌist. 
Oƌ, paiŶiŶg as a pƌojeĐt ǁhose suŵ paƌts aƌe spƌead aĐƌoss difeƌeŶt ĐouŶtƌies aŶd deputed to 
ŵaŶǇ otheƌ paiŶteƌs ;like iŶ ǁoƌks of JoŶathaŶ MoŶkͿ.ϰϳAs oŶe of the Đuƌatoƌs of the eǆhiďiioŶ 
Sloǁ PaiŶiŶgs iŶ Museuŵ MoƌsďƌoiĐh ƌightlǇ eŵphasizes, as sloǁ paiŶiŶg highlights the 
peƌfoƌŵaŶĐe-ƌelated aspeĐt of this aƌt foƌŵ, it is Ƌuite Đlose to ĐoŶĐeptual aƌt.ϰϴ

IŶ oƌdeƌ to shoǁ a ĐaŶoŶiĐal ĐoŶfƌoŶtaioŶ ďetǁeeŶ sloǁ aŶd fast paiŶiŶg, the aĐioŶ paiŶiŶgs 

43 Ute Ruhkamp, Marcus Brüderlin Hechelnde Politiker, crashende Finanzmärkte, chaotisches Schwingen, 
Burn-out, ewiges Leben. Interview mit dem Soziologen Hartmut Rosa, in Marcus Brüderlin (ed.) Die Kunst der 
Entschleunigung. Bewegung und Ruhe in der Kunst von Caspar David Friedrich bis Ai Weiwei, Ostildern, 2011, 
p. 11.

44 Filippo Tomasso Marinetti The Futurist Manifesto [1909], available at http://cscs.umich.edu/~crshalizi/
T4PM/futurist-manifesto.html (Accessed May 2012).

45 Markus Brüderlin Avantgarde der Entschleunigung. Bewegung und Ruhe in der Kunst der Moderne von 
Goethe über Caspar David Friedrich bis Ai Weiwei in Marcus Brüderlin (ed.) Die Kunst der Entschleunigung. 
Bewegung und Ruhe in der Kunst von Caspar David Friedrich bis Ai Weiwei, Ostildern, 2011, p. 19-20.
46 Markus Brüderlin Avantgarde der Entschleunigung. Bewegung und Ruhe in der Kunst der Moderne von 
Goethe über Caspar David Friedrich bis Ai Weiwei, in Marcus Brüderlin (ed.) Die Kunst der Entschleunigung. 
Bewegung und Ruhe in der Kunst von Caspar David Friedrich bis Ai Weiwei, Ostildern, 2011, p. 21.
47 Markus Heinzelmann Vorwort in Markus Heinzelmann, Wolfgang Ullrich, Heinz Knobeloch (eds.) Slow 
Paintings, Nuremberg, 2009, p. 7.

48 Ibid., p. 7.
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of JaĐksoŶ PollaĐk ĐaŶ ďe ĐoŶtƌasted ǁith those of Maƌk Rothko.ϰϵ

WithiŶ ilŵ, DaŶa LiŶsseŶ, editoƌ-iŶ-Đhief of DutĐh iŶdepeŶdeŶt ilŵ ŵagaziŶe De FilŵkraŶt, 
launched the Sloǁ Criicisŵ Project iŶ ϮϬϬϵ. The Sloǁ Criicisŵ Project ǁas eŶǀisioŶed as a 
ĐouŶteƌďalaŶĐe to the ĐoŵŵodiiĐaioŶ of ilŵ ĐƌiiĐisŵ, ǁhiĐh has ďeĐoŵe a ŵaƌkeiŶg tool 
foƌ ilŵ pƌoduĐioŶ ĐoŵpaŶiesϱϬ as of late. “he states that it is Ŷo loŶgeƌ the ilŵ ĐƌiiĐ ǁho sets 
the ageŶda, ďut the sĐhedules of ilŵ fesiǀals, the ƌelease dates of ilŵs, the aďilitǇ of staƌs 
aŶd the faǀouƌs of puďliĐists.ϱϭ “he ǁaŶts to ďƌeak this ĐǇĐle ďǇ ofeƌiŶg up the possiďilitǇ of 
puďlishiŶg aƌiĐles iŶ heƌ ŵagaziŶe’s Sloǁ CiŶeŵa issue ;puďlished eaĐh Ǉeaƌ foƌ the Roteƌdaŵ 
Filŵ FesiǀalͿ. These aƌiĐle aƌe like Đƌies fƌoŵ the heaƌt oƌ, as she puts it, ͞ǁaǇǁaƌd aƌiĐles͟ 
ǁith ďuƌŶiŶg ǁoƌds that seldoŵ iŶd theiƌ ǁaǇ to pƌiŶt.ϱϮ

IŶ ϮϬϭϭ, DaŶa LiŶsseŶ suŵŵaƌizes Slow Criicisŵ as folloǁs: 

That kiŶd of ĐƌiiĐisŵ is akiŶ to iŵpƌoǀisaioŶal ŵusiĐ, it has a kiŶd of iŵŵediaĐǇ aŶd 
uƌgeŶĐǇ, ďased oŶ kŶoǁledge aŶd skills, ďut alǁaǇs opeŶ to the ƌadiĐal otheƌŶess of 
ǁhat oŶe ŵight eŶĐouŶteƌ aloŶg the ǁaǇ. That, iŶdeed, is a ŵoƌal ƌespoŶsiďilitǇ. It is 
ĐƌiiĐal aĐiǀisŵ aŶd poliiƋue des ĐƌiiƋues.53

 

IŶ shoƌt, it has to ďe aŶ iŶ-depth aŶalǇsis of ilŵ iŶstead of ĐƌiiĐisŵ doŵiŶated ďǇ ͞aŶ iŶǁaƌd-
lookiŶg, ǁoƌshipful faŶ-ďoǇ ĐoŶiŶgeŶt ŵoƌe iŶteƌested iŶ iŶdiŶg eǀeŶ ŵoƌe oďsĐuƌe diƌeĐtoƌs 
to deifǇ.͟ 54

The ƋuesioŶ of sloǁ ĐƌiiĐisŵ is iŶeǀitaďlǇ ĐoŶŶeĐted to the ilŵs of sloǁ ĐiŶeŵa, as ŵaŶǇ 
of the ilŵs aŶd authoƌs disĐussed oŶ the pages of the Sloǁ Criicisŵ Project ďeloŶg to this 
ŵoǀeŵeŶt. These ilŵs Ŷeed iŵe to eǀolǀe aŶd theƌefoƌe faǀouƌ the loŶg take. Wheƌeas 
the suďjeĐt of loŶg take ǁill ďe looked at iŶ aŶotheƌ Đhapteƌ of the disseƌtaioŶ, the pƌoďleŵ 
ǁith sloǁ ĐƌiiĐisŵ has to ďe addƌessed. NaŵelǇ, as DaŶa LiŶsseŶ asseƌts, if Ǉou as a ĐƌiiĐ 
daƌe to ǁƌite aďout sloǁ ilŵs Ǉou oteŶ haǀe to staƌt Ǉouƌ ĐƌiiĐisŵ ǁith aŶ eǆĐuse55, ďeĐause 
ǁatĐhiŶg these sloǁ ilŵs takes up so ŵuĐh of the pƌeĐious iŵe iŶ the ǀieǁeƌ’s life. Heƌe ǁe 
eŶĐouŶteƌ the saŵe uŶdeƌstaŶdiŶg of iŵe as the Đall foƌ sloǁiŶg doǁŶ the paĐe; ŶaŵelǇ, 
the uŶdeƌstaŶdiŶg of iŵe as ǀalue aŶd ŵoŶeǇ ;BeŶjaŵiŶ FƌaŶkliŶͿ. DaŶa LasseŶ ĐoƌƌeĐtlǇ 
aĐkŶoǁledges though, that as ĐiŶeŵa is a iŵe-ďased aƌt it’s a stƌaŶge paƌadoǆ if oŶlǇ a fast 

49 Uta Ruhkamp Von der Emotion zur Kontemplation. Das Museum als Ort der Entschleunigung, in Marcus 
Brüderlin (ed.) Die Kunst der Entschleunigung. Bewegung und Ruhe in der Kunst von Caspar David Friedrich 
bis Ai Weiwei, Ostildern, 2011, p. 15.
50 Dana Linssen Introducing: Slow Criticism in Filmkrant, 2009, available at http://www.ilmkrant.nl/
slowcriticism_2009 (Accessed 06.06.2012).

51 Ibid.
52 Ibid.
53 Dana Linssen Out of the Comfort Zone in Filmkrant, 2011, available at http://www.ilmkrant.nl/
slowcriticism_2011 (Accessed 06.06.2012).

54 Nick James Passive aggressive in Sight and Sound, April 2012, Vol. 20, Issue 4, p. 5.
55 Dana Linssen Short Takes on Long Takes Criticism in Filmkrant, 2009, available at http://www.ilmkrant.nl/
slowcriticism_2009/6798 (Accessed 06.06.2012).
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ilŵ is a good ilŵ.56 “he ďelieǀes that people ǁaŶt ilŵs to ďe oǀeƌlǇ fast iŶ oƌdeƌ to haǀe ŵoƌe 
iŵe to speŶd just liǀiŶg. Thus ͞MaǇďe ǁe should saǇ that ilŵ is a `iŵe ǁaste aƌt`; ŵaǇďe 
ǁe should saǇ that ilŵ is a `iŵe pass aƌt`.͟ ϱϳ But haǀiŶg ŵoƌe iŵe let foƌ otheƌ thiŶgs does 
Ŷot ŵeaŶ that ǁe haǀe ŵoƌe spaƌe iŵe - this has ďeeŶ ǀeƌǇ peƌsuasiǀelǇ aƌgued ďǇ ǀaƌious 
pƌophets of sloǁŶess ŵoǀeŵeŶts. IŶstead of iŶǀesiŶg all this spaƌe iŵe iŶ doiŶg ŶothiŶg, ǁe 
iŶǀest it iŶ oŶliŶe ĐoŵŵuŶiĐaioŶs, etĐ., thus peƌpetuaiŶg this ĐiƌĐle of aĐĐeleƌated life speed. 
What ĐoŶŶeĐts all these difeƌeŶt ĐoŶĐepts aŶd hoǁ do theǇ difeƌ? What uŶites ŵost of these 
ĐoŶĐepts is the idea of aŶtagoŶisŵ. Theƌe is a stƌoŶg diǀide ďetǁeeŶ sloǁ aŶd fast: sloǁ food 
ǀeƌsus fast food, sloǁ ĐoŵŵuŶiĐaioŶ ǀeƌsus fast ĐoŵŵuŶiĐaioŶ, sloǁ ĐƌiiĐisŵ ǀeƌsus fast 
ĐƌiiĐisŵ, aŶd so oŶ. OŶe ŶoioŶ is posiiǀe; the otheƌ is seeŶ as aŶtagoŶisiĐ. Vaƌious authoƌs 
Đall foƌ a ďalaŶĐe ďetǁeeŶ the tǁo sides of a pƌoďleŵ that uŶites theŵ. AŶd alŵost all of 
the authoƌs uŶdeƌ ĐoŶsideƌaioŶ aĐkŶoǁledge the ďeŶeits of speed. But ǁe’ǀe ƌeaĐhed aŶ 
edge, aŶd that’s ǁhǇ the Đall foƌ deĐeleƌaioŶ is ĐoŵiŶg at pƌeĐiselǇ this ŵoŵeŶt iŶ iŵe.ϱϴ Our 

oďsessioŶ ǁith speed has goŶe too faƌ.
LookiŶg at the ĐoŵŵoŶ deŶoŵiŶatoƌs that uŶite sloǁ ĐiŶeŵa ǁith otheƌ sloǁŶess ŵoǀeŵeŶts, 
a ƋuotaioŶ ďǇ the fouŶdeƌ of the “loǁ Food ŵoǀeŵeŶt Caƌlo PetƌiŶi is iŶ plaĐe. He states:
͞Deƌ ǁiƌkliĐhe UŶteƌsĐhied zǁisĐheŶ ǀeƌsĐhiedeŶeŶ EƌfahƌuŶgeŶ liegt ŶiĐht iŶ deƌeŶ Daueƌ, 
soŶdeƌŶ daƌiŶ, ǁie aufŵeƌksaŵ, ǁie aĐhtsaŵ uŶd ďeǁusst ǁiƌ sie eƌleďeŶ.͟ ϱϵ IŶ ƌegaƌds to sloǁ 
paiŶiŶg, WolfgaŶg UllƌiĐh also stƌesses the diŵeŶsioŶ of iŵe: thƌoughout the loŶg pƌoĐess of 
ĐƌeaiŶg a ǁoƌk of aƌt, the iŵpoƌtaŶĐe of aƌisiĐ iŶteŶioŶ diŵiŶishes. IŶstead, the iŵe itself 
ďeĐoŵes pƌoŵiŶeŶt.ϲϬ

PƌeĐiselǇ this ĐoŶsĐious peƌĐepioŶ of eǀeƌǇ ŵiŶute speŶt iŶ the ĐiŶeŵa is the ƋualitǇ atested 
to sloǁ ĐiŶeŵa iŶ the ǁateƌshed aƌiĐle ďǇ JoŶathaŶ RoŵŶeǇ iŶ the FeďƌuaƌǇ ϮϬϭϬ issue of Sight 

and Sound ŵagaziŶe: ͞“uĐh ilŵs highlight the ǀieǁiŶg pƌoĐess itself as a ƌeal-iŵe eǆpeƌieŶĐe 
iŶ ǁhiĐh, ideallǇ, Ǉou ďeĐoŵe aĐutelǇ aǁaƌe of eǀeƌǇ ŵiŶute, eǀeƌǇ seĐoŶd speŶt ǁatĐhiŶg.͟ ϲϭ

“o to aŶsǁeƌ the ƋuesioŶ of ǁhǇ duƌaioŶal ĐiŶeŵa popped up at pƌeĐiselǇ this poiŶt iŶ iŵe, 
sloǁ ĐiŶeŵa seeŵed to ďe a ĐatĐhǇ ĐoŶĐept as a Đleaƌ alteƌŶaiǀe to HollǇǁood.ϲϮ

The ŵost iŵpoƌtaŶt aspeĐts of the ĐoŶĐept of sloǁ ĐiŶeŵa, as ǁith otheƌ sloǁŶess ŵoǀeŵeŶts, 
aƌe a ĐƌaǀiŶg foƌ autheŶiĐitǇ aŶd eŵphasis oŶ iŵe. Both ƌeĐeŶtlǇ puďlished disseƌtaioŶs 

56 Dana Linssen Short Takes on Long Takes Criticism in Filmkrant, 2009, available at http://www.ilmkrant.nl/
slowcriticism_2009/6798 (Accessed 06.06.2012). 

57 Ibid. 
58 Carl Honoré In Praise of Slowness: Challenging the Cult of Speed, New York, 2005, p. 4; Hartmut Rosa 
Beschleunigung. Die Veränderung der Zeitstrukturen in der Moderne, Frankfurt am Main, 2005, p. ? ; Reheis, 
Fritz Die Kreativität der Langsamkeit. Neuer Wohlstand durch Entschleunigung., Darmstadt, 1998, p.?.
59 Carlo Petrini Slow Food. Geniessen mit Verstand, Zurich, 2001, p. 50.

60 Wolfgang Ullrich Einmassierte Ideen. Die Befreiung des `slow painting` aus den Mechanismen 
antimodernistischen Denkens in Markus Heinzelmann, Wolfgang Ullrich, Heinz Knobeloch (eds.) Slow 
Paintings 2009, p. 37.

61 Jonathan Romney In Search of Lost Time in Sight & Sound, February 2010, p. 43.

62 Nick James Passive Aggressive in Sight& Sound, April 2010, Vol. 20, Issue 4, p. 5.
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ĐoŶĐeƌŶiŶg sloǁ ĐiŶeŵa ;although this pheŶoŵeŶoŶ is Ŷot alǁaǇs Ŷaŵed as suĐhͿ, aƌe 
ĐoŶĐeƌŶed ǁith pƌeĐiselǇ these tǁo aspeĐts.63 Hoǁeǀeƌ, the appƌoaĐh to the pƌoďleŵ takeŶ 
heƌeǁith is iŶ tƌǇiŶg to ŵodel hoǁ the ǀieǁeƌ ŵakes seŶse of these uŶusual ilŵs. The folloǁiŶg 
Đhapteƌ ǁill iŶtƌoduĐe the aŶalǇiĐal ŵodels applied iŶ these theses aŶd eǆplaiŶ the ĐhoiĐe of 
Đase eǆaŵples. 

63 Matthew Flanagan ‘Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film, 
University of Exeter, 2012, available at https://ore.exeter.ac.uk/repository/handle/10036/4432 (accessed May 
2013), Tiago Magalhães de Luca Realisms of the Senses. Tendency in Contemporary World Cinema, University 
of Leeds, 2011, available at http://etheses.whiterose.ac.uk/1760/ (accessed May 2013).
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2. Methodological Toolkit

2.1. Hypothesis

We ŵake seŶse of the ǁoƌld iŶ the foƌŵ of Ŷaƌƌaiǀes – it is ͞a fuŶdaŵeŶtal ǁaǇ of oƌgaŶiziŶg 
data͟ as Edǁaƌd BƌaŶigaŶ stated.64 It is Ŷot suƌpƌisiŶg theŶ, that siŶĐe ϭϵϬϳ Ŷaƌƌaiǀe ilŵ 
has ďeeŶ the doŵiŶaŶt ŵode of ilŵŵakiŶg.65 It seeŵs to ďe a tƌuisŵ that eaĐh aŶd eǀeƌǇ 
ilŵ is assoĐiated ǁith a Ŷaƌƌaiǀe. TakiŶg this iŶto aĐĐouŶt, it is theŶ uŶdeƌstaŶdaďle that all 
desĐƌipioŶs of sloǁ ĐiŶeŵa uŶdeƌliŶe the peĐuliaƌ appƌoaĐh to Ŷaƌƌaiǀe as oŶe of the ŵaiŶ 
featuƌes of this tǇpe of ilŵ.

IŶ teƌŵs of ŶaƌƌaioŶ iŶ sloǁ oƌ duƌaioŶal ĐiŶeŵa, ilŵ ĐƌiiĐ JoŶathaŶ ‘oŵŶeǇ, ǁho ĐoiŶed 
the teƌŵ, ŵeŶioŶs oŶlǇ oŶe of its ĐhaƌaĐteƌisiĐ. He suƌŵised that sloǁ ĐiŶeŵa ŵiŶiŵizes the 
iŵpaĐt of aŶ eǀeŶt faǀouƌiŶg ŵood iŶstead.66 This ǀague deiŶiioŶ Đalls foƌ a ŵoƌe detailed 
oŶe oŶ the suďjeĐt. IŶteƌesiŶglǇ eŶough, the Ŷaƌƌaiǀe ŵode of sloǁ ĐiŶeŵa is deiŶed 
thƌough the ŶegaioŶ of it. Matheǁ FlaŶagaŶ ǁoŶdeƌs iŶ the iƌst seŶteŶĐes of his thesis 
‘Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film whether 

theƌe is a Ŷaƌƌaiǀe at all.ϲϳ Lateƌ oŶ he states that the eǀeŶts iŶ these ilŵs aƌe ͞diǀoƌĐed fƌoŵ 
Ŷaƌƌaiǀe ƌelaioŶs .͟68 Tiago Magalhães De LuĐa, ǁho has ǁƌiteŶ a doĐtoƌal thesis oŶ a ƌealisiĐ 
teŶdeŶĐǇ iŶ ĐoŶteŵpoƌaƌǇ aƌt ĐiŶeŵa, does Ŷot eǆpliĐitlǇ addƌess sloǁ ĐiŶeŵa, ďut uses the 
saŵe eǆaŵples assoĐiated ǁith this gƌoup of ilŵs. He agƌees ǁith FlaŶagaŶ ďǇ saǇiŶg that the 
Ŷaƌƌaiǀe iŶ the ilŵs Đited iŶ his ƌeseaƌĐh is ďlataŶtlǇ aǀeƌted.ϲϵ

The posiioŶ iŶ this studǇ is iŶ agƌeeŵeŶt ǁith FlaŶagaŶ s͛ thesis that:

IŶ sloǁ ilŵs, ǁheŶ dƌaŵaiĐ ŶaƌƌaiǀitǇ is ejeĐted fƌoŵ iŵage-souŶd situaioŶs, otheƌ 
aspeĐts of the iŵage teŶd to Đoŵe foƌǁaƌd to ill, oƌ deepeŶ, the ǀoid: vision (in the 

foƌŵ of eǆteŶded oďseƌǀaioŶͿ, the depiĐioŶ of eǀeƌǇdaǇŶess, aŶd the pƌoduĐioŶ of 
duƌaioŶ.ϳϬ

Hoǁeǀeƌ, theƌe is a difeƌeŶĐe iŶ agƌeeŵeŶt peƌtaiŶiŶg to his stateŵeŶt that sloǁ ĐiŶeŵa is 
ĐoŵpletelǇ deǀoid of ŶaƌƌaiǀitǇ. The assuŵpioŶ is that this is just a sǁeepiŶg geŶeƌalizaioŶ 
foƌ the sake of ĐoŶǀeŶieŶĐe. “uƌpƌisiŶglǇ, ŶoŶe of the sĐholaƌs ǁho haǀe appƌoaĐhed the issue 
of sloǁ ĐiŶeŵa haǀe deliǀeƌed aŶ iŶ-depth aŶalǇsis of these ƋuiƌkǇ Ŷaƌƌaiǀes. This issue is 
deseƌǀiŶg of ŵoƌe ateŶioŶ, as the ƋuotaioŶs Đited aďoǀe aƌe haƌdlǇ ƌeleĐiǀe of eǀeƌǇthiŶg 

64 Edward Branigan Towards a Pragmatics of Narrative in Jürgen Müller (ed.) Towards a Pragmatics of the 
Audiovisual. Vol. 2, Munster, 1995, p.17-54.
65 Edward Branigan Narrative Comprehension and Film. London, New York, 1992, p. xi
66 Jonathan Romney In Search of Lost Time in Sight & Sound, February 2010, p.43.
67 Matthew Flanagan Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film , 
University of Exeter, 2012, p. 4, https://ore.exeter.ac.uk/repository/handle/10036/4432 

68 Ibid., p. 9. 
69 Tiago Magalhães De Luca Realisms of the Senses. Tendency in Contemporary World Cinema, University of 
Leeds, 2011, available at http://etheses.whiterose.ac.uk/1760/ (accessed May 2013).
70 Matthew Flanagan: Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film , 2012, 
p.100, https://ore.exeter.ac.uk/repository/handle/1003 6/4432 
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suƌƌouŶdiŶg these uŶusual plots. Although these ilŵs aƌe Ŷot dƌiǀeŶ ďǇ the desiƌe to pƌeseŶt 
a Đause-aŶd-efeĐt stoƌǇ, theǇ sill ƌeƋuiƌe a stƌuĐtuƌe that fƌoŵ the outside ďeaƌs Ŷo likeŶess 
to ĐlassiĐal ŵaiŶstƌeaŵ Ŷaƌƌaiǀes. It is pƌoďaďle that the foƌŵal featuƌes of sloǁ ĐiŶeŵa, suĐh 
as loŶg takes aŶd ĐhaƌaĐteƌs ǁith Ŷo psǇĐhologiĐal ŵoiǀaioŶ foƌ theiƌ deeds, haǀe distƌaĐted 
the sĐholaƌs͛ ateŶioŶ aǁaǇ fƌoŵ the faĐt that Ŷaƌƌaiǀe stƌuĐtuƌes aƌe pƌeseŶt iŶ sloǁ ĐiŶeŵa. 
Thus, the ŵaiŶ puƌpose of this pƌojeĐt is to sĐƌuiŶize the plot oƌgaŶizaioŶ of seǀeƌal eǆaŵples 
of sloǁ ĐiŶeŵa, aŶd iŶ doiŶg so oǀeƌthƌoǁ the geŶeƌalizaioŶ that Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ is 
ŵeaŶiŶgless iŶ this tǇpe of ĐiŶeŵa. The hope is also to deŵoŶstƌate that though ǁe eŶĐouŶteƌ 
stƌuĐtuƌed Ŷaƌƌaiǀes iŶ ĐoŶteŵpoƌaƌǇ duƌaioŶal ĐiŶeŵa, iŶ ĐoŵpaƌisoŶ to ŵaiŶstƌeaŵ ilŵs, 
the degƌee of the tellaďilitǇ of aŶ eǀeŶt aŶd the ŶaƌƌaiǀitǇ of the plot haǀe to ďe takeŶ iŶto 
aĐĐouŶt, as do paƌiĐulaƌ ĐogŶiiǀe pƌoĐeduƌes. 

The speĐtatoƌ ǁill thus ďeĐoŵe a poiŶt of ƌefeƌeŶĐe due to the ďelief of the ilŵ ǀieǁiŶg pƌoĐess 
as ĐoŵŵuŶiĐaioŶ ďetǁeeŶ the audieŶĐe aŶd the ilŵ. As ǁill ďe lateƌ eǆplaiŶed, it is Ŷot just 
the leŶgth of the shot aŶd the atŵospheƌe that deiŶes sloǁ ĐiŶeŵa. Moƌe iŵpoƌtaŶt is the 
paĐe of the ŶaƌƌaioŶ as uŶdeƌstood ďǇ the ǀieǁeƌ, ǁhiĐh is deĐisiǀe foƌ the pheŶoŵeŶoŶ. The 
eŵphasis ǁill ďe oŶ ilŵs ǁheƌe the ŶaƌƌaioŶ - fƌoŵ the ǀieǁeƌ s͛ poiŶt of ǀieǁ - deǀelops 
sloǁlǇ, aŶd the deǀiĐes foƌ uŶdeƌstaŶdiŶg the stoƌǇ aƌe deliǀeƌed ǁith delaǇ. This is ŵostlǇ 
ĐoŵďiŶed ǁith sĐeŶe ƌesoluioŶs doŵiŶated ďǇ loŶg takes aŶd shots. The ĐoŶseƋueŶĐe of 
suĐh a Ŷaƌƌaiǀe stƌategǇ is that the ǀieǁeƌ is ƌeleased fƌoŵ the autoŵaisŵ of ƌeĐepioŶ 
pƌedoŵiŶaŶt iŶ staŶdaƌd HollǇǁood ŵoǀies. The faĐt that the autoŵaisŵ of ƌeĐepioŶ is 
eliŵiŶated iŶ sloǁ ilŵs is due to the aƌisiĐ desigŶ of the ilŵ – as ŵeŶioŶed, loŶg shots 
͞ǁheƌe ŶothiŶg happeŶs͟ eǀoke difeƌeŶt suďjeĐiǀe ƌeaĐioŶs fƌoŵ the ǀieǁeƌ. Thus, a fuƌtheƌ 
aiŵ of this studǇ is to ŵodel the theoƌeiĐallǇ difeƌeŶt possiďiliies suĐh ͞peƌǀeƌse͟ ƌeĐepioŶ 
stƌategies of a ilŵ ĐaŶ eǀoke. Hoǁeǀeƌ, iŶ aĐkŶoǁledgiŶg the iŶteƌpƌetaioŶ as the ŵost 
ĐoŵŵoŶ stƌategǇ Ŷot oŶlǇ foƌ ĐoŵiŶg to gƌips ǁith aŶǇ ilŵ, ďut also as Đoƌe to ilŵ studies, the 
iŶteŶt iŶ this pƌojeĐt is Ŷot to take the appƌoaĐh of ͞ďusiŶess as usual.͟  This thesis ǁill iŶstead 
ateŵpt to suggest alteƌŶaiǀes iŶ appƌoaĐhiŶg these Ŷaƌƌaiǀes, takiŶg the iŶteƌpƌetaioŶ as a 
gƌaŶted.
The ĐoŶĐept of the ǀieǁeƌ iŶ ŵiŶd is situated ďetǁeeŶ the ideal ƌeadeƌ aŶd the eǆpeƌieŶĐes 
of aĐtual speĐtatoƌs. CoŵŵuŶiĐaioŶ heƌeiŶ is ĐoŶsideƌed a ƌeĐipƌoĐal pƌoĐess ǁheƌe the teǆt 
;ilŵ iŶ this ĐaseͿ eǀokes ĐeƌtaiŶ efeĐts oŶ the ǀieǁeƌ. As the ĐoŶstƌuĐioŶ of the ilŵ leaǀes 
huge ƌooŵ foƌ fƌee assoĐiaioŶ, the audieŶĐe ĐaŶ deǀelop seǀeƌal alteƌŶaiǀes of hoǁ to deal 
ǁith it. Thus, the ǀieǁeƌ iŶǀests iŶteƌpƌetaioŶs iŶto the stoƌǇ the ilŵŵakeƌs did Ŷot foƌesee. 
The guidiŶg liŶe is that Ŷo ŵateƌ ǁhiĐh soƌt of ĐiŶeŵa is uŶdeƌ ĐoŶsideƌaioŶ, the ǀieǁeƌ is 
alǁaǇs steeƌed ďǇ the ǁish to uŶdeƌstaŶd the ilŵ, oƌ at least to iŶd a ǁaǇ hoǁ to Đope ǁith 
it. Oƌ as Meiƌ “teƌŶďeƌg states, a Ŷaƌƌaiǀe alǁaǇs has to ďe seeŶ iŶ a ͞iŶ a puƌposiǀe light.͟ ϳϭ 

71 Meir Sternberg Narrativity: From Objectivist to Functional Paradigm in Poetics Today, 31:3 (Fall 2010), 
p.638.
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This pƌojeĐt is a fuŶĐioŶal appƌoaĐh to the aŶalǇsis of sloǁ ĐiŶeŵa, ĐoŵďiŶiŶg ŵethods 
aŶd ĐoŶĐepts steŵŵiŶg ŵostlǇ fƌoŵ post-ĐlassiĐal ŶaƌƌatologǇ, ĐogŶiiǀisŵ aŶd ĐogŶiiǀe 
pƌagŵaiĐs.

To ďegiŶ: the aƌguŵeŶt that the ĐogŶiiǀe pƌoĐesses ǁhiĐh take plaĐe duƌiŶg the ǀieǁiŶg of a 
sloǁ ilŵ aƌe the saŵe as duƌiŶg a ŵaiŶstƌeaŵ ilŵ. The difeƌeŶĐe is ǁithiŶ the aƌtǁoƌks͛ iŶŶeƌ 
stƌuĐtuƌes. But ǁe applǇ the saŵe ĐogŶiiǀe sĐheŵata iŶ oƌdeƌ to uŶdeƌstaŶd the Ŷaƌƌaiǀe, 
sĐheŵata ďeiŶg aŶ ͞oƌgaŶized Đlusteƌs of kŶoǁledge [that] guide ouƌ hǇpothesis ŵakiŶg.͟ ϳϮ  

Daǀid Boƌdǁell, iŶ his Sketch for a Psychology of Filŵic PercepioŶ aŶd CogŶiioŶϳϯ, iŶtƌoduĐes 
ǀaƌious kiŶds of sĐheŵata: pƌototǇpes ;to ideŶifǇ iŶdiǀidual ŵeŵďeƌs of a paƌiĐulaƌ ĐlassϳϰͿ, 
teŵplates ;to ideŶifǇ pateƌŶs - iŶ a ilŵ plot suĐh a pateƌŶ ǁould ďe the so-Đalled ͞ĐaŶoŶiĐal 
stoƌǇ ,͟ ǁhiĐh is a teŵplate foƌ oƌgaŶiziŶg ĐausalitǇ aŶd iŵe ǁithiŶ a stoƌǇϳϱ - the fouƌ-aĐt-
sĐheŵa ďǇ KƌisiŶ ThoŵpsoŶ, ǁhiĐh ǁill ďe applied lateƌ oŶ, is suĐh a teŵplateͿ, oƌ pƌoĐeduƌal 
pateƌŶs ;that iŵplǇ all leaƌŶed skills suĐh as ƌidiŶg a ďiĐǇĐleϳϲͿ. Foƌ the ĐoŵpƌeheŶsioŶ pƌoĐess 
all thƌee sĐheŵata aƌe deĐisiǀe.

As the sloǁ ĐiŶeŵa eǆaŵples oteŶ possess difeƌeŶt degƌees of ǁeak ŶaƌƌaiǀitǇϳϳ, theiƌ 
Ŷaƌƌaiǀe desigŶ ƌeƋuiƌes a ĐoŵpaƌaďlǇ gƌeateƌ efoƌt to uŶdeƌstaŶd theŵ. Although ĐiŶeŵa-
eduĐated ǀieǁeƌs as a gƌoup aƌe heƌeiŶ ƌegaƌded as a Ŷatuƌal audieŶĐe foƌ sloǁ ĐiŶeŵa, ǁe 
haǀe to aĐkŶoǁledge ǀeƌǇ iŶdiǀidual ƌespoŶses to eǀeƌǇ ǁoƌk of sloǁ ĐiŶeŵa aŶd to eǀeƌǇ 
eǀeŶt ;if a ƌepƌeseŶtaioŶ oŶ the sĐƌeeŶ ĐaŶ ďe ĐoŶsideƌed as suĐhͿ iŶ the ilŵ, eǀeŶ ǁithiŶ 
this paƌiĐulaƌ gƌoup. WoƌkiŶg oŶ this thesis ǁithiŶ a EuƌopeaŶ peƌspeĐiǀe oŶ sloǁ ĐiŶeŵa, 
the Ŷatuƌal audieŶĐe foƌ sloǁ ĐiŶeŵa ĐoŶsideƌed heƌe is shaped ďǇ the ĐiŶeŵa aŶd otheƌ 
eǆpeƌieŶĐes ǁithiŶ this paƌiĐulaƌ Đultuƌal, histoƌiĐal aŶd soĐial fƌaŵeǁoƌk.

The staƌiŶg poiŶt is the plot ĐoŶstƌuĐioŶ of the ilŵ, ďeĐause it is the ďasis of aŶǇ ilŵ aŶalǇsis. 
Daǀid Boƌdǁell has aƌgued that theƌe aƌe fouƌ tǇpes of ŶaƌƌaioŶ that Ǉield ĐoƌƌespoŶdeŶt 
ǀieǁiŶg pƌaĐiĐes: Ŷeǆt to the ĐlassiĐal HollǇǁood ŵode aƌe ŵodes foƌ aƌthouse ĐiŶeŵa, 
histoƌiĐ-ŵateƌialisiĐ aŶd paƌaŵetƌiĐ ŶaƌƌaioŶ. The iŶtƌoduĐioŶ to the thƌee ŵodes geƌŵaŶe 
to this studǇ ǁill ďe disĐussed iŶ due Đouƌse; hoǁeǀeƌ, at this poiŶt the theoƌǇ put foƌth ďǇ 
“taigeƌ is iŵpoƌtaŶt iŶ that:

;…Ϳ eǀeƌǇ peƌiod of histoƌǇ ;aŶd likelǇ eǀeƌǇ plaĐeͿ ǁitŶess seǀeƌal ŵodes of ĐiŶeŵaiĐ 
addƌess, seǀeƌal ŵodes of eǆhiďiioŶ, aŶd seǀeƌal ŵodes of ƌeĐepioŶ. Moƌeoǀeƌ, aŶǇ 
iŶdiǀidual ǀieǁeƌ ŵaǇ eŶgage even within the same theatregoing experience in these 

ǀaƌious ŵodes of ƌeĐepioŶ.ϳϴ

72 David Bordwell: Narration in the Fiction Film. 1985, p. 31.
73 Ibid., p. 30-40.
74 Ibid., p. 34.
75 David Bordwell: Narration in the Fiction Film. 1985, p. 34-35.
76 Ibid., p. 36.
77 For the deinition of this concept see Chapter 2.2.
78 Janet Staiger Perverse Spectators: The Practices of Film Reception, New York, 2000, p. 21.
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The pƌoposiioŶ heƌe is that iŶ the Đase of sloǁ ĐiŶeŵa theƌe aƌe also seǀeƌal possiďle ŵodes of 
hoǁ ǀieǁeƌs seek to ŵake seŶse of the oŶsĐƌeeŶ iŵages, aŶd these ŵodes ĐaŶ eǀeŶ fuŶĐioŶ 
ĐoŶĐuƌƌeŶtlǇ. Thus, the teŶtaiǀe Đlaiŵ is that iŶ sloǁ ĐiŶeŵa the ͞peƌǀeƌse͟ stƌategies foƌ 
dealiŶg ǁith ilŵs – efeĐts that deǀiate fƌoŵ the efeĐts the ilŵŵakeƌs ŵight haǀe ĐalĐulated 
duƌiŶg the ŵakiŶg pƌoĐess - tuƌŶ out to ďe the ŵost ĐoŵŵoŶ taĐiĐs.

This studǇ does Ŷot puƌsue the path tƌadiioŶallǇ takeŶ ďǇ ilŵ sĐholaƌs ǁhiĐh eŶtails geŶeƌaiŶg 
theŵaiĐ iŶteƌpƌetaioŶs of ilŵ, ďut ƌatheƌ goes iŶ aŶotheƌ diƌeĐioŶ, ǁheƌeďǇ the stƌuĐtuƌal 
featuƌes of the ilŵs aƌe iƌst leshed out. This eŶtails aŶ elaďoƌaioŶ oŶ the aĐt sĐheŵe of a 
paƌiĐulaƌ plot, takiŶg iŶto ƌegaƌd its Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ. It is a ĐƌiiĐal ĐoŵŵoŶplaĐe that 
the ǁoƌk of aƌt is desigŶed iŶ oƌdeƌ to geŶeƌate paƌiĐulaƌ ƌeaĐioŶs fƌoŵ the audieŶĐe. It ǁill 
ďe oŶe of the issues of the pƌeseŶt thesis to disĐuss hoǁ faƌ these efeĐts ĐaŶ ďe ĐalĐulated 
ďǇ the pƌoduĐeƌ. Thus, the seĐoŶd step ǁill suggest difeƌeŶt stƌategies that Đould ďe uilized 
ďǇ the ǀieǁeƌ iŶ oƌdeƌ to Đoŵe to teƌŵs ǁith these ĐhalleŶgiŶg sloǁ ilŵs. The eŶthusiasŵ 
foƌ iŶteƌpƌetaioŶ is just oŶe of the opioŶs Boƌdǁell has at haŶd, aŶd this studǇ Đlaiŵs that 
iŶ the Đase of sloǁ ĐiŶeŵa it is Ŷot alǁaǇs the ŵost pƌoduĐiǀe oŶe. MaŶǇ of the diƌeĐtoƌs 
ǁoƌkiŶg ǁithiŶ this ĐuƌƌeŶt also stƌess this iŶ theiƌ iŶteƌǀieǁs. The Đlaiŵ heƌe is uŶdeƌliŶed 
ďǇ the peƌsuasioŶ that aŶ iŶteƌpƌetaioŶ seeks to iŶd ĐoheƌeŶĐe ďetǁeeŶ all the eleŵeŶts 
of the aƌtǁoƌk. As ǁill ďe deŵoŶstƌated thƌoughout the pƌojeĐt, this is oteŶ Ŷot possiďle iŶ 
sloǁ ĐiŶeŵa. EǀeŶ ŵoƌe, it ǁas also Ŷot the aiŵ of the ilŵŵakeƌ to jusifǇ the iŶĐlusioŶ of 
this oƌ that eleŵeŶt iŶto the ilŵ. Thus, the iŵpoƌtaŶĐe of iŶteƌpƌetaioŶ is gƌeatlǇ diŵiŶished 
oƌ ďeĐoŵes totallǇ ƌeduŶdaŶt, ŵakiŶg ƌooŵ foƌ alteƌŶaiǀe stƌategies suĐh as eŵoioŶal 
iŶǀolǀeŵeŶt ǁithout a Ŷaƌƌaiǀe aŶĐhoƌ, ďodilǇ iŵŵeƌsioŶ, oƌ siŵplǇ the ƌelishiŶg of the iŵage 
aŶd the pƌeseŶt ŵoŵeŶt.

Hoǁeǀeƌ, it ŵust ďe Ŷoted heƌe that iŶ ŵost Đases iŶ this studǇ the use of the ǁoƌd 
͞iŶteƌpƌetaioŶ͟ is ŵeaŶt as aŶ uŵďƌella-teƌŵ foƌ all the possiďle ĐogŶiiǀe ƌeaĐioŶs the 
audieŶĐe ĐaŶ haǀe.

Apaƌt fƌoŵ the Ŷaƌƌaiǀe aŶalǇsis to ǁhiĐh the ďiggest paƌt of this disseƌtaioŶ is dediĐated, the 
ĐoŶĐludiŶg Đhapteƌ takes aŶotheƌ ǀieǁ oŶ sloǁ ĐiŶeŵa - fƌoŵ the peƌspeĐiǀe of a staisiĐal 
stǇle aŶalǇsis. Although it is Ŷot a tƌadiioŶal ŵethod that a ǀieǁeƌ uses duƌiŶg a ilŵ sĐƌeeŶiŶg, 
this appƌoaĐh, if added to the fuŶĐioŶal peƌspeĐiǀe oŶ the ilŵ ĐoŵpƌeheŶsioŶ desĐƌiďed 
thƌoughout this pƌojeĐt, sheds a Ŷeǁ light oŶ sloǁ ĐiŶeŵa. NaŵelǇ, iŶ all the desĐƌipioŶs 
of this ĐiŶeŵaiĐ ŵoǀeŵeŶt the iŵpoƌtaŶĐe of the loŶg take has ďeeŶ stƌessed, ǁhiĐh has 
ďeeŶ seeŶ as a pƌoof foƌ the Đlaiŵ that the ŶoioŶ of sloǁ/duƌaioŶal/ĐoŶteŵplaiǀe ĐiŶeŵa 
is akiŶ to paƌaŵetƌiĐitǇ. Wheƌeas iŶ the aŶalǇsis of the ilŵs The Turin Horse and Fallen in 

the seĐoŶd paƌt of this thesis the issue is appƌoaĐhed oŶ the gƌouŶds of Ŷaƌƌaiǀe theoƌǇ, the 
ĐlosiŶg Đhapteƌ ǁill puƌsue the iŶteƌaĐioŶ ďetǁeeŶ the Đase eǆaŵples aŶd theiƌ ƌelaioŶship 
to paƌaŵetƌiĐitǇ fƌoŵ the poiŶt of ǀieǁ of staisiĐs.
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AŶ oǀeƌǀieǁ of the theoƌeiĐal appƌoaĐhes used iŶ this pƌojeĐt to ŵodel these difeƌeŶt ŵodes 
aŶd the eǆplaŶaioŶ aďout the ilŵ eǆaŵples ĐhoseŶ is ofeƌed iŶ the Ŷeǆt suďĐhapteƌs. Befoƌe 
eŵďaƌkiŶg oŶ this eŶdeaǀouƌ I just ǁaŶt to ĐlaƌifǇ that thƌoughout ŵǇ studǇ the ŶoioŶs reader, 

viewer, audience, spectator, recipient ǁill ďe used iŶteƌĐhaŶgeaďlǇ although I aŵ aǁaƌe that iŶ 
difeƌeŶt ĐoŶteǆts the ŵeaŶiŶg of these ĐoŶĐepts ĐaŶ difeƌ ĐoŶsideƌaďlǇ.ϳϵ

2.2. Point of departure

The poiŶt of depaƌtuƌe iŶ this studǇ is the fouƌ-aĐt stƌuĐtuƌe of Ŷaƌƌaiǀe deǀeloped ďǇ KƌisiŶ 
ThoŵpsoŶ.  “he aƌgues that HollǇǁood ŵaiŶstƌeaŵ pƌoduĐioŶs ĐoŶsist of fouƌ paƌts ;the “etup, 
the CoŵpliĐaiŶg AĐioŶ, the DeǀelopŵeŶt aŶd the CliŵaǆͿ aŶd aŶ epilogue. “he speĐiied heƌ 
opiŶioŶ iŶ a ϮϬϬϴ ďlog eŶtƌǇ, eŵphasiziŶg that it s͛ Ŷot the fouƌ aĐts that aƌe deĐisiǀe, ďut the 
idea that eaĐh ilŵ ĐaŶ ďe diǀided iŶto paƌts ǁith the saŵe aǀeƌage leŶgth, ƌoughlǇ Ϯϱ to 
ϯϱ ŵiŶutes. ϴϬ This ŵeaŶs that a thƌee houƌ ilŵ has siǆ paƌts aŶd so oŶ, ǁhiĐh leads heƌ to 
ĐoŶĐlude that ͞the aĐioŶ should opiŵallǇ ƌuŶ foƌ at ŵost aďout half aŶ houƌ ǁithout soŵe 
ƌeallǇ ŵajoƌ ĐhaŶge oĐĐuƌƌiŶg.͟ ϴϭ 

The iƌst goal of this thesis is to pƌoǀe ǁhetheƌ the Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ of sloǁ ĐiŶeŵa also 
ďoǁs to this laǁ of thiƌtǇ ŵiŶutes, ďeĐause the ilŵiĐ iŵe alloted to a diƌeĐtoƌ has to ďe 
stƌuĐtuƌed soŵehoǁ. Foƌ this eŶdeaǀouƌ ThoŵpsoŶ s͛ appƌoaĐh tuƌŶs out to ďe ďest suited as 
a staƌiŶg poiŶt foƌ this pƌojeĐt, ďeĐause iŶ heƌ studǇ she foĐuses heƌ ateŶioŶ oŶ the puƌelǇ 
stƌuĐtuƌal eleŵeŶts of the plot, ǁithout poŶdeƌiŶg the aspeĐts of plot iŶteƌpƌetaioŶ. The 
elaďoƌaioŶ oŶ solelǇ the Ŷaƌƌaiǀe segŵeŶts lies at heaƌt of this thesis.

Hoǁeǀeƌ, the ŵost iŵpoƌtaŶt difeƌeŶĐe ďetǁeeŶ sloǁ ĐiŶeŵa aŶd its HollǇǁood ĐouŶteƌpaƌt 
is that the tuƌŶiŶg poiŶts iŶ these tǇpes of ilŵs oteŶ tuƌŶ out to ďe douďle-dealeƌs, ŵeaŶiŶg 
that the paths laid out ďǇ these tuƌŶiŶg poiŶts oteŶ lead to ŶothiŶg. IŶ teƌŵs of this ĐƌiteƌioŶ 
sloǁ ĐiŶeŵa ĐoƌƌespoŶds to the aƌt-house ĐiŶeŵa ŶaƌƌaioŶ.

This studǇ s͛ posiioŶ is that ĐlassiĐal Ŷaƌƌaiǀe theoƌǇ is iŶsuiĐieŶt foƌ the deteĐioŶ of Ŷaƌƌaiǀe 
segŵeŶts iŶ sloǁ ĐiŶeŵa. CoŶĐepts deeŵed appƌopƌiate foƌ suĐh a task Đoŵe iƌstlǇ fƌoŵ 
post-ŶaƌƌatologǇ, aŶd seĐoŶdlǇ fƌoŵ ĐogŶiiǀe pƌagŵaiĐs. These tǁo peƌspeĐiǀes ĐoŵďiŶed 
help to gƌasp the uŶusual ǁoƌks of sloǁ ĐiŶeŵa. This studǇ ǁill aƌgue that the Ŷaƌƌaiǀe paƌts 
iŶ these ilŵs do Ŷot alǁaǇs haǀe the saŵe leŶgth ƌaŶge, although ǁe sill eŶĐouŶteƌ siŵilaƌ 
Ŷaƌƌaiǀe stƌuĐtuƌes. But as the ŶaƌƌaiǀitǇ is a sĐalaƌ ĐategoƌǇ, the ƋualitǇ of a paƌiĐulaƌ eǀeŶt 
;its tellaďilitǇ/poiŶt – ĐoŶĐepts ǁhiĐh ǁill ďe eǆplaiŶed lateƌ oŶͿ is gƌadaďle; it has diƌeĐt 
ĐoŶseƋueŶĐes foƌ the Ŷaƌƌaiǀe segŵeŶtaioŶ of the stoƌǇ.  Foƌ the difeƌeŶt degƌees of eǀeŶts, 
the ĐoŶteǆt aŶd its ƌeleǀaŶĐe to the fuƌtheƌ deǀelopŵeŶt of the stoƌǇ is ĐƌuĐial. Both these 

79 For further reading on this subject see Janet Staiger Media Reception Studies, New York, 2005, p. 3.
80 Kristin Thompson Times go by turns in Observations on Film Art, June 21, 2008, available at http://www.
davidbordwell.net/blog/2008/06/21/times-go-by-turns/ (Accessed 28.07.2012).
81 Ibid. 
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aspeĐts ĐoŶdiioŶ eaĐh otheƌ so that the aĐts iŶ a sloǁ ilŵ ĐaŶ also ďeĐoŵe a ƌelaiǀe ĐategoƌǇ 
– theƌe aƌe ilŵs iŶ ǁhiĐh the aĐts aƌe Đleaƌ Đut, ďut theƌe aƌe also ilŵs ǁheƌeiŶ the aĐts 
aƌe haƌdlǇ disĐeƌŶiďle. The faĐt that the aĐt stƌuĐtuƌe loses its pƌoŵiŶeŶĐe ŵeaŶs that the 
Đause aŶd efeĐt ĐhaiŶ has ďeeŶ slaĐkeŶed. HeŶĐe, ǁe haǀe to ƌethiŶk ǁhetheƌ ĐeƌtaiŶ sloǁ 
ĐiŶeŵa eǆaŵples sill possess Ŷaƌƌaiǀe, oƌ ǁhetheƌ theǇ aƌe alƌeadǇ just a desĐƌipioŶ oƌ a 
Đatalogue.ϴϮ DuƌiŶg the Đouƌse of the aŶalǇsis the issue of the ŵiŶiŵal ĐoŶdiioŶ of Ŷaƌƌaiǀe 
ǁill ďe ƌeĐoŶsideƌed.

All iŶ all, soŵe stƌuĐtuƌe ĐaŶ ďe fouŶd iŶ aŶǇ ilŵ, eǀeŶ if it is a ƋuiƌkǇ sloǁ ilŵ. Hoǁeǀeƌ, if ǁe 
folloǁ Daǀid Boƌdǁell ǁho ĐoŶǀiŶĐiŶglǇ aƌgues that ďoth the Ŷaƌƌaiǀe stƌuĐtuƌe aŶd the pƌoĐess 
of ŶaƌƌaioŶ aƌe desigŶed to fulil a ĐeƌtaiŶ fuŶĐioŶϴϯ, theŶ ǁhat difeƌeŶiates the sloǁ ĐiŶeŵa 
stƌuĐtuƌes fƌoŵ the peƌĐepiďle aĐts of ŵaiŶstƌeaŵ HollǇǁood pƌoduĐioŶs is theiƌ fuŶĐioŶ. IŶ 
Đase of the lateƌ, it is hoǁ the ǀieǁeƌ ideŶiies ǁith the ĐhaƌaĐteƌs oŶsĐƌeeŶ, ǁheƌeas iŶ Đase 
of the sloǁ ĐiŶeŵa a peƌŵaŶeŶt detaĐhŵeŶt fƌoŵ the stoƌǇ Đoŵes iŶto ďeiŶg. OddlǇ eŶough, 
although ǀieǁeƌs ƌeŵaiŶ uŶiŶǀolǀed ǁith the eǀeŶts iŶ these ilŵs, theǇ aƌe iŵŵeƌsed iŶ 
the eŶǀiƌoŶŵeŶt as suĐh. De LuĐa ƌightlǇ oďseƌǀes a Ŷeǁ teŶdeŶĐǇ toǁaƌds seŶsualitǇ aŶd 
ŵateƌialitǇ iŶ sloǁ ilŵs, ďut he oǀeƌlooks the Ŷaƌƌaiǀe stƌuĐtuƌes that eŶaďle theŵ. Thus this 
disseƌtaioŶ foƌŵs a ͚ŵissiŶg liŶk͛ ďetǁeeŶ the ilŵs aŶd De LuĐa´s oďseƌǀaioŶs, aŶd eǀeŶ 
ŵoƌe so laǇs out the aƌguŵeŶt that iŶ sloǁ ĐiŶeŵa difeƌeŶt appƌoaĐhes aƌe possiďle foƌ the 
ǀieǁeƌ to ŵake seŶse of the ilŵ.

A suppoƌiǀe eǆplaŶaioŶ foƌ this ǀieǁ is the so-Đalled Pƌotheus pƌiŶĐiple, ǁhiĐh Meiƌ “teƌŶďeƌg 
foƌŵulated iŶ ϭϵϴϮ staiŶg that ͞iŶ difeƌeŶt ĐoŶteǆts [..] the saŵe foƌŵ ŵaǇ fulil difeƌeŶt 
fuŶĐioŶs aŶd difeƌeŶt foƌŵs the saŵe fuŶĐioŶ .͟84 This pƌiŶĐiple aĐkŶoǁledges that eǀeƌǇ 
ǁoƌk of aƌt ŵaǇ iŶǀite seǀeƌal dispaƌate iŶteƌpƌetaioŶs, Ŷot just oŶe, as it is oteŶ the Đase iŶ 
tƌadiioŶal ŶaƌƌatologǇ.85 

Ϯ.ϯ. Degrees of ŶarraiǀitǇ aŶd deiŶiioŶ of Ŷarraiǀe 

As oďseƌǀed ďǇ ‘eŶé Audet, the teƌŵs Ŷaƌƌaiǀe, ŶaƌƌaiǀeŶess etĐ., haǀe eǆpeƌieŶĐed aŶ 
eǆplosioŶ iŶ teƌŵiŶologǇ oǀeƌ the last deĐades. 86 To giǀe a detailed oǀeƌǀieǁ of the thiĐket of 
all theoƌeiĐal posiioŶs ĐoŶĐeƌŶiŶg this issue ǁould go ďeǇoŶd the sĐope of this ƌeseaƌĐh, thus 
the ǁish is to poiŶt to the aspeĐts that ĐaŶ ĐoŶtƌiďute fƌuifullǇ to the aŶalǇsis of sloǁ ĐiŶeŵa. 

82 For more on relationship between narrative, description and catalogue see Seymour Chatman Coming to 
Terms: The Rhetoric of Narrative in Fiction and Film, Ithaca, 1990.
83 David Bordwell Neo-Structuralist Narratology and the Functions of Filmic Storytelling in Marie-Laure Ryan 
(ed.) Narrative Across Media. The Languages of Storytelling, Lincoln, 2004, p. 207.

84 Meir Sternberg Proteus in Quotation-Land: Mimesis and the Forms of Reported Discourse in 
 Poetics Today, Vol. 3, No. 2 (Spring, 1982), p. 148.
85 Bruno �erweck  Bruno �erweck Der Cognitive Turn in der Erzähltheorie: Kognitive und `Natürliche` Narratologie in Ansgar 
Nünning, Vera Nünning (eds.) Neue Ansätze in der Erzählttheorie, Trier, 2002, p. 223.
86 René Audet Narrativity: Away from story, close to eventness in René Audet, Claude Romano, Laurence 
Dreyfus, Carl Therrien, Hugues Marchal Narrativity: How visual arts, cinema and literature are telling the world 
today, Paris, 2007, p. 9.
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IŶ aŶǇ Đase, the iƌst issues that ŵeƌit Đloseƌ ĐoŶsideƌaioŶ aƌe the difeƌeŶt appƌoaĐhes to 
Ŷaƌƌaiǀe iŶ post-ĐlassiĐal ŶaƌƌatologǇ. A poiŶt of ƌefeƌeŶĐe foƌ ŵost of these ŵiŶd-sets is the 
assuŵpioŶ that the ŵeaŶiŶg of a teǆt is a ĐogŶiiǀe ĐoŶstƌuĐt, oƌ ŵeŶtal iŵage ĐoŶĐluded ďǇ 
the ƌeadeƌ ;oƌ ǀieǁeƌ iŶ this ĐaseͿ iŶ ƌespoŶse to the aƌtǁoƌk.ϴϳ The ŵeaŶiŶg is theƌefoƌe Ŷot just 
pƌedeteƌŵiŶed ďǇ the authoƌ ďut iŶstead, iŶ oƌdeƌ to ĐoŵpƌeheŶd the teǆt, iŶdepeŶdeŶĐe is 
gƌaŶted to the iŶteƌpƌetaiǀe ĐapaĐitǇ of the ƌeĐeiǀeƌ. It does, hoǁeǀeƌ, oĐĐuƌ ǁithiŶ liŵitaioŶs 
that ǁill ďe speĐiied lateƌ oŶ.

The ŵost useful fƌaŵeǁoƌk foƌ the aŶalǇsis of the ĐhoseŶ eǆaŵples has ďeeŶ laid out ďǇ Maƌie-
Lauƌe ‘ǇaŶ iŶ seǀeƌal aƌiĐles ĐoŶĐeƌŶiŶg Ŷoǀel foƌŵs of Ŷaƌƌaiǀe iŶ the ĐoŶteŵpoƌaƌǇ ŵedia 
eŶǀiƌoŶŵeŶt. “he ŵakes a deĐisiǀe poiŶt ďǇ dƌaǁiŶg a disiŶĐioŶ ďetǁeeŶ ͞ďeiŶg a Ŷaƌƌaiǀe͟ 
aŶd ͞possessiŶg ŶaƌƌaiǀitǇ.88 The iƌst ĐaŶ ďe atƌiďuted to ͞aŶǇ seŵioiĐ oďjeĐt pƌoduĐed ǁith 
the iŶteŶt of eǀokiŶg a Ŷaƌƌaiǀe sĐƌipt iŶ the ŵiŶd of the audieŶĐe.͟ ϴϵ The seĐoŶd ŶoioŶ 
desĐƌiďes the aďilitǇ to tƌiggeƌ suĐh a sĐƌipt.ϵϬ Life itself, foƌ eǆaŵple, ĐaŶ haǀe ŶaƌƌaiǀitǇ, ďut 
it ĐaŶŶot Đause Ŷaƌƌaiǀe iŶ a liteƌal seŶse.ϵϭ Put difeƌeŶtlǇ, the degƌee of ŶaƌƌaiǀitǇ ĐoŶĐeƌŶs 
ďoth the stoƌǇ itself aŶd the disĐouƌse.ϵϮ 

AĐĐoƌdiŶg to ‘ǇaŶ, the ĐlassiĐ Đase of ŶaƌƌaiǀitǇ takes plaĐe ǁheŶ ͞the teǆt is ďoth iŶteŶded as 
Ŷaƌƌaiǀe aŶd possesses suiĐieŶt ŶaƌƌaiǀitǇ to ďe ĐoŶstƌuĐted as suĐh.͟ ϵϯ This sĐalaƌ ĐoŶĐept 
of ŶaƌƌaiǀitǇ ŵakes the ƌigid ďiŶaƌǇ ŶoioŶ of Ŷaƌƌaiǀe ƌeduŶdaŶt, aŶd this studǇ stƌoŶglǇ 
adheƌes to the posiioŶ that iŶ oƌdeƌ to ŵost suitaďlǇ aĐkŶoǁledge ĐoŶteŵpoƌaƌǇ aƌtǁoƌks, 
ǁe ĐaŶŶot pƌoĐeed ďǇ stƌiĐtlǇ diǀidiŶg Ŷaƌƌaiǀes aŶd ŶoŶ-Ŷaƌƌaiǀes. IŶstead, a ŵoƌe ƌeiŶed 
appƌoaĐh is Ŷeeded.

LiteƌaƌǇ sĐholaƌ BƌiaŶ MĐHale, iŶ aŶalǇsiŶg aǀaŶt-gaƌde poetƌǇ, suggests the ŶoioŶ of ǁeak 
ŶaƌƌaiǀitǇ. As it ǁill ďe oŶe of the tools iŶ this aŶalǇsis, the deiŶiioŶ giǀeŶ ďǇ MĐHale is ǁoƌth 
ƋuoiŶg at leŶgth:

Weak ŶaƌƌaiǀitǇ iŶǀolǀes, pƌeĐiselǇ, telliŶg stoƌies `pooƌlǇ`, distƌaĐtedlǇ, ǁith ŵuĐh 
iƌƌeleǀaŶĐe aŶd iŶdeteƌŵiŶaĐǇ, iŶ suĐh a ǁaǇ as to eǀoke Ŷaƌƌaiǀe ĐoheƌeŶĐe ǁhile 
at the saŵe iŵe ǁithholdiŶg ĐoŵŵitŵeŶt to it aŶd uŶdeƌŵiŶiŶg ĐoŶideŶĐe iŶ it: iŶ 
shoƌt, haǀiŶg oŶe s͛ Đake aŶd eaiŶg it too.͟ ϵϰ

His deiŶiioŶ ƌeads as if it ǁas deǀeloped ǁith sloǁ ĐiŶeŵa iŶ ŵiŶd. 

87 Marie-Laure Ryan Introduction in Marie-Laure Ryan (ed.) Narrative across media: the languages of 
storytelling, Lincoln, 2004, p.8.
88 Ibid., p. 9.
89 Ibid., p. 9.
90 Ibid., p. 9.
91 Marie-Laure Ryan Introduction in Marie-Laure Ryan (ed.) Narrative across media: the languages of 
storytelling, Lincoln, 2004, p.9.
92 Marie-Laure Ryan Avatars of Story, Minneapolis, 2009, p.232.
93 Marie-Laure Ryan Introduction in Marie-Laure Ryan (ed.) Narrative across media: the languages of 
storytelling., Lincoln, 2004, p. 9.
94 Brian McHale Weak Narrativity: The Case of Avant-Garde Poetry in Narrative, Vol. 9, Nr.2, 2001, p. 165.
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Also, ǁeak ŶaƌƌaiǀitǇ pƌesupposes a sĐalaƌ ĐoŶĐept of ŶaƌƌaiǀitǇ. This ŵeaŶs that the issue 
of the ŵiŶiŵuŵ ĐoŶdiioŶs of Ŷaƌƌaiǀe/ŶaƌƌaiǀitǇ has to ďe ďƌoaĐhed, as seǀeƌal ƌeaĐioŶs 
to sloǁ ĐiŶeŵa suggest that these aƌe pƌoŵiŶeŶt eǆaŵples situated oŶ the ďoƌdeƌ ďetǁeeŶ 
ŶaƌƌaiǀitǇ, ǁeak as it ŵaǇ ďe, aŶd ŶoŶ-ŶaƌƌaiǀitǇ. Theƌefoƌe, a deiŶiioŶ of Ŷaƌƌaiǀe is Ŷeeded.

Foƌ this puƌpose, Maƌie-Lauƌe ‘ǇaŶ uses the deiŶiioŶ of Ŷaƌƌaiǀe deƌiǀed fƌoŵ the oŶe 
pƌoposed ďǇ H.Poƌteƌ Aďďot aŶd states that Ŷaƌƌaiǀe is the pƌeseŶtaioŶ oƌ ƌepƌeseŶtaioŶ of 
aŶ eǀeŶt oƌ a seƌies of eǀeŶts.ϵϱ The ŵost ĐoŶtƌoǀeƌsial aspeĐt iŶ this deiŶiioŶ ĐoŶĐeƌŶs the 
Ŷatuƌe of eǀeŶts iŶ Ŷaƌƌaiǀe, aŶd the ƋuesioŶ ǁhetheƌ the ƌelaioŶship ďetǁeeŶ tǁo oƌ ŵoƌe 
eǀeŶts iŶ a stoƌǇ has to ďe ĐhaƌaĐteƌized ǁith ĐhaŶge of state. The ŵost ĐoŵŵoŶ deiŶiioŶ of 
Ŷaƌƌaiǀe that pƌesupposes a geŶeƌal eƋuiliďƌiuŵ ǁhiĐh is at iƌst distuƌďed, theŶ ƌestoƌed at 
the eŶd, eŶtails pƌeĐiselǇ this. Theƌefoƌe, the iŶĐliŶaioŶ is to thiŶk that iŶ Đase of sloǁ ĐiŶeŵa 
the ĐoŶĐepts of eǀeŶtŶess aŶd eǀeŶfulŶess aƌe ŵoƌe useful. 

Ϯ.ϰ. EǀeŶt, eǀeŶtŶess aŶd eǀeŶfulŶess

The iƌst ĐoŶĐept of eǀeŶtŶess, as he Ŷaŵed it, ǁas deǀeloped ďǇ ‘eŶé Audet, ǁho pƌoposes to 
take the eǀeŶt as the atoŵiĐ stƌuĐtuƌe of a Ŷaƌƌaiǀe iŶstead of aĐioŶ. Hoǁeǀeƌ, as the ŶoioŶ 
ǁas deǀeloped fƌoŵ a pheŶoŵeŶologiĐal peƌspeĐiǀeϵϲ it is Ŷot useful foƌ the puƌposes of this 
studǇ, ďut his suggesioŶ to deiŶe aŶ eǀeŶt as ͞eaĐh aĐt ǁhiĐh Đould haǀe aŶ efeĐt oŶ thiŶgs 
uŶfoldiŶg.͟ ϵϳ, is. As Audet suggests lateƌ oŶ iŶ his ĐlassiiĐaioŶ of eǀeŶts, this deiŶiioŶ eŶtails 
Ŷot oŶlǇ aŶ ͞iŶǁoƌd eǀeŶt͟ ǁhiĐh ĐoŶĐeƌŶs the stoƌǇ-ǁoƌld, ďut also a disĐuƌsiǀe eǀeŶt aŶd aŶ 
opeƌal eǀeŶt – ͞ĐoŶŶeĐted to the peƌfoƌŵiŶg of the ǁoƌk itself .͟ϵϴ All thƌee ŵodes of eǀeŶts 
ĐaŶ tƌiggeƌ ŶaƌƌaiǀitǇ.

A ŵoƌe detailed aŶd elaďoƌate deiŶiioŶ is ofeƌed ďǇ Wolf “Đhŵid. He siĐks to the tƌadiioŶal 
ĐoŶĐept of aŶ eǀeŶt as it is used iŶ liteƌal theoƌǇ, aŶd deŵaŶds that a tƌue eǀeŶt has to haǀe 
aŶ aspeĐt of eǆĐepioŶalitǇ that disiŶguishes it fƌoŵ eǀeƌǇdaǇ ƌouiŶe.ϵϵ “Đhŵid lists fuƌtheƌ 
ďasiĐ ƌeƋuiƌeŵeŶts foƌ aŶ eǀeŶt. He ŵeŶioŶs that aŶ eǀeŶt has to ďe ƌegaƌded as ƌeal ǁithiŶ 
the fƌaŵeǁoƌk of aŶ aƌtǁoƌk - it has to possess ƌesultaiǀitǇ. Fuƌtheƌŵoƌe, “Đhŵid adds iǀe 
ŵoƌe featuƌes to a ĐhaŶge of state iŶ oƌdeƌ foƌ aŶǇthiŶg to ďe ƌegaƌded as aŶ eǀeŶt. These 
featuƌes theŶ ĐoŶtƌol the leǀel of eǀeŶfulŶess iŶ eaĐh ĐhaŶge of state. These aƌe: ƌeleǀaŶĐe, 
uŶpƌediĐtaďilitǇ, peƌsisteŶĐe, iƌƌeǀeƌsiďilitǇ aŶd ŶoŶ-iteƌaiǀitǇ.ϭϬϬ EaĐh of these Đategoƌies 

95 Marie-Laure Ryan On the theoretical Foundations of Transmedial Narratology in Jan Christoph Meister (ed.) 
Narratology beyond Literary Criticism. Mediality, Disciplinarity,  Berlin, New York, 2005, p.4.
96 René Audet Narrativity: Away from story, close to eventness in René Audet, Claude Romano, Laurence 
Dreyfus, Carl Therrien, Hugues Marchal Narrativity: How visual arts, cinema and literature are telling the world 
today, Paris, 2007, p. 10.
97 Ibid., p.28.
98 Ibid., p. 33.
99 Wolf Schmid Narrativity and Eventfulness in Tom Kindt, Hans-Harald Müller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 24.
100 Wolf Schmid Narrativity and Eventfulness in Tom Kindt, Hans-Harald Müller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 24-29.
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ĐaŶ ďe fuƌtheƌ gƌadaioŶal. This studǇ ǁill aƌgue, hoǁeǀeƌ, that iŶ soŵe Đases of sloǁ ĐiŶeŵa 
Ŷaƌƌaiǀes the ĐoŶĐepts of ƌeleǀaŶĐe, uŶpƌediĐtaďilitǇ, peƌsisteŶĐe, iƌƌeǀeƌsiďilitǇ aŶd ŶoŶ-
iteƌaiǀitǇ, useful foƌ the aŶalǇsis of ĐlassiĐal Ŷaƌƌaiǀes, lose theiƌ iŵpoƌtaŶĐe. It is the ƌefeƌeŶĐe 
to theŵ, although thƌough deŶial, that fosteƌs aŶ aǁaƌeŶess of the ĐhaƌaĐteƌisiĐ featuƌes of 
sloǁ Ŷaƌƌaiǀe. AŶ aŶalǇsis of the ĐhoseŶ eǆaŵple ǁill ďe ŵoƌe eǆplaŶatoƌǇ, ďut at this stage 
just oŶe aspeĐt of ŶoŶ-iteƌaiǀitǇ should ďe highlighted. NaŵelǇ, “Đhŵid aĐkŶoǁledges that 
teǆt, ǁhiĐh ĐoŶtaiŶs iteƌaioŶ, appƌoaĐhes the ŵode of desĐƌipioŶ.ϭϬϭ Foƌ the aŶalǇsis of sloǁ 
ĐiŶeŵa the teŶsioŶ ďetǁeeŶ a stoƌǇ, a desĐƌipioŶ aŶd ĐataloguiŶg ǁill ďe of gƌeat iŵpoƌtaŶĐe.

At the eŶd of his essaǇ “Đhŵid addƌesses the issue of iŶteƌpƌetaioŶ aŶd the iŶteƌpƌetaiǀe 
fƌaŵeǁoƌk of aŶ aƌtǁoƌk. He adheƌes to the posiioŶ that ͞EǀeŶ the ďasiĐ task of ƌeĐogŶiziŶg a 
ĐhaŶge of state is, ŵoƌe oteŶ thaŶ Ŷot, heaǀilǇ depeŶdeŶt oŶ iŶteƌpƌetaioŶ.͟ ϭϬϮ “loǁ ĐiŶeŵa is 
a pƌiŵe eǆaŵple of this stateŵeŶt as ǁill ďe shoǁŶ lateƌ oŶ. AddiioŶallǇ, “Đhŵid ŵeŶioŶs that 
eǀeŶfulŶess is a Đultuƌe-speĐiiĐ pheŶoŵeŶoŶϭϬϯ, aŶd this aspeĐt is also ǀeƌǇ ŵuĐh ŵaŶifest iŶ 
the iŶteƌpƌetaioŶ of eǀeƌǇ ilŵ, Ŷot just sloǁ ĐiŶeŵa. The ĐoŶteǆt is also deĐisiǀe iŶ tƌiggeƌiŶg 
ĐeƌtaiŶ iŶteƌpƌetaioŶ. IŶ the Đase of ilŵ theoƌǇ this issue is usuallǇ addƌessed uŶdeƌ the tag 
of geŶƌe theoƌǇ. Thus, iŶ oƌdeƌ foƌ aŶ eǀeŶt to ďe ƌeĐogŶized as suĐh, the issue of ďeloŶgiŶg to 
a ĐeƌtaiŶ gƌoup of ilŵs ĐaŶ ďe ĐƌuĐial. As this aŶalǇsis of sloǁ ĐiŶeŵa ǁill deŵoŶstƌate, eǀeŶ 
the degƌee of ŶaƌƌaiǀŶess ďetǁeeŶ difeƌeŶt Ŷaƌƌaiǀe eǀeŶts iŶ difeƌeŶt sloǁ ĐiŶeŵa ilŵs 
ĐaŶ deŵoŶstƌate a ǀeƌǇ laƌge ƌaŶge.

“Đhŵid´s Đolleague fƌoŵ the Haŵďuƌg ‘eseaƌĐh Gƌoup Narratology, Peteƌ HühŶ, eŶlaƌges the 
ŶoioŶ of ĐoŶteǆt, ŶaŵiŶg geŶƌe as ǁell as Đultuƌe, soĐial gƌoup, histoƌiĐal peƌiod aŶd authoƌ 
as ďeloŶgiŶg to the Đƌiteƌia.ϭϬϰ HühŶ also uŶdeƌliŶes that a ĐhaŶge of state ĐaŶ ďe ƌegaƌded as 
aŶ eǀeŶt fƌoŵ the poiŶt of ǀieǁ of a ĐhaƌaĐteƌ, ďut Ŷot fƌoŵ the poiŶt of ǀieǁ of the ƌeadeƌ oƌ 
ǀiĐe ǀeƌsa.ϭϬϱ This is a good aƌguŵeŶt that has to ďe kept iŶ ŵiŶd foƌ fuƌtheƌ aŶalǇsis, as this 
studǇ s͛ deiŶiioŶ of sloǁ ĐiŶeŵa iŵplies that the ilŵs deiŶed as sloǁ aƌe those iŶ ǁhiĐh plot 
deǀelopŵeŶts aƌe ƌegaƌded as sloǁ fƌoŵ the poiŶt of ǀieǁ of the audieŶĐe. Thus, oŶe of the 
tasks of this pƌeseŶt aŶalǇsis is to lesh out this thesis.

IŶ oƌdeƌ to ŵaƌk the difeƌeŶĐes ďetǁeeŶ sloǁ ĐiŶeŵa aŶd HollǇǁood pƌoduĐioŶs, seǀeƌal 
tags of Ŷaƌƌaiǀe theoƌǇ should ďe highlighted. With its ďold deŶial of a stƌoŶglǇ iŶteƌtǁiŶed 
Ŷaƌƌaiǀe, duƌaioŶal ĐiŶeŵa laǇs ďaƌe the Đoƌe ĐoŶǀeŶioŶs of ĐlassiĐ Ŷaƌƌaiǀe ilŵ, deǀeloped 

101 Wolf Schmid Narrativity and Eventfulness in Tom Kindt, Hans-Harald Müller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 29.
102  Ibid., p. 30.
103  Ibid., p. 30-31.
104 Peter Hühn Functions and Forms of Eventfulness in Narrative Fiction in John Pier, Ángel Garcia Landa 
(eds.) Theorizing Narrativity, Berlin, 2011, p. 148.
105  Ibid., p. 148. 
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iŶ the eƌa ďefoƌe ϭϵϭϴ.ϭϬϲ 

Ϯ.ϱ. UŶited Ŷarraiǀe ǀs. oďjeĐiǀe realisŵ

HollǇǁood pƌefeƌs uŶited Ŷaƌƌaiǀes, ǁhiĐh ĐaŶ ďe ďest desĐƌiďed as a Đause-aŶd-efeĐt ĐhaiŶ, 
uŶďƌokeŶ aĐƌoss the ilŵ.ϭϬϳ The ͞daŶgliŶg Đause ,͟ ǁhiĐh ThoŵpsoŶ deiŶes as iŶfoƌŵaioŶ 
oƌ aĐioŶ ǁhiĐh leads to Ŷo efeĐt uŶil lateƌ iŶ the ilŵϭϬϴ, is the deĐisiǀe faĐtoƌ. The highest 
aiŵ of all HollǇǁood ilŵs is to aĐhieǀe Đlosuƌe iŶ all plotliŶes aŶd suďplots.ϭϬϵ EaĐh Ŷaƌƌaiǀe 
deǀelopŵeŶt has to ďe ŵoiǀated aŶd jusiied ďǇ otheƌ eleŵeŶts of the ilŵ.ϭϭϬ GeŶƌe 
ĐoŶǀeŶioŶs oteŶ pƌoǀide suĐh ŵoiǀaioŶ foƌ stoƌǇ deǀelopŵeŶt.

IŶ ĐoŵpaƌisoŶ, Daǀid Boƌdǁell ďƌoaĐhes the issue of aƌt ĐiŶeŵa ŶaƌƌaioŶ ďǇ staiŶg that this 
tǇpe of ĐiŶeŵa also oďeǇs ĐeƌtaiŶ ĐoŶǀeŶioŶs of stǇle aŶd stoƌǇ.ϭϭϭ But it does so aĐĐoƌdiŶg to 
the aƌt ĐiŶeŵa tƌadiioŶ. That is ǁhǇ a deǀiĐe, ǁhiĐh seeŵs stƌaŶge oƌ uŶiƋue peƌ se, ďeĐoŵes 
faŵiliaƌ if seeŶ iŶ the ĐoŶteǆt of aƌt ĐiŶeŵa aŶd fulils a fuŶĐioŶ ǁithiŶ the aƌtǁoƌk. Boƌdǁell 
fuƌtheƌ lists the ĐoŶǀeŶioŶs of aƌt ĐiŶeŵa. Fiƌst of all, the ǁaǇ iŶ ǁhiĐh a ŵoǀie is pƌeseŶted 
is as iŵpoƌtaŶt as ǁhat is pƌeseŶted ;oƌ the plot ĐaŶ eǀeŶ ďe ŵoƌe iŵpoƌtaŶt thaŶ the stoƌǇͿ. 

Matheǁ FlaŶagaŶ, ǁho ǁas oŶe of the iƌst to desĐƌiďe the pheŶoŵeŶoŶ of sloǁ ĐiŶeŵa, 
also suggests that ͞IŶ teƌŵs of stoƌǇtelliŶg, the faŵiliaƌ hegeŵoŶǇ of dƌaŵa, ĐoŶseƋueŶĐe aŶd 
psǇĐhologiĐal ŵoiǀaioŶ is ĐoŶsisteŶtlǇ ƌelaǆed, ƌeaĐhiŶg a poiŶt at ǁhiĐh eǀeƌǇthiŶg ;ĐoŶteŶt, 
peƌfoƌŵaŶĐe, ƌhǇthŵͿ ďeĐoŵes eƋuiǀaleŶt iŶ ƌepƌeseŶtaioŶ.͟ ϭϭϮ

“eĐoŶdlǇ, iŶ oƌdeƌ to uŶdeƌstaŶd the stoƌǇ oŶe ŵust go outside the ilŵ to seek ƌefeƌeŶĐes. 
Boƌdǁell stƌesses that pƌeĐiselǇ this featuƌe ŵaƌks the difeƌeŶĐe ďetǁeeŶ ŵaiŶstƌeaŵ aŶd aƌt 
ĐiŶeŵa ŶaƌƌaioŶ; the ǀieǁeƌ has to ill iŶ a lot of ďlaŶk holes iŶ the Ŷaƌƌaiǀe aŶd a lot ĐaŶ ďe 
let to the iŵagiŶaioŶ. AddiioŶallǇ, eǆpeĐtaioŶs ŵostlǇ tuƌŶ out to ďe ǁƌoŶg, so eǀeŶ ĐoŶliĐt 
situaioŶs shoǁŶ oŶsĐƌeeŶ aƌe Ŷot deǀeloped fuƌtheƌ oƌ soŵehoǁ ƌesolǀed.

AŶ aƌt ilŵ ŵight eǀeŶ laĐk ĐohesioŶ deǀiĐes – eleŵeŶts that ie sĐeŶes togetheƌ. A ilŵ ĐaŶ 
oteŶ ďe a loŶg stƌetĐh of pƌeseŶted eǀeŶts, laĐkiŶg hooks oƌ a Đause-aŶd-efeĐt-ĐhaiŶ. It is 
also possiďle that aŶ aĐioŶ s͛ ĐausalitǇ has to ďe iguƌed out ateƌǁaƌds. It is iŵpoƌtaŶt to 
keep iŶ ŵiŶd that iŶ aƌt ilŵs theƌe alǁaǇs aƌe sĐeŶes, eǀeŶts oƌ ĐhaƌaĐteƌs that ƌesist aŶǇ 
iŶteƌpƌetaioŶ.
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What aƌe the ŵaiŶ iŶteƌpƌetaiǀe pƌiŶĐiples of aƌt ĐiŶeŵa? Boƌdǁell puts it as folloǁs:

The aƌt ĐiŶeŵa ŵoiǀates its Ŷaƌƌaiǀes ďǇ tǁo pƌiŶĐiples: ƌealisŵ aŶd authoƌial 
eǆpƌessiǀitǇ.ϭϭϯ 

The authoƌ fuŶĐioŶs as aŶ iŶstaŶĐe ǁhiĐh stƌuĐtuƌes the ilŵiĐ ǁoƌd aŶd he also ďeĐoŵes a 
foƌŵal ĐoŵpoŶeŶt, ǁhiĐh uŶiies the teǆt.  ϭϭϰ The ĐiŶeŵa-eduĐated ǀieǁeƌ alƌeadǇ aǁaits tƌaits 
ĐhaƌaĐteƌisiĐ to a diƌeĐtoƌ iŶ ƋuesioŶ. The ǀieǁeƌ thƌoughout the ǀieǁiŶg pƌoĐess atƌiďutes 
the eǀeŶts oŶ the sĐƌeeŶ eitheƌ to oŶe oƌ aŶotheƌ tƌadiioŶ.ϭϭϱ 

AestheiĐ stƌategǇ of aŵďiguitǇ – that s͛ hoǁ the aƌt ĐiŶeŵa solǀes the pƌoďleŵ of the 
ĐoŶtƌadiĐioŶ ďetǁeeŶ ƌealisŵs aŶd authoƌial suďjeĐiǀitǇ.ϭϭϲ

2.6. The protagonist and his goals

GeƌŵaŶ ilŵ sĐholaƌ JeŶs Edeƌ deǀeloped the ŵost ĐoŵpƌeheŶsiǀe ŵodel foƌ ĐhaƌaĐteƌ aŶalǇsis 
iŶ ilŵ ;Die Figur im Film. Grundlagen der Figurenanalyse, ϮϬϬϴͿ. He defeŶds the posiioŶ 
that, although ŵaŶǇ theoƌeiĐiaŶs ǁould aƌgue that ͞the eǆisteŶĐe of ĐhaƌaĐteƌs is Ŷeitheƌ a 
ŶeĐessaƌǇ Ŷoƌ a suiĐieŶt ĐoŶdiioŶ foƌ a teǆt to ďe a Ŷaƌƌaiǀe […] iĐioŶal Ŷaƌƌaiǀes ǁithout 
ĐhaƌaĐteƌs aƌe atǇpiĐal.͟ ϭϭϳ 

KƌisiŶ ThoŵpsoŶ agƌees ǁith hiŵ that a goal-oƌieŶted pƌotagoŶist is ĐhaƌaĐteƌisiĐ to ĐlassiĐal 
[ilŵ] Ŷaƌƌaiǀes. CoŶseƋueŶtlǇ, ĐhaƌaĐteƌ tƌaits tƌiggeƌ the ŵoiǀaioŶ foƌ theiƌ ĐhoiĐes aŶd 
eǀeŶts, ďeĐause theǇ aĐt ĐoŶsisteŶtlǇ.ϭϭϴ The ĐhaƌaĐteƌ s͛ desiƌe pƌoǀides the foƌǁaƌd iŵpetus 
foƌ the Ŷaƌƌaiǀe.ϭϭϵ The ĐhaƌaĐteƌ seeks to aĐiǀelǇ puƌsue goals aŶd this deiŶes the ŵaiŶ 
liŶes of aĐioŶ. This leads to aŶotheƌ deiŶite tƌait of HollǇǁood Ŷaƌƌaiǀe – that of the douďle 
plotliŶe, ǁith ƌoŵaŶĐe ďeiŶg the ĐeŶtƌal oŶe.ϭϮϬ TǇpes of pƌotagoŶists iŶ ĐlassiĐ HollǇǁood ĐaŶ 
ďe diǀided iŶ fouƌ gƌoups: the ͞Idol ,͟ the ͞EǀeƌǇŵaŶ ,͟ the ͞UŶdeƌdog͟ aŶd the ͞Dooŵed .͟ϭϮϭ 

OŶ the ĐoŶtƌaƌǇ, iŶ aƌt ĐiŶeŵa Ŷaƌƌaiǀe suĐh a ĐlassiiĐaioŶ of ĐhaƌaĐteƌs is iŵpossiďle. IŶ 
aƌt ĐiŶeŵa the ĐhaƌaĐteƌ is oteŶ foƌĐed to aĐt, aŶd isŶ͛t led ďǇ desiƌes. These pƌotagoŶists 
oteŶ do Ŷot puƌsue goals, oƌ the goals aƌe aŵďiguous. Theƌe also isŶ´t the iŵe pƌessuƌe aŶd 
deadliŶes ĐoŵŵoŶ iŶ ĐlassiĐal Ŷaƌƌaiǀe. The ĐhaƌaĐteƌs iŶ aƌt ĐiŶeŵa aƌe ŵostlǇ pƌeseŶted 
thƌough theiƌ eǀeƌǇdaǇ ƌouiŶes.
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As the ƌeadiŶg of the Ŷeǁest Ŷaƌƌaiǀe theoƌǇ suggests a goal-oƌieŶtated pƌotagoŶist ĐoŶsitutes 
a diǀidiŶg liŶe ďetǁeeŶ a ĐlassiĐal aŶd a ŶoŶ-ĐlassiĐal plot. Maƌie-Lauƌe ‘ǇaŶ, iŶ desĐƌiďiŶg the 
ĐogŶiiǀe teŵplate upoŶ ǁhiĐh the Ŷaƌƌaiǀe is ďuilt, Ŷaŵes, aloŶgside the ĐoŶstƌuĐioŶ of aŶ 
ageŶt aŶd oďjeĐt aŶd ĐhaŶge of state, the Ŷetǁoƌk of ĐoŶŶeĐioŶs ĐoŶsituted ďǇ the goals of 
the ageŶt, his plaŶs aŶd eŵoioŶs.ϭϮϮ ‘ǇaŶ poiŶts out that the ŶegleĐt of these ĐoŶŶeĐioŶs 
Đƌeates loǁ ŶaƌƌaiǀitǇ, ǁhiĐh is usual foƌ postŵodeƌŶ teǆts. Although sloǁ ĐiŶeŵa ĐaŶŶot 
ďe assoĐiated ǁith postŵodeƌŶ ĐiŶeŵa, a loǁ degƌee of ŶaƌƌaiǀitǇ ŵaŶifests itself iŶ these 
ilŵs, ǁhiĐh is ĐloselǇ ĐoŶŶeĐted to the ǁeakeŶed liŶks ďetǁeeŶ the pƌotagoŶist, his goals aŶd 
his aĐioŶs. Neǀeƌtheless, this thesis ǁill pƌeseŶt the aƌguŵeŶt thƌoughout that the fouƌ-aĐt-
sĐheŵa, as pƌoposed ďǇ ThoŵpsoŶ, sill has its usefulŶess heƌe. This ǁill ďe iŶtƌoduĐed iŶ the 
Ŷeǆt suďĐhapteƌ.

Ϯ.ϳ. Four-aĐt-sĐheŵa

As alƌeadǇ ŵeŶioŶed, ThoŵpsoŶ Ŷaŵes the fouƌ aĐts of aŶǇ ilŵ as folloǁs: the “etup, the 
CoŵpliĐaiŶg aĐioŶ, the DeǀelopŵeŶt aŶd the Cliŵaǆ. 

IŶ the setup, the iŶiial situaioŶ is estaďlished aŶd oteŶ goals aƌe deiŶed. IŶ the ĐoŵpliĐaiŶg 
aĐioŶ, as ThoŵpsoŶ Ƌuotes “Ǉd Field, the aĐioŶ is takeŶ iŶ a Ŷeǁ diƌeĐioŶ.ϭϮϯ In the 

deǀelopŵeŶt Ŷeǁ oďstaĐles oĐĐuƌ, ǁhiĐh pƌeǀeŶt the pƌotagoŶist fƌoŵ ƌeaĐhiŶg his goals.ϭϮϰ In 

the Đliŵaǆ, all the aĐioŶ heads toǁaƌds the iŶal ƌesoluioŶ.ϭϮϱ The stoƌǇ is iŶished ďǇ a shoƌt 
epilogue.

IŶ heƌ gƌouŶd-ďƌeakiŶg studǇ KƌisiŶ ThoŵpsoŶ also poses the ƋuesioŶ of hoǁ the laƌge-sĐale 
paƌts aƌe ďalaŶĐed.ϭϮϲ “he suggests that the ϮϬ to ϯϬ-ŵiŶute ƌaŶge ŵight ĐoƌƌespoŶd to the 
ateŶioŶ spaŶ of the speĐtatoƌ. This Đould ďe the ƌeasoŶ ǁhǇ sloǁ ĐiŶeŵa also paƌtlǇ siĐks to 
this sĐheŵa. Hoǁeǀeƌ, this studǇ ǁill aƌgue that iŶ oƌdeƌ foƌ aŶ aŶalǇsis of the fouƌ-aĐt-sĐheŵa 
iŶ sloǁ ĐiŶeŵa, these aĐts aŶd theiƌ ƌaŶge haǀe to ďe ĐoŶsideƌed takiŶg iŶto aĐĐouŶt eaĐh 
paƌiĐulaƌ ilŵ s͛ degƌee of ŶaƌƌaiǀitǇ, the eǆpeĐtaioŶs of the ǀieǁeƌ toǁaƌds the ilŵ aŶd the 
ďƌoadeƌ ĐoŶteǆt.

Ϯ.ϴ. TurŶiŶg poiŶts aŶd sloǁ ilŵs

The deiŶiŶg ŵoŵeŶts foƌ the Ŷaƌƌaiǀe aƌe so-Đalled tuƌŶiŶg poiŶts. KƌisiŶ ThoŵpsoŶ deiŶes 
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theŵ as ĐƌuĐial eǀeŶts oƌ ĐhaŶges iŶ the stoƌǇliŶe.ϭϮϳ MostlǇ it is ďoth: a shit iŶ the pƌotagoŶist s͛ 
goals aŶd a shit to the Ŷeǆt laƌge paƌt of the Ŷaƌƌaiǀe. TuƌŶiŶg poiŶts oteŶ oĐĐuƌ at the eŶd of 
eaĐh of the fouƌ paƌts, oƌ just ateƌ the ďegiŶŶiŶg of a Ŷeǁ segŵeŶt. But oteŶ a tuƌŶiŶg poiŶt 
isŶ͛t just a siŶgle ŵoŵeŶt, ďut aŶ aĐioŶ that ŵaǇ last foƌ soŵe iŵe. IŶ aŶǇ Đase, a tuƌŶiŶg 
poiŶt ďƌiŶgs a fuŶĐioŶal ĐhaŶge to the aĐioŶ. As Daǀid Boƌdǁell, aĐkŶoǁledgiŶg ThoŵpsoŶ s͛ 
ŵodel, puts it, ͞Although all eǀeŶts iŶ a plot ŵaǇ ĐoŶtƌiďute to the oǀeƌall pƌogƌessioŶ, soŵe 
iŶtuiiǀelǇ staŶd out as sigŶiiĐaŶt ŵoŵeŶts, aŶd otheƌs aƌe ĐleaƌlǇ seĐoŶdaƌǇ.͟ ϭϮϴ

A tuƌŶiŶg poiŶt ĐaŶ oĐĐuƌ ǁheŶ oŶe goal is aĐhieǀed aŶd ƌeplaĐed ďǇ aŶotheƌ oŶe. Oƌ it ŵaǇ 
ŵeaŶ a shit iŶ taĐiĐs to aĐhieǀe a goal.ϭϮϵ IŶ oƌdeƌ to aŶalǇse ilŵ plots, ThoŵpsoŶ takes the 
ĐhaƌaĐteƌ´s goals aŶd ĐhaŶges theŵ to a ĐƌiteƌioŶ that helps to deteĐt the fouƌ-aĐt stƌuĐtuƌe of 
the ilŵ.ϭϯϬ This ŵethod is aŶ aŶalǇiĐal tool, ǁhiĐh helps to oďtaiŶ oďjeĐiǀe ƌesults fƌoŵ the 
Ŷaƌƌaiǀe aŶalǇsis.

Foƌ the aŶalǇsis of sloǁ ĐiŶeŵa the ĐhaƌaĐteƌ ĐaŶŶot alǁaǇs seƌǀe as the ŶeĐessaƌǇ ĐƌuĐial 
faĐtoƌ, as the ĐhaƌaĐteƌ isŶ͛t the lǇŶĐhpiŶ of the stoƌǇ as iŶ a ŵaiŶstƌeaŵ ilŵ. CoŶtƌaƌǇ to 
HollǇǁood ilŵs, ǁe oteŶ do Ŷot get to kŶoǁ the goals of the ĐhaƌaĐteƌ oƌ his ŵoiǀaioŶs.

This studǇ pƌoposes that iŶ Đase of sloǁ ĐiŶeŵa, the aŶalǇst has to seek the tuƌŶiŶg poiŶts as 
eǀeŶts iŶ the stoƌǇ that aƌe soŵehoǁ outstaŶdiŶg fƌoŵ the ƌest of the ilŵ. It ŵight eǀeŶ ďe 
that iŶ sloǁ ĐiŶeŵa aŶǇ Ŷeǁ iŶfoƌŵaioŶ ĐaŶ deiŶe a tuƌŶiŶg poiŶt. But Ŷote that suĐh tuƌŶiŶg 
poiŶts ŵaǇ ďe situated Ŷot oŶlǇ oŶ the plot-leǀel – iŶ the Đase of sloǁ ĐiŶeŵa, aŶǇ stǇlisiĐ deǀiĐe 
that peƌfoƌŵs iŵpoƌtaŶt stoƌǇtelliŶg fuŶĐioŶs ĐaŶ ǁoƌk as a tuƌŶiŶg poiŶt. IŶ this ƌegaƌd, this 
studǇ s͛ deiŶiioŶ of a tuƌŶiŶg poiŶt folloǁs the deiŶiioŶ of aŶ eǀeŶt ďǇ ‘eŶé Audet. A loose 
deiŶiioŶ of a tuƌŶiŶg poiŶt iŶ sloǁ ĐiŶeŵa ǁould ďe as folloǁs: aŶǇ Ŷeǁ iŶfoƌŵaioŶ, ǁhetheƌ 
auƌal, ǀeƌďal oƌ ǀisual, ǁhiĐh seeŵiŶglǇ leads the stoƌǇ iŶto aŶotheƌ diƌeĐioŶ, ĐaŶ fuŶĐioŶ as 
a tuƌŶiŶg poiŶt. AŶotheƌ difeƌeŶĐe fƌoŵ ĐlassiĐ Ŷaƌƌaiǀe ǁould ďe that these tuƌŶiŶg poiŶts 
oteŶ lead to seeŵiŶglǇ ŶothiŶg, as it lateƌ tuƌŶs out. But ǁheŶ eǆaŵiŶed deepeƌ, it ďeĐoŵes 
Đleaƌ that this ͞ ŶothiŶg͟ ŵeaŶs that the eǆpeĐtaioŶs ƌaised ďǇ the Ŷaƌƌaiǀe ǁeƌe Ŷot fulilled. 

“uĐh tuƌŶiŶg poiŶts also possess aŶotheƌ goal - theǇ seƌǀe to ƌeŶeǁ the iŶteƌest of the ǀieǁeƌ 
iŶ the stoƌǇ itself. 

AŶ iŶteƌesiŶg poiŶt is oŶe ŵeŶioŶed ďǇ Daǀid Boƌdǁell: that ǁe usuallǇ ďuild the stoƌǇ-ǁoƌld 
thƌough laŶdŵaƌks, Ŷot the aƌisiĐ details of seiŶg, aŶd that the audieŶĐe oǀeƌlooks stǇlisiĐ 

127 Kristin Thompson Storytelling in the New Hollywood. Understanding Classical Narrative Technique, 
Cambridge, Mass., 1999, p. 23.
128 David Bordwell Three Dimensions of Film Narrative in David Bordwell Poetics of Cinema, New York, 
2007, p. 108
129 Kristin Thompson Storytelling in the New Hollywood. Understanding Classical Narrative Technique, 
Cambridge, Mass., 1999, p. 29.
130  Ibid., p. 27.
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featuƌes altogetheƌ.ϭϯϭ This pƌojeĐt s͛ thesis is that iŶ sloǁ ĐiŶeŵa stǇlisiĐs plaǇ aŶ iŵpoƌtaŶt 
ƌole, aŶd the taƌget gƌoup, a ĐiŶeŵa-eduĐated audieŶĐe, is aďle to aĐkŶoǁledge this.

IŶ sloǁ ĐiŶeŵa, the tuƌŶiŶg poiŶt ǁill Ŷot ďe oďligatoƌilǇ ĐoŶŶeĐted to the ĐhaƌaĐteƌ s͛ goals 
as iŶ tƌadiioŶal ilŵŵakiŶg pƌaĐiĐe. ‘atheƌ, it ĐaŶ ďe aŶǇ paƌt of the stoƌǇ ǁhiĐh ĐoŶtaiŶs 
iŵpoƌtaŶt iŶfoƌŵaioŶ foƌ the ǀieǁeƌ aŶd helps fuƌtheƌ deǀelop the stoƌǇ. 

FƌaŶklǇ, the deteĐioŶ of tuƌŶiŶg poiŶts iŶ sloǁ ĐiŶeŵa is a pƌoďleŵaiĐ eŶdeaǀouƌ foƌ a 
sĐholaƌ. BeĐause theǇ aƌe Ŷot as appaƌeŶt as iŶ ŵaiŶstƌeaŵ ĐiŶeŵa, alŵost eǀeƌǇ stateŵeŶt 
aďout a paƌiĐulaƌ tuƌŶiŶg poiŶt ĐaŶ ďe ĐoŶtested. OŶe ĐaŶ go eǀeŶ as faƌ as to allege oŶe ĐaŶ, 
pƌeseŶt studǇ iŶĐluded, ƌead iŶto it ǁhat oŶe eǆpeĐts to see. OŶe of the goals of this thesis is to 
deŵoŶstƌate that, although opiŶioŶs aďout paƌiĐulaƌ tuƌŶiŶg poiŶts iŶ sloǁ ĐiŶeŵa ĐaŶ difeƌ, 
sloǁ ilŵs ĐaŶ ďe diǀided iŶto ͞digesiďle ĐhuŶks͟ϭϯϮ. 

Also, tuƌŶiŶg poiŶts iŶ aƌt ĐiŶeŵa ďƌoaĐh the issue of a ǀieǁeƌ s͛ ateŶioŶ. IŶ aƌt ĐiŶeŵa as a 
ǁhole aŶd iŶ sloǁ ĐiŶeŵa iŶ paƌiĐulaƌ, it is oteŶ alŵost iŵpossiďle to ƌegisteƌ all the iŵpoƌtaŶt 
details duƌiŶg the iƌst ǀieǁiŶg. Thus, sloǁ ĐiŶeŵa deŵaŶds ƌepeated ǀieǁiŶgs aŶd aŶ oteŶ 
iŶeǀitaďle ĐoŶsultaioŶ of seǀeƌal paƌateǆts suĐh as ilŵ fesiǀal Đatalogues, pƌess kits, iŶteƌŶet 
ƌesouƌĐes etĐ., iŶ oƌdeƌ to uŶdeƌstaŶd the stoƌǇ. This poses a pƌoďleŵ foƌ a ilŵ sĐholaƌ, ďeĐause 
iŶ oƌdeƌ to ŵodel ŵoƌe oƌ less ĐoƌƌeĐtlǇ the pƌoĐess of uŶdeƌstaŶdiŶg a ilŵ duƌiŶg ǀieǁiŶg, 
oŶe ŵust ƌelǇ oŶ oŶe s͛ oǁŶ ĐoŶteǆtual kŶoǁledge aŶd oŶ ǁhat oŶe sees oŶsĐƌeeŶ. Hoǁeǀeƌ, 
uŶdeƌstaŶdiŶg a ilŵ uŶdeƌ suĐh siŵpliied ĐoŶdiioŶs ĐoŶtƌadiĐts the deŵaŶds of sĐieŶiiĐ 
ƌeseaƌĐh, ǁhiĐh is pƌiŵed to faĐilitate the uŶdeƌstaŶdiŶg of aŶ aƌtǁoƌk thƌough the giǀiŶg of 
addiioŶal iŶfoƌŵaioŶ. This aŶalǇsis ǁill tƌǇ to thiŶk as a ŵeŵďeƌ of the taƌget audieŶĐe of 
sloǁ ĐiŶeŵa, ďut ǁill also seek addiioŶal iŶfoƌŵaioŶ aďout the ilŵs. 

The desĐƌipioŶ of ŵaiŶ Ŷaƌƌaiǀe featuƌes ofeƌed aďoǀe does Ŷot take the ǀieǁeƌ iŶto 
ĐoŶsideƌaioŶ. But the ĐogŶiiǀe aspeĐt iŶ the peƌĐepioŶ of a Ŷaƌƌaiǀe has to ďe stƌessed siŶĐe 
͞the speĐtatoƌ´s ĐoŵpƌeheŶsioŶ of the stoƌǇ is the pƌiŶĐipal aiŵ of ŶaƌƌaioŶ.͟ ϭϯϯ Filŵ sĐholaƌ 
JasoŶ GeŶdleƌ has eǆplaiŶed that iŶ oƌdeƌ to uŶdeƌstaŶd the stoƌǇ, ǁe haǀe to poŶdeƌ ďoth 
aspeĐts – the ĐogŶiioŶ aŶd the Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ, ďeĐause ͞ĐogŶiioŶ aloŶe is a litle too 
leǆiďle aŶd disƌegaƌds too ŵuĐh of the ilŵ s͛ aĐtual Ŷaƌƌaiǀe iŶfoƌŵaioŶ.͟ ϭϯϰ BǇ addiŶg the 
foƌŵal ĐoŶstƌuĐioŶ of the ilŵ to the aŶalǇsis, it fuŶĐioŶs as a staďiliziŶg foƌĐe foƌ ĐogŶiiǀe 
aĐioŶs.ϭϯϱ 

131 David Bordwell Cognition and Comprehension. Viewing and Forgetting in Mildred Pierce in David 
Bordwell Poetics of Cinema, New York, 2008,  p. 143-144
132 David Bordwell Three dimensions of ilm narrative in David Bordwell Poetics of Cinema, New York, 2007, 
p. 109.
133 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 30.
134 Jason Gendler Where Does the Beginning End? in Projections. The Journal for Movies and Mind, Vol. 6, Nr. 
2, 2012, p. 67.
135 Jason Gendler Where Does the Beginning End? in Projections. The Journal for Movies and Mind. Vol. 6, Nr. 
2, 2012, p. 67.
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To ďegiŶ: a deliŶeaioŶ of Daǀid Boƌdǁell s͛ ŵaiŶ ideas oŶ ilŵ peƌĐepioŶ, Ŷot oŶlǇ ďeĐause he 
is the ŵost iŶlueŶial ĐoŶteŵpoƌaƌǇ ilŵ theoƌeiĐiaŶ, ďut also ďeĐause his ǀieǁs ďeloŶg to the 
ĐogŶiiǀe ilŵ theoƌǇ this studǇ adheƌes to. The assuŵpioŶ oŶ ǁhiĐh his theoƌǇ is ďased, that 
͞ŵedia aƌe ƌegaƌded Ŷot as a Đode of sigŶs ǁith aŶ iŶtƌiŶsiĐ aŶd iǆed Ŷaƌƌaiǀe ŵeaŶiŶg ďut as 
opeŶ-eŶded ƌepeƌtoƌies of ƌesouƌĐes aŶd deǀiĐes͟ϭϯϲ, is a pƌeŵise ǁhiĐh this studǇ ƌegaƌds as 
aŶ esseŶial poiŶt of depaƌtuƌe iŶ the aŶalǇsis of aŶǇ ilŵ.

Ϯ.ϵ. Role of the ǀieǁer 

Daǀid Boƌdǁell states that the ŵost iŵpoƌtaŶt is ǁhat the ǀieǁeƌ sees – ǁhiĐh iŶfoƌŵaioŶ is 
giǀeŶ oƌ ǁhiĐh iŶfoƌŵaioŶ is ǁithheld.ϭϯϳ This pƌoĐess ĐaŶ ďe ĐiƌĐuŵsĐƌiďed as ilŵ ŶaƌƌaioŶ. IŶ 
doiŶg so the Ŷaƌƌaiǀe tƌadiioŶ has to ďe ĐoŶsideƌed, ďeĐause eaĐh ŵakes ĐeƌtaiŶ eŶgiŶeeƌiŶg 
pƌiŶĐiples ŵoƌe likelǇ thaŶ otheƌs.ϭϯϴ 

But hoǁ ĐaŶ ǁe uŶdeƌstaŶd the sloǁ ĐiŶeŵa ilŵs if theǇ laĐk a ight plot, if the pƌotagoŶist 
isŶ´t a psǇĐhologiĐallǇ deǀeloped ĐhaƌaĐteƌ, if he has Ŷo goals, oƌ if the goals aƌe ǀague? IŶ oƌdeƌ 
to uŶdeƌstaŶd any ilŵ ǁe use ouƌ aďiliies that Đoŵe fƌoŵ ouƌ peƌĐepioŶ of iŵages, fƌoŵ folk 
psǇĐhologǇ aŶd fƌoŵ soĐial iŶtelligeŶĐe.ϭϯϵ Daǀid Boƌdǁell poiŶts to Paul Messaƌis, ǁho ĐleaƌlǇ 
stated that ǁe ĐoŵpƌeheŶd iŵages usiŶg ouƌ aďiliies to ƌeĐogŶize oďjeĐts aŶd spaial laǇouts 
iŶ ouƌ eǀeƌǇdaǇ ǁoƌld.ϭϰϬ Foƌ that Ŷo speĐial tƌaiŶiŶg is ƌeƋuiƌed. The saŵe applies to folk 
psǇĐhologǇ – it dƌaǁs oŶ ouƌ ĐoŵŵoŶ seŶse-ƌeasoŶiŶg, ǁhiĐh, like ouƌ peƌĐepioŶ of iŵages, 
aƌe Đƌoss-Đultuƌal uŶiǀeƌsals.ϭϰϭ This iŶdiŶg is ǀeƌǇ iŵpoƌtaŶt foƌ the sloǁ ĐiŶeŵa eǆaŵples 
as theǇ Đoŵe fƌoŵ difeƌeŶt Đultuƌes. Hoǁeǀeƌ, iŶ due Đouƌse the issue oŶ the Đƌoss-Đultuƌal 
Ŷatuƌe of sloǁ ĐiŶeŵa ǁill haǀe to ďe ƌeassessed.

‘etuƌŶiŶg to the ƋuesioŶ of Ŷaƌƌaiǀe, Daǀid Boƌdǁell suďsuŵes the issue as folloǁs:

IŶ pƌiŶĐiple, Ŷaƌƌaiǀe is uteƌlǇ oppoƌtuŶisiĐ aŶd pƌoŵisĐuous. It ŵoďilizes sǇsteŵs 
aŶd paƌial sǇsteŵs fƌoŵ all aƌeas of life. It seizes aŶǇthiŶg that ĐaŶ seƌǀe its puƌpose, 
ƌegaƌdless of logiĐal oƌ oŶtologiĐal ĐoŶstƌaiŶts, aŶd slaps togetheƌ all of dispaƌate Đues. 
BeŶt oŶ shapiŶg ouƌ eǆpeƌieŶĐe iŶ iŵe, it dƌaǁs upoŶ ǁhateǀeƌ ǁill do the joď.ϭϰϮ

If this is the Đase, theŶ foƌ this uŶdeƌtakiŶg theƌe ŵust ďe a seaƌĐh foƌ a ŵethod oƌ appƌoaĐh 
that ǁould seƌǀe as ǀieǁiŶg heuƌisiĐs iŶ oƌdeƌ to ŵodel the audieŶĐe s͛ possiďle ƌeaĐioŶ to 
ilŵs. “uďseƋueŶtlǇ, this studǇ ǁill shoǁ that difeƌeŶt pƌagŵaiĐ ĐoŶĐepts ĐaŶ ďe of use. But 

136 Marie-Laure Ryan Moving Pictures in Marie-Laure Ryan (ed.) Narrative across Media, Lincoln, 2004, p. 
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138 David Bordwell Three dimensions of ilm narrative in David Bordwell Poetics of Cinema, New York, 2007, 
p. 126.
139 David Bordwell Common Sense + Film Theory = Common-Sense Film Theory in Observations on ilm art, 
May 2011. http://www.davidbordwell.net/essays/commonsense.php (Accessed 02.05.2012).
140 Ibid. 
141 Ibid. 
142 David Bordwell Three dimensions of ilm narrative in David Bordwell Poetics of Cinema, New York, 2007, 
p. 126.
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ďefoƌe iŶtƌoduĐiŶg these ĐoŶĐepts the issue of a ilŵ ǀieǁeƌ has to ďe disĐussed fƌoŵ tǁo 
difeƌeŶt peƌspeĐiǀes. Fiƌst of all, the oǀeƌall ilŵiĐ eǆpeƌieŶĐe has to ďe desĐƌiďed aŶd the 
ƋuesioŶ aďout ǁho ĐoŶsitutes the audieŶĐe foƌ sloǁ ĐiŶeŵa has to ďe ďƌoaĐhed. 

Ϯ.ϭϬ. Filŵ as aŶ eǆperieŶĐe 

Although ilŵ theoƌist ViǀiaŶ “oďĐhaĐk´s ǀieǁs aƌe gƌouŶded iŶ pheŶoŵeŶologǇ, ǁhiĐh is 
Ŷot the ĐoŶĐept deeŵed appƌopƌiate foƌ this studǇ s͛ appƌoaĐh to sloǁ ĐiŶeŵa, she ŵakes a 
pƌopeƌlǇ good poiŶt iŶ deiŶiŶg the ilŵ ǀieǁiŶg´s pƌoĐess ďǇ staiŶg that:

;..Ϳ ǁe see aŶd uŶdeƌstaŶd a ilŵ Ŷot ŵeƌelǇ as a ǀisiďle oďjeĐt ;soŵe thiŶg alƌeadǇ-
seeŶ, alƌeadǇ-ĐoŶsitutedͿ ďut also as a peƌfoƌŵaiǀe aŶd ĐoŵŵuŶiĐaiǀe aĐt of ǀisioŶ 
;a Ŷoǁ- seeiŶg, a Ŷoǁ-ĐoŶsituiŶg aĐiǀitǇͿ that iŵpliĐates a ǀieǁiŶg suďjeĐt ;aŶ 
alǁaǇs-peƌĐepiǀe aŶd alǁaǇs-ĐoŶsituiǀe eŶǁoƌlded liǀed-ďodǇͿ eŶgaged iŶ the aĐt 
of sigŶifǇiŶg.ϭϰϯ

Thus, the ilŵ has to ďe uŶdeƌstood Ŷot as a teǆt, ďut as a peƌfoƌŵaŶĐe iŶ the ǁaǇ that DaŶa 
PolaŶ eŶǀisioŶed iŶ the ŵid-ϭϵϴϬs. DƌaǁiŶg oŶ the speeĐh-aĐt theoƌǇ he states that ͞ilŵs aƌe 
͚peƌfoƌŵaiǀe͛͟ϭϰϰ. Theiƌ ŵeaŶiŶg doesŶ´t oĐĐuƌ as a ͞ Ŷatuƌal ƌefeƌeŶĐe.͟  It is iŶstead uŶdeƌstood 
as a pƌoĐess ǁheƌeiŶ difeƌeŶt ĐoŶteǆts iŶteƌaĐt aŶd aĐt upoŶ the ilŵiĐ teǆt. Geƌtƌud KoĐh 
speĐiies this ŶoioŶ, ŶaŵiŶg the tǁo appaƌatus that aƌe ĐƌuĐial foƌ the ilŵiĐ peƌfoƌŵaŶĐe: that 
of the ĐiŶeŵa ;a ilŵ Đaŵeƌa aŶd a pƌojeĐtoƌ, also a ilŵ theatƌe aŶd sĐƌeeŶiŶg ĐoŶdiioŶsͿ, aŶd 
the peƌĐepioŶ appaƌatus of the speĐtatoƌ.ϭϰϱ This appƌoaĐh its the aŶalǇsis of sloǁ ĐiŶeŵa, as 
it alloǁs foƌ aŶ iŶĐoƌpoƌaioŶ of the ǀieǁeƌ s͛ ďodǇ iŶ the pƌoĐess of peƌĐepioŶ. At the saŵe 
iŵe it eŶĐouƌages the eǆaŵiŶaioŶ of the aƌtǁoƌk as a ͞stƌuĐtuƌed eǀeŶt.͟  ϭϰϲ The assuŵpioŶ 
that ilŵ is a peƌfoƌŵaiǀe eǀeŶt also spuƌs a look at sloǁ ĐiŶeŵa Ŷot oŶlǇ as ƌepƌeseŶtaioŶ, 
ďut as a puƌe atƌaĐioŶ. As the ilŵ eǆaŵples ǁill shoǁ, this is oteŶ the Đase.
IŶ oƌdeƌ to lesh out the pƌiŶĐipal teŶaŶts of this pƌojeĐt, the ŶoioŶ of ilŵ as a peƌfoƌŵaŶĐe 
Ǉields aŶ esseŶial disĐussioŶ ǁhiĐh ƌeǀolǀes aƌouŶd the ŵuĐh-ĐoŶtested issue of ǁhetheƌ the 
aƌisiĐ teǆt oƌ the ĐoŶteǆt ;iŶ this Đase eŶĐoŵpassiŶg the ǀieǁeƌ as ǁellͿ aƌe ŵoƌe deĐisiǀe. 
The iŶlueŶial ƌeĐepioŶ studies theoƌist JaŶet “taigeƌ poiŶts to this topiĐ iŶ heƌ ďook Perverse 

Spectators: The Pracices of Filŵ RecepioŶ, ĐƌiiĐisiŶg the staŶĐe she aŶd heƌ Đolleagues Daǀid 
Boƌdǁell aŶd KƌisiŶ ThoŵpsoŶ took oŶ audieŶĐes iŶ theiƌ ǁateƌshed ďook The Classical 

Hollyǁood CiŶeŵa: Filŵ Style aŶd Mode of ProducioŶ to ϭ96Ϭ. At the iŵe of ďooks iŶĐepioŶ 
– at the eŶd of the ϭϵϳϬs - theǇ ǁeƌe all of the opiŶioŶ that ͞ textuality deteƌŵiŶed ǁhat people 
did.͟ ϭϰϳ That ŵeaŶs that all the ŵeaŶiŶgs aŶd efeĐts aƌe geŶeƌated ďǇ the teǆt. Oǀeƌ the Ǉeaƌs 

143 Vivian Sobchack Vivian Sobchack The Address of the Eye. A Phenomenology of Film Experience, Princeton, 1992, p. 56.
144 Dana Polan Film Theory Re-Assessed in Continuum: The Australian Journal of Media & Culture. Vol. 1 no 2 
(1987), available at http://wwwmcc.murdoch.edu.au/ReadingRoom/1.2/Polan.html  (Accessed 23.10.2013).
145 Robin Curtis How Do We Do Things With Films? Die Verortung der Erfahrung zwischen Wort und Fleisch 
in Sabine Nessel, Winfried Pauleit, Christine Rüffert, Karl-Heinz Schmid, Alfred Tews (eds.) Wort und Fleisch. 
Kino zwischen Text und Körper, Berlin, 2008, p. 75 – 90.
146 Ibid., p. 76
147 Janet Staiger Perverse Spectators: The Practices of Film Reception, New York, 2000, p. 29.
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hoǁeǀeƌ, “taigeƌ has ŵodiied heƌ posiioŶ aŶd aƌgues that ĐoŶteǆt is ŵoƌe sigŶiiĐaŶt thaŶ 
teǆtual featuƌes iŶ ďuildiŶg up iŶteƌpƌetaioŶs of ilŵs.ϭϰϴ UŶdeƌ ĐoŶteǆt she suďsuŵes Ŷot 
oŶlǇ the iŶteƌpƌetaiǀe stƌategies ĐhoseŶ ďǇ the ǀieǁeƌs, ďut also the histoƌiĐal ďaĐkgƌouŶd 
ǁhiĐh has ĐoŶstƌuĐted the iŶdiǀiduals.ϭϰϵ This posiioŶ is ĐloselǇ ĐoŶŶeĐted ǁith the ĐoŶĐept of 
a ilŵ speĐtatoƌ ǁho has uŶdeƌgoŶe a ĐoŶsideƌaďle ĐhaŶge oǀeƌ the Ǉeaƌs. As “taigeƌ aƌgues, 
all the ĐlassiĐal ĐiŶeŵaiĐ teǆts ǁoƌk oŶ ͞aŶ esseŶiallǇ ƌeĐepiǀe aŶd ideal speĐtatoƌ ,͟ϭϱϬ ďut 
this appƌoaĐh is also aĐĐepted, foƌ eǆaŵple, ďǇ Boƌdǁell. As alƌeadǇ eǆeŵpliied aďoǀe, “taigeƌ 
adǀaŶĐes the ǀieǁ that the ĐoŶteǆt is ŵoƌe iŵpoƌtaŶt thaŶ the Ŷaƌƌaiǀe desigŶ aŶd stagiŶg 
of the ilŵ. AŶd the ĐoŶteǆt is the faĐtoƌ ǁhiĐh fosteƌs the speĐtatoƌ to geŶeƌate ͞peƌǀeƌse 
ŵeaŶiŶgs .͟ Hoǁeǀeƌ, foƌ this pƌojeĐt s͛ puƌposes, a ŵodiied ĐoŶĐept of the ǀieǁeƌ is Ŷeeded.

Ϯ.ϭϭ. Natural audieŶĐe of sloǁ ĐiŶeŵa

Ed TaŶ states that ͞As eǀeƌǇďodǇ Đhooses the ilŵs, ǁhiĐh aƌe the ďest suited to hiŵ, eaĐh ilŵ 
tǇpe has its oǁŶ Ŷatuƌal ǀieǁeƌ.͟  ϭϱϭ 

It ǁas alƌeadǇ ŵeŶioŶed that sloǁ ĐiŶeŵa is a ilŵ fesiǀal default-stǇle. TakiŶg iŶto 
ĐoŶsideƌaioŶ the ĐoŶteŵpoƌaƌǇ stƌuĐtuƌe of the ilŵ ŵaƌket, it is iŵpoƌtaŶt to highlight the 
sĐƌeeŶiŶg ĐoŶdiioŶs aŶd the aĐĐessiďilitǇ of these ilŵs. This leads us to the deiŶiioŶ of the 
Ŷatuƌal audieŶĐe of these ilŵs, ǁhiĐh aƌe ŵaiŶlǇ sĐƌeeŶed at ilŵ fesiǀals. OŶlǇ a sŵall paƌt 
of theŵ ƌeĐeiǀe ĐiŶeŵaiĐ distƌiďuioŶ oƌ Đoŵe out oŶ DVD, ďut theǇ ŵight ďe ŵade aǀailaďle 
oŶ VoD plafoƌŵs. It is a speĐial ŶiĐhe of ĐiŶeŵa Đultuƌe that atƌaĐt ilŵ ĐƌiiĐs, aƌt ilŵ loǀeƌs 
aŶd otheƌ eŶthusiasts lookiŶg foƌ otheƌ, ŵoƌe Đƌeaiǀe appƌoaĐhes to ilŵ Ŷaƌƌaiǀes aŶd ilŵ 
as aŶ aƌt foƌŵ. This is Ƌuite a disiŶĐt audieŶĐe, aŶd foƌŵs the opposite to the ͞ Ŷatuƌal͟ ĐiŶeŵa 
ǀieǁeƌ, ǁho usuallǇ Đhooses to ǁatĐh ŵaiŶstƌeaŵ HollǇǁood pƌoduĐioŶs. The ateŶdees of 
ilŵ fesiǀals aŶd aƌt ilŵ ĐiŶeŵas haǀe a Đuliǀated taste, deǀeloped oǀeƌ the Ǉeaƌs aŶd thƌough 
the ǀieǁiŶg eǆpeƌieŶĐe. AŵeƌiĐaŶ ilŵ ĐƌiiĐ “Đot MaĐDaĐdoŶald eǀeŶ aƌgues that all ilŵs aƌe 
ĐhalleŶgiŶg foƌ ǀieǁeƌs. Thus, theǇ haǀe to leaƌŶ theiƌ ͞ŵode of opeƌaioŶ.͟  This is the gƌouŶds 
foƌ his ĐoŶĐept of ͞aĐƋuiƌed taste͟ – that ǀieǁeƌs deǀelop theiƌ pƌefeƌeŶĐes oǀeƌ the Ǉeaƌs.ϭϱϮ 

Fuƌtheƌŵoƌe, Ed TaŶ has stated that eaĐh ǀieǁeƌ kŶoǁs ǁhat tǇpe of ilŵs appeal to hiŵ, aŶd 
ŵakes a ĐhoiĐe.ϭϱϯ It is also iŵpoƌtaŶt to highlight the faĐt that loǀe of sloǁ ĐiŶeŵa is ĐloselǇ 
ĐoŶŶeĐted to the pheŶoŵeŶoŶ of ĐiŶephilia.
Hoǁeǀeƌ, this gƌoup – a Ŷatuƌal audieŶĐe foƌ sloǁ ĐiŶeŵa - ĐaŶŶot ďe haŶdled as a hoŵogeŶous 
eŶitǇ. As JaŶet “taigeƌ foƌŵulates:

[..] eaĐh speĐtatoƌ is a Đoŵpleǆ aŶd ĐoŶtƌadiĐtoƌǇ ĐoŶstƌuĐioŶ of suĐh self-ideŶiies 

148 Janet Staiger Perverse Spectators: The Practices of Film Reception, New York, 2000, p. 30.
149 Janet Staiger Interpreting Films: Studies in the Historical Reception of American Cinema, Princeton, 1992, 
p. 48.
150 Ibid., p. 51.
151 Ed S. Tan  Emotion and the Structure of Narrative Film, Mahwah, 1996, p. 10
152 Quoted from James Peterson Dreams of Chaos, Visions of Order: Understanding the American Avant-Garde 
Cinema, Detroit, 1994, p. 2.
153 Ed S. Tan Emotion and the Structure of Narrative Film, Mahwah, 1996, p. 10.
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as geŶdeƌ, seǆual pƌefeƌeŶĐe, Đlass, ƌaĐe, aŶd ethŶiĐitǇ. The peƌiŶeŶĐe of eaĐh self-
ideŶitǇ ŵight at iŵes doŵiŶate the otheƌs, peƌhaps oǀeƌdeteƌŵiŶate oƌ ĐoŶtƌadiĐt as 
ǁell. ϭϱϰ

EǀeŶ ŵoƌe, ouƌ peƌsoŶaliies iŶlueŶĐe the iŶteƌpƌetaioŶ of the ilŵiĐ teǆt.ϭϱϱ JaŶet “taigeƌ 
pƌeseŶts the idea that ǁe ĐaŶŶot speak aďout a pƌefeƌƌed ŵeaŶiŶg iŶteƌpƌeted ďǇ the audieŶĐe, 
ďeĐause eaĐh ǀieǁeƌ ĐaŶ geŶeƌate `peƌǀeƌse` ŵeaŶiŶgs ǁhiĐh haǀe Ŷot ďeeŶ iŵplied ďǇ the 
authoƌs.ϭϱϲ The aƌguŵeŶt heƌeiŶ is that the aƌisiĐ deǀiĐes used iŶ sloǁ ĐiŶeŵa ƌeadilǇ iŶǀite 
suĐh deǀiaŶt ŵeaŶiŶgs. The Gƌeek ilŵŵakeƌ Theo AŶgelopolous, oŶe of the iŶlueŶĐes foƌ 
sloǁ ĐiŶeŵa, folloǁs this liŶe of thought saǇiŶg that ͞the pauses, the dead iŵe, giǀe [the 
speĐtatoƌ] the ĐhaŶĐe Ŷot oŶlǇ to assess the ilŵ ƌaioŶallǇ, ďut also to Đƌeate, oƌ Đoŵplete, the 
difeƌeŶt ŵeaŶiŶgs of the seƋueŶĐe.͟ ϭϱϳ

“uƌelǇ sloǁ ĐiŶeŵa audieŶĐes haǀe to ďe aĐkŶoǁledged as aŶ iŶteƌpƌetaiǀe ĐoŵŵuŶitǇ, ďut 
ǁe ĐaŶŶot pƌediĐt theiƌ ĐoŵpƌeheŶsioŶ of sloǁ Ŷaƌƌaiǀes, ďeĐause eǀeŶ ǁithiŶ this liŵited 
gƌoup ǁe eŶĐouŶteƌ ǀeƌǇ dispaƌate iŶteƌpƌetaioŶs of ǁhat is shoǁŶ oŶsĐƌeeŶ. This pƌojeĐt s͛ 
posiioŶ is that this is ĐoŶŶeĐted to the Ŷaƌƌaiǀe desigŶ of the plot, ǁhiĐh has a loǁ degƌee 
of ŶaƌƌaiǀitǇ ;oƌ ǁeak ŶaƌƌaiǀitǇͿ. IŶ aŶǇ Đase, foƌ sloǁ ĐiŶeŵa ǁe haǀe to aĐkŶoǁledge the 
pluƌalitǇ of possiďle ƌeaĐioŶs to ilŵ. Hoǁeǀeƌ, as ŵeŶioŶed aďoǀe, the peƌspeĐiǀe of a 
EuƌopeaŶ ĐiŶephile ǁill ďe deĐisiǀe foƌ the pƌeseŶt studǇ.

PiĐtuƌiŶg the pƌoĐess of ilŵ ĐoŵpƌeheŶsioŶ iŶ teƌŵs of liŶguisiĐ pƌagŵaiĐs is the ŵost useful 
appƌoaĐh foƌ this uŶdeƌtakiŶg as it takes iŶto aĐĐouŶt the ĐoŶteǆtual faĐtoƌs that iŶlueŶĐe ouƌ 
uŶdeƌstaŶdiŶg of uteƌaŶĐes.

Ϯ.ϭϮ. ReleǀaŶĐe theorǇ aŶd ĐiŶeŵa pragŵaiĐs

This studǇ does Ŷot iŶteŶd to ĐoŶstƌuĐt a full-ďloǁŶ theoƌǇ of the ĐoŵpƌeheŶsioŶ of sloǁ ilŵs, 
ďut a detailed ǀieǁ is Ŷeeded iŶ oƌdeƌ to eǆaŵiŶe the aĐt stƌuĐtuƌes of the ilŵs. ‘eleǀaŶĐe 
theoƌǇ, as deǀeloped ďǇ Deidƌe WilsoŶ aŶd DaŶ “peƌďeƌ ;ϭϵϴϲͿ, iŶ teƌŵs of ĐogŶiiǀe pƌagŵaiĐs 
ĐaŶ seƌǀe as a ĐoŵpƌeheŶsioŶ heuƌisiĐs ofeƌiŶg a possiďilitǇ of hoǁ to deal ǁith the ĐhalleŶges 
posed ďǇ sloǁ ĐiŶeŵa Ŷaƌƌaiǀes.

Fiƌst of all, this theoƌǇ jusiies ǁhǇ sloǁ ilŵs aƌe ǁoƌth ǁatĐhiŶg, aŶd fuƌtheƌŵoƌe ǁhǇ 
ĐeƌtaiŶ stƌuĐtuƌes ĐaŶ ďe deteĐted iŶ theŵ. At the heaƌt of this theoƌǇ lies the assuŵpioŶ 
that aŶǇ aĐt of ŵakiŶg aŶ uteƌaŶĐe iŵplies that ǁhat is ďeiŶg aŶŶouŶĐed is ǁoƌth listeŶiŶg 
to ;͞ĐoŵŵuŶiĐaiǀe pƌiŶĐiple of ƌeleǀaŶĐe͟Ϳ.ϭϱϴ IŶ the ĐoŶteŵpoƌaƌǇ aƌt ĐiŶeŵa ŵaƌket the 
ilŵ, ďefoƌe it is shot, has ďeeŶ appƌoǀed ďǇ difeƌeŶt ĐoŵŵissioŶs aŶd iŶaŶĐial fuŶds ;iŶ 

154 Janet Staiger Interpreting Films: Studies in the Historical Reception of American Cinema, Princeton, 1992, 
p. 13.
155 Ibid., p. 44.
156 Janet Staiger Perverse Spectators: The Practices of Film Reception, New York, 2000, p. 2.
157 Quoted in Tony Mitchell Animating Dead Space and Dead Time in Sight& Sound 50.1, 1980, p. 29-33.
158 Dan Sperber, Deidre Wilson Relevance: Communication and Cognition (2ed edition), Oxford, 1995, p. 260.
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the foƌŵ of a sĐƌiptͿ, aŶd theiƌ appƌoǀal ĐaŶ ďe iŶteƌpƌeted as a sigŶal foƌ the audieŶĐe that 
this paƌiĐulaƌ pƌojeĐt ǁas ǁoƌth iŶaŶĐiŶg aŶd thus, as a ilŵ, it is ǁoƌthǇ to ďe pƌeseŶted to 
audieŶĐes. 

WilsoŶ aŶd “peƌďeƌ´s theoƌǇ also aĐkŶoǁledges the suďjeĐiǀitǇ of the ǀieǁeƌ, ďeĐause theǇ 
state that the paƌiĐulaƌ uteƌaŶĐe is ŵade foƌ a paƌiĐulaƌ peƌsoŶ at a paƌiĐulaƌ iŵe aŶd 
uŶdeƌ those paƌiĐulaƌ ĐiƌĐuŵstaŶĐes. That leads to the ĐoŶĐlusioŶ that the ƌeleǀaŶĐe is alǁaǇs 
suďjeĐiǀe, aŶd this is oŶe of the ĐeŶtƌal assuŵpioŶs iŶ theiƌ theoƌǇ.ϭϱϵ As ŵeŶioŶed, sloǁ 
ĐiŶeŵa is pƌeĐiselǇ suĐh a pƌoduĐt ;uteƌaŶĐe - if ǁe use the teƌŵiŶologǇ of WilsoŶ aŶd “peƌďeƌ 
ǁho deǀeloped theiƌ thesis iŶ ƌespeĐt to liŶguisiĐsͿ, Ŷot ŵade foƌ iŶteƌŶaioŶal ŵulipleǆ 
ĐiŶeŵa audieŶĐes, ďut foƌ ŵuĐh sŵalleƌ ŶiĐhe gƌoups ǁho ateŶd ilŵ fesiǀals aĐƌoss the 
ǁoƌld. These audieŶĐes, takiŶg iŶto aĐĐouŶt theiƌ eǆpeƌieŶĐe ǁith aƌt ĐiŶeŵa, haǀe difeƌeŶt 
eǆpeĐtaioŶs toǁaƌds aŶ aƌtǁoƌk.  ‘ogeƌ OdiŶ, oŶe of the ŵost pƌoŵiŶeŶt theoƌeiĐiaŶs iŶ 
the ield of ĐiŶeŵa pƌagŵaiĐs, eǆplaiŶs it ďǇ ŶaŵiŶg theŵ ͞iŶsituioŶal ĐoŶstƌaiŶts͟ϭϲϬ – the 
iŶsituioŶal fƌaŵeǁoƌk iŶ ǁhiĐh ǁe ǁatĐh a ilŵ ǁill also deliŵit its iŶteŶded ŵeaŶiŶg. It is 
aŶ eǆteƌŶal aŶd ŵateƌial diŵeŶsioŶ of the teƌŵ ͞iŶsituioŶ ,͟ aŶd it iŶǀolǀes ilŵ fesiǀals, aƌt 
house ĐiŶeŵas aŶd so oŶ. But aŶ iŶteƌŶal aŶd ŵeŶtalisiĐ diŵeŶsioŶ that eŶĐoŵpasses eaĐh 
ǀieǁeƌ´s disĐuƌsiǀe ĐoŵpeteŶĐe also eǆists,ϭϲϭ a featuƌe foƌ ǁhiĐh this studǇ uses the teƌŵ 
͞ĐiŶeŵa eduĐated ǀieǁeƌ .͟ϭϲϮ Both these aspeĐts of iŶsituioŶs ĐoŶtƌol the ǁaǇ iŶ ǁhiĐh a 
ĐeƌtaiŶ ilŵ ǁill ďe ĐoŵpƌeheŶded. ;Thus, it Đoŵes as Ŷo suƌpƌise that sloǁ ĐiŶeŵa has ďeeŶ 
duďďed the default ilŵ fesiǀal stǇle, as ďoth the ĐoŶstƌuĐioŶ of the ilŵ aŶd the ǀieǁiŶg 
ĐoŶdiioŶs aƌe ĐloselǇ liŶked as ‘ogeƌ OdiŶ has shoǁŶͿ.

WilsoŶ aŶd “peƌďeƌ ĐoŶiŶue ďǇ saǇiŶg that: 

AĐĐoƌdiŶg to ƌeleǀaŶĐe theoƌǇ, uteƌaŶĐes ƌaise eǆpeĐtaioŶs of ƌeleǀaŶĐe […], ďeĐause 
the seaƌĐh foƌ ƌeleǀaŶĐe is a ďasiĐ featuƌe of huŵaŶ ĐogŶiioŶ.ϭϲϯ 

“peƌďeƌ/WilsoŶ fuƌtheƌ eǆplaiŶ that, aĐĐoƌdiŶg to the ƌeleǀaŶĐe-theoƌeiĐ duƌiŶg the 
ĐoŵpƌeheŶsioŶ pƌoĐeduƌe ͞ eaĐh ĐoŵŵuŶiĐatoƌ aiŵs at fƌaŵiŶg heƌ ŵessage iŶ suĐh a ǁaǇ that 
the addƌessee ǁill haǀe to eǆpeŶd Ŷo ŵoƌe efoƌt thaŶ ŶeĐessaƌǇ to pƌoĐess that ŵessage.͟ ϭϲϰ 

The iŶteƌpƌetaioŶ of the uteƌaŶĐe has to ďe easǇ aĐĐessiďle, aŶd this ĐoŶdiioŶ aloŶe giǀes 
the uteƌaŶĐe its iŶiial degƌee of plausiďilitǇ.ϭϲϱ 

AddiioŶallǇ, eǀeƌǇ uteƌaŶĐe has to Đƌeate a ĐoŶteǆtual efeĐt foƌ the addƌessee – it has to 

159 Charles Forceville Pictorial Metaphor in Advertising, London, 1998, p. 89.
160 Quoted in Warren Buckland The Cognitive Semiotics of Film, Cambridge, 2000, p. 97.
161 Warren Buckland The Cognitive Semiotics of Film, Cambridge, 2000, p. 97.
162 For a broader description of institution see Roger Odin For a Semio-Pragmatics of Film in Robert Stam & 
Toby Miller (eds.) Film and Theory. An Anthology, Malden, 2000, p. 57-59.
163 Deidre Wilson, Dan Sperber Relevance theory in Laurence R. Horn &  Gregory Ward (eds.) Handbook of 
Pragmatics, Oxford, 2004, available at  http://www.dan.sperber.fr/?p=93 (Accessed 14.07.2013).
164 Charles Forceville Pictorial Metaphor in Advertising, London, 1998, p. 88.
165 Deidre Wilson, Dan Sperber Relevance theory in Laurence R. Horn &  Gregory Ward (eds.) Handbook of 
Pragmatics, Oxford, 2004, available at  http://www.dan.sperber.fr/?p=93 (Accessed 14.07.2013).



32I. Introducion  - 2. Methodological Toolkit

ƌelate to the iŶfoƌŵaioŶ alƌeadǇ oďtaiŶed ďǇ hiŵ.ϭϲϲ 

The ĐƌiiĐal ǁeakŶess of the ƌeleǀaŶĐe theoƌǇ is theiƌ thesis that oŶlǇ those iŶfeƌeŶĐes that 
geŶeƌate opiŵal ĐoŶteǆtual efeĐt aŶd ask oŶlǇ foƌ ŵiŶiŵal ;oƌ adeƋuateͿ pƌoĐessiŶg efoƌt ǁill 
ďe pƌoĐessed.ϭϲϳ If the efoƌt Ŷeeded fƌoŵ the addƌessee to pƌoĐess a ŵessage is too gƌeat, theŶ 
the ĐoŵŵuŶiĐaioŶ pƌoĐess ǁill ďƌeak doǁŶ. “ǀeŶ “tƌaseŶ ĐoƌƌeĐtlǇ ƌeŵaƌks that iŶ the Đase of 
poetƌǇ, ďut also otheƌ liteƌal teǆts, the efoƌt Ŷeeded foƌ pƌoĐessiŶg a ŵessage is ĐoŵpaƌaďlǇ 
higheƌ thaŶ foƌ aŶ eǀeƌǇdaǇ ŵessage. But the ƌeadeƌs of suĐh Đoŵpleǆ teǆts aƌe a pƌioƌi ƌeadǇ 
to iŶǀest iŶ the pƌoĐessiŶg, ďeĐause theǇ kŶoǁ fƌoŵ theiƌ eǆpeƌieŶĐe that the efoƌt ǁill ďe 
ƌeǁaƌded ǁith aŶ espeĐiallǇ high gaiŶ.ϭϲϴ We ĐaŶŶot autoŵaiĐallǇ assuŵe though, that eaĐh 
ƌeadeƌ ǁill ďe ƌeadǇ to iŶǀest ŵoƌe iŶ pƌoĐessiŶg aŶ iŶfeƌeŶĐe. OďǀiouslǇ, it depeŶds oŶ the 
ĐogŶiiǀe eŶǀiƌoŶŵeŶt of the addƌessee as to ǁhetheƌ he agƌees to suĐh aŶ efoƌt. NaŵelǇ, 
people like pƌofessoƌs of liteƌatuƌe, foƌ ǁhoŵ liteƌatuƌe plaǇs a ǀeƌǇ sigŶiiĐaŶt ƌole iŶ theiƌ 
liǀes, ǁill ďe ŵoƌe ƌeadǇ foƌ suĐh a pƌoĐeduƌe thaŶ otheƌs. The ƋuesioŶ of iŶĐƌeased deŵaŶd 
Ŷeeded iŶ oƌdeƌ to uŶdeƌstaŶd aŶ aƌtǁoƌk has to ďe addƌessed iŶ ĐoŶŶeĐioŶ to the aŶalǇsis of 
sloǁ ĐiŶeŵa, ďeĐause these ilŵs aƌe Ŷot easilǇ digesiďle. “tƌaseŶ heƌe ďƌoaĐhes a ƋuesioŶ of 
a pƌefeƌaďle gƌoup foƌ the use of ĐeƌtaiŶ ǁoƌks of aƌt. The pƌeǀious suďĐhapteƌ deiŶed ĐiŶeŵa 
eduĐated ilŵ fesiǀal ǀisitoƌs as suĐh a gƌoup.

Heƌe the studǇ ǁould like to folloǁ aŶotheƌ liŶe of thought fƌoŵ “tƌaseŶ, ǁho, iŶ speakiŶg 
of poeiĐ teǆts aŶd pƌagŵaiĐs highlights the ŶoioŶ of ǁeak iŵpliĐatuƌes, as deǀeloped ďǇ 
“peƌďeƌ aŶd WilsoŶ. Wheƌeas iŶ the Đase of stƌoŶg iŵpliĐatuƌes these aƌe ďaĐked up ďǇ the 
speakeƌ, ǁeak iŵpliĐatuƌes aƌe geŶeƌated oŶlǇ ďǇ the listeŶeƌ. The gƌeateƌ the ƌaŶge of possiďle 
iŶteƌpƌetaioŶs of a ŵessage, the ǁeakeƌ the iŵpliĐatuƌes aŶd the ŵoƌe the addƌessee has to 
take oŶ the ƌespoŶsiďilitǇ foƌ deƌiǀiŶg theŵ.ϭϲϵ IŶ the Đase of ǁeak iŵpliĐatuƌes, the addƌessee 
ĐaŶŶot ďe suƌe, ǁhetheƌ it ;the iŶteƌpƌetaioŶ the addƌessee ŵakesͿ ǁas iŶteŶded ďǇ the 
seŶdeƌ as suĐh.ϭϳϬ LiteƌaƌǇ sĐholaƌ AdƌiaŶ PilkiŶgtoŶ poiŶts out that ͞IŶdiǀidual ƌeadeƌs ǁill Ŷot 
aĐĐess all the saŵe iŵpliĐatuƌes oƌ the saŵe Ŷuŵďeƌ of iŵpliĐatuƌes.͟ ϭϳϭ Thus, iŶ the Đase of 
liteƌaƌǇ teǆts ;oƌ aƌtǁoƌks iŶ geŶeƌalͿ, ǁe ĐaŶ eŶĐouŶteƌ Ŷuŵeƌous iŶteƌpƌetaioŶs of the saŵe 
ǁoƌk. It is a ŵuĐh ĐoŶtested issue ǁhetheƌ ǁe ĐaŶ speak aďout a pƌefeƌƌed iŶteƌpƌetaioŶ 
of aŶ aƌtǁoƌk ǁithiŶ a paƌiĐulaƌ soĐial gƌoup. “tƌaseŶ aƌgues that ǁithiŶ a speĐiiĐ gƌoup of 
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addƌessees ǁe ǁill eŶĐouŶteƌ ŵoƌe oƌ less the saŵe pƌefeƌƌed iŶteƌpƌetaioŶϭϳϮ, ǁheƌeas the 
pƌoŵiŶeŶt ilŵ sĐholaƌ JaŶet “taigeƌ states that this issue has to ďe appƌoaĐhed iŶ a ŵoƌe 
detailed fashioŶ.

CoŵiŶg ďaĐk to the pƌiŶĐiples of ƌeleǀaŶĐe theoƌǇ, this studǇ ǁished to highlight “peƌďeƌ aŶd 
WilsoŶ s͛ ĐoŶǀiĐioŶ that, iŶ oƌdeƌ to ďe uŶdeƌstood, eǀeƌǇ uteƌaŶĐe has to Đƌeate a ĐoŶteǆtual 
efeĐt. KŶoǁiŶg that the logiĐal foƌŵ of Ŷaƌƌaiǀe ilŵ is iŶĐoŵplete aŶd ŵust ďe Đoŵpleted 
ďǇ the ǀieǁeƌ,ϭϳϯ this studǇ shaƌes the opiŶioŶ of Bƌiish ilŵ sĐholaƌ WaƌƌeŶ BuĐklaŶd that the 
ĐoŶĐept of ŶoŶ-deŵoŶstƌaiǀe iŶfeƌeŶĐes is deĐisiǀe foƌ the aŶalǇsis of a ilŵ.ϭϳϰ “peƌďeƌ aŶd 
WilsoŶ deiŶe suĐh iŶfeƌeŶĐes as:

;…Ϳ ŶoŶ-deŵoŶstƌaiǀe iŶfeƌeŶĐe, as spoŶtaŶeouslǇ peƌfoƌŵed ďǇ huŵaŶs, ŵight ďe 
less logiĐal pƌoĐess thaŶ a foƌŵ of suitaďlǇ ĐoŶstƌuĐted guessǁoƌk. If so, it should ďe 
seeŶ as suĐĐessful oƌ uŶsuĐĐessful, eiĐieŶt oƌ iŶeiĐieŶt, ƌatheƌ thaŶ logiĐallǇ ǀalid oƌ 
iŶǀalid.ϭϳϱ

Thus, ǁheŶ applied to ĐiŶeŵaiĐ ĐoŵpƌeheŶsioŶ, ĐoŶteǆtual efeĐts aƌe ŵoƌe iŵpoƌtaŶt thaŶ 
just the ǀisual ĐoŶteŶt of the ilŵ foƌ ĐƌeaiŶg ŵeaŶiŶg out of the ilŵ s͛ iŵageƌǇ.ϭϳϲ This studǇ s͛ 
ĐoŶteŶioŶ is that sloǁ ĐiŶeŵa, ŵuĐh ŵoƌe thaŶ ŵaiŶstƌeaŵ ilŵ, ƌelies oŶ this stƌategǇ.

FiŶallǇ, tǁo oďjeĐioŶs haǀe to ďe Đleaƌed. Fiƌst of all, ƌeleǀaŶĐe theoƌǇ is a ĐoŵŵuŶiĐaioŶ 
theoƌǇ that foĐuses oŶ eǀeƌǇdaǇ faĐe-to-faĐe uteƌaŶĐes. CaŶ it also eǆplaiŶ the eǆĐhaŶges ǁe 
eǆpeƌieŶĐe iŶ ouƌ eŶĐouŶteƌs ǁith aŶ aƌtǁoƌk? Deiƌdƌe WilsoŶ addƌesses this ƋuesioŶ iŶ aŶ 
aƌiĐle, ReleǀaŶce aŶd the iŶterpretaioŶ of literary ǁork, aƌguiŶg that to iŶfeƌ the ideas the 
aƌist ǁaŶts to ĐoŵŵuŶiĐate, the listeŶeƌ/ ƌeadeƌ/ ǀieǁeƌ sill uses the saŵe ďasiĐ ĐogŶiiǀe 
aŶd ĐoŵŵuŶiĐaiǀe aďiliies applied iŶ oƌdiŶaƌǇ situaioŶs.ϭϳϳ Moƌeoǀeƌ, “peƌďeƌ & WilsoŶ 
disiŶguish ďetǁeeŶ tǁo difeƌeŶt leǀels at ǁhiĐh the authoƌ peƌfoƌŵs aĐts of ĐoŵŵuŶiĐaioŶ. 
OŶ a loǁeƌ leǀel, he desĐƌiďes a iĐioŶal ǁoƌld, ďut oŶ a higheƌ leǀel he is ͞shoǁiŶg this ǁoƌld 
to the ƌeadeƌ as aŶ eǆaŵple of ǁhat is possiďle, oƌ ĐoŶĐeiǀaďle.͟ ϭϳϴ Thus, the eǆpeĐtaioŶs of 
ƌeleǀaŶĐe oŶ the loǁeƌ leǀel aƌe to so Đalled ͚iŶteƌŶal͛ eǆpeĐtaioŶs, ďut oŶ the higheƌ leǀel 
foƌŵ the ͚eǆteƌŶal͛ pƌesuŵpioŶ of ƌeleǀaŶĐe.

172 Sven Strasen  Sven Strasen Wie Erzählungen bedeuten: Pragmatische Narratologie in Ansgar Nünning & Vera Nünning 
(eds.) Neue Ansätze in der Erzähltheorie, Trier, 2002, p. 210.
173 Jürgen E. Müller Towards a Pragmatics of the Audiovisual II – or the Continuation of an Introduction in 
Jürgen E. Müller (ed.) Towards a Pragmatics of the Audiovisual. Theory and History Vol.2, Muenster, 1995, p. 
8-9.
174 Warren Buckland Relevance and Cognition: Towards a Pragmatics of Unreliable Filmic Narration in Jürgen 
E. Müller (ed.) Towards a Pragmatics of the Audiovisual. Theory and History, Vol.2, Muenster, 1995, p. 55.
175 Dan Sperber, Deidre Wilson Relevance. Communication and Cognitio, 2ed edition, Oxford, 1995, p. 69.
176 Warren Buckland Relevance and Cognition: Towards a Pragmatics of Unreliable Filmic Narration in Jürgen 
E. Müller (ed.) Towards a Pragmatics of the Audiovisual. Theory and History, Vol.2, Muenster, 1995, p. 55.
177 Deirdre Wilson Relevance and the interpretation of literary works in Ye Tian (ed.) Working Papers in 
Linguistics, Vol. 23, 2011, London´s Global University, available at  http://www.ucl.ac.uk/psychlangsci/research/
linguistics/publications/wpl/11papers/Wilson2011 (Accessed 20.05.2014).
178 Ibid.



34I. Introducion  - 2. Methodological Toolkit

“eĐoŶdlǇ, dealiŶg ǁith the iŶfeƌƌiŶg of uteƌaŶĐes the seŶdeƌ ǁaŶted to ĐoŵŵuŶiĐate poses 
a pƌoďleŵ of the so-Đalled iŶteŶioŶal fallaĐǇ. This issue foƌŵs a ŵuĐh disĐussed pƌoďleŵ iŶ 
liteƌaƌǇ ĐƌiiĐisŵ siŶĐe at least ϭϵϰϲ, ǁheŶ W.K. Whiŵsat aŶd M.C. BƌeadleǇ puďlished theiƌ 
aƌiĐle The IŶteŶioŶal Fallacy. TheǇ Đlaiŵed that the ŵeaŶiŶg of the ǁoƌk itself ĐaŶ ďe fouŶd 
ďǇ eǆaŵiŶiŶg the ŵeaŶiŶg of the ǁoƌds that ĐoŶsitute it aŶd the sǇŶtaǆ of the ǁoƌk.ϭϳϵ LiteƌaƌǇ 
theoƌists, suppoƌiŶg the iŶteŶioŶalist stƌaŶd, aƌgue that the aƌist s͛ iŶteŶioŶ is ƌeleǀaŶt to 
the ŵeaŶiŶg of the aƌtǁoƌk.ϭϴϬ AĐĐoƌdiŶg to DiĐkie aŶd WilsoŶ, the aŶi-iŶsituioŶalist staŶĐe 
ŵeaŶs that the ǁoƌk is seeŶ as staiĐ.ϭϴϭ Hoǁeǀeƌ, this studǇ ǁill ƌegaƌd the eŶĐouŶteƌ ďetǁeeŶ 
aŶ aƌtǁoƌk aŶd the audieŶĐe as a pƌoĐess of ĐoŵŵuŶiĐaioŶ aŶd theƌefoƌe the aƌguŵeŶt 
ďƌought up ďǇ Noél Caƌƌoll is useful heƌe. He asseƌts that the ĐoŵŵuŶiĐaiǀe aspeĐt of aƌt is 
aŶ esseŶial paƌt iŶ the aĐt of eǆpeƌieŶĐiŶg it. His poiŶt of depaƌtuƌe is the asseƌioŶ that the 
pƌoĐess of eǆpeƌieŶĐiŶg aƌt is siŵilaƌ to that of ouƌ eǀeƌǇdaǇ ĐoŶǀeƌsaioŶ, ǁheƌe ouƌ ŵaiŶ aiŵ 
is to iŶfeƌ ǁhat the speakeƌ iŶteŶded to saǇ.ϭϴϮ Foƌ that ƌeasoŶ, the kŶoǁledge of the aĐtual 
iŶteŶioŶs of the aƌist is ƌeleǀaŶt foƌ the deǀelopŵeŶt of aŶ iŶteƌpƌetaioŶ.ϭϴϯ 

At this the pƌojeĐt ǁill aďstaiŶ fƌoŵ deliǀeƌiŶg a deiŶite aŶsǁeƌ aďout ǁhiĐh posiioŶ Đould ďe 
the ƌight oŶe. IŶstead, duƌiŶg the aŶalǇsis of sloǁ ĐiŶeŵa the issue of authoƌial iŶteŶioŶs aŶd 
theiƌ ĐoŶiƌŵaďilitǇ ŵaǇ aĐƋuiƌe a Ŷeǁ faĐet. 

Ϯ.ϭϯ. BreakdoǁŶ iŶ ĐoŵŵuŶiĐaioŶ

As ŵeŶioŶed, the pƌiŶĐiple of ƌeleǀaŶĐe assuŵes that it is ŵutuallǇ iŵpoƌtaŶt foƌ ďoth the 
seŶdeƌ aŶd addƌessee to foƌŵ aŶ uteƌaŶĐe that ǁill Đƌeate the opiŵal ĐoŶteǆtual efeĐt ǁith 
oŶlǇ a sŵall aŵouŶt of pƌoĐessiŶg efoƌt Ŷeeded ;iŶ ilŵ studies, the teƌŵ ͞the eĐoŶoŵǇ of 
Ŷaƌƌaiǀe͟ is used foƌ thisϭϴϰͿ. Foƌ the addƌessee it is eƋuallǇ iŵpoƌtaŶt to foƌŵ the iŶfeƌeŶĐe 
that ĐoƌƌespoŶds to the seŶdeƌ´s ŵessage.ϭϴϱ WaƌƌeŶ BuĐklaŶd eǆplaiŶs that:

Foƌ pƌagŵaists, ďƌeakdoǁŶs iŶ ĐoŵŵuŶiĐaioŶ aƌe to ďe eǆpeĐted ďeĐause ŵessages 
oƌ assuŵpioŶs ĐoŵŵuŶiĐated fƌoŵ seŶdeƌ to addƌessee aƌe Ŷot eŵďedded iŶ the 
logiĐal foƌŵ of aŶ uteƌaŶĐe, ďut ŵust ďe geŶeƌated, iŶ aĐĐoƌdaŶĐe to the pƌiŶĐiple of 
ƌeleǀaŶĐe, ďǇ the addƌessee oŶ the ďasis of the uteƌaŶĐe´s iŶĐoŵplete logiĐal foƌŵ.ϭϴϲ

All this leads this studǇ to the geŶeƌal poiŶt of depaƌtuƌe of the ƌeleǀaŶĐe theoƌǇ, ǁhiĐh 
ĐoŵpletelǇ difeƌs fƌoŵ the tƌadiioŶal Đode ŵodel. NaŵelǇ, the lateƌ suggests that the 
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ŵessage is Đoded ďǇ the seŶdeƌ aŶd the ƌeĐeiǀeƌ deĐodes it usiŶg the saŵe Đode.ϭϴϳ Foƌ ĐiŶeŵa, 
Boƌdǁell aƌgues, the Đode ŵodel is ĐoŵpletelǇ uŶfeasiďle ďeĐause ǁe ĐaŶŶot thiŶk of ilŵ 
ǀieǁiŶg as a pƌoĐess ǁheƌeďǇ a ĐeƌtaiŶ ŵessage is passed fƌoŵ the ilŵŵakeƌ to the ǀieǁeƌ. 
IŶstead, he ƌegaƌds the pƌoĐess of eǆpeƌieŶĐiŶg ilŵ as ĐoŶǀeƌgeŶt iŶfeƌeŶĐe ŵakiŶg, ǁheƌe 
the ilŵŵakeƌ desigŶs the ilŵ iŶ a ǁaǇ that Ǉields ĐeƌtaiŶ ƌeaĐioŶs fƌoŵ the ǀieǁeƌ aŶd these 
aƌe ŵoƌe oƌ less foƌeseeŶ ďǇ the ilŵŵakeƌ ;iŶfeƌeŶial elaďoƌaioŶͿ.ϭϴϴ

The ŵodel oŶ ǁhiĐh “peƌďeƌ/WilsoŶ ďuild upoŶ adheƌes to the thesis that iŶ the ĐoŵŵuŶiĐaioŶ 
pƌoĐess the seŶdeƌ ͞pƌoǀides eǀideŶĐe of heƌ iŶteŶsioŶ to ĐoŶǀeǇ a ĐeƌtaiŶ ŵeaŶiŶg aŶd, iŶ 
doiŶg so, ͞the seŶdeƌ´s uteƌaŶĐe [..] ŵodiies the ĐogŶiiǀe eŶǀiƌoŶŵeŶt of the addƌessee.͟ ϭϴϵ 

OŶ the gƌouŶds of these ĐhaŶges the addƌessee ĐoŶstƌuĐts the ŵeaŶiŶg of the ŵessage the 
seŶdeƌ ǁishes to ĐoŵŵuŶiĐate.ϭϵϬ IŶ fuƌtheƌ ďuildiŶg oŶ this Ŷeǁ ŵodel, ‘ogeƌ OdiŶ ĐoŶĐludes 
that the pƌoduĐioŶ of a teǆt is a tǁofold pƌoĐess. The iƌst paƌt takes plaĐe duƌiŶg the pƌoduĐioŶ 
of the teǆt, ďut the seĐoŶd duƌiŶg its ƌeadiŶg aŶd ƌeĐepioŶ. The ŵoƌe deteƌŵiŶaioŶs ďoth 
shaƌe, the ŵoƌe ďoth teǆts ƌeseŵďle eaĐh otheƌ. ϭϵϭ

This faĐt leads WaƌƌeŶ BuĐklaŶd to ĐoŶĐlude, Ƌuite dƌaŵaiĐallǇ, that the pƌagŵaiĐ theoƌǇ of 
ŵeaŶiŶg also eŶtails the failuƌe iŶ the ĐoŵŵuŶiĐaioŶ.ϭϵϮAs he ƌightlǇ ƌeŵaƌks, iŶ the Đase of 
pƌagŵaiĐs the ŵeaŶiŶg is Ŷot iǆed iŶ adǀaŶĐe. IŶstead, it is geŶeƌated iŶ the ŵoŵeŶt ǁheŶ 
the uteƌaŶĐe is ďeiŶg ŵade iŶ ǀaƌious ĐoŶteǆts.ϭϵϯ This poiŶt has to ďe ďoƌŶe iŶ ŵiŶd foƌ 
the aŶalǇsis of sloǁ ĐiŶeŵa, ďeĐause, as this studǇ ǁill aƌgue, Ŷot all deǀelopŵeŶts iŶ sloǁ 
ĐiŶeŵa Ŷaƌƌaiǀes displaǇ Đleaƌ-Đut ŶaƌƌaiǀitǇ, aŶd thus suppleŵeŶtaƌǇ ŵeaŶiŶg is Ŷot ďloĐked 
of. CoŶseƋueŶtlǇ, the pƌefeƌƌed ŵeaŶiŶg is Ŷot alǁaǇs easǇ to gƌasp. Thus the failuƌe iŶ the 
ĐoŵŵuŶiĐaioŶ pƌoĐess ĐaŶ eǀeŶ ďeĐoŵe a Ŷoƌŵ.

If ǁe ƌetuƌŶ to Daǀid Boƌdǁell s͛ stateŵeŶts as desĐƌiďed aďoǀe, it is oďǀious that ŵaiŶstƌeaŵ 
ilŵ folloǁs the pƌiŶĐiples of ƌeleǀaŶĐe. But iŶ sloǁ ĐiŶeŵa ǁe eŶĐouŶteƌ a situaioŶ ǁheƌeďǇ 
the ǀieǁeƌ, seekiŶg the ŵost plausiďle iŶteƌpƌetaioŶ of the oŶsĐƌeeŶ eǀeŶts, ĐaŶŶot alǁaǇs 
use the shoƌtest aŶd easiest ǁaǇ iŶ disĐoǀeƌiŶg the ƌeleǀaŶĐe of aŶ eǀeŶt foƌ fuƌtheƌ plot 
deǀelopŵeŶt. CoŵŵuŶiĐaioŶ ĐaŶ eǀeŶ ďƌeak doǁŶ as foƌeseeŶ ďǇ “peƌďeƌ/WilsoŶ aŶd 
stƌessed ďǇ OdiŶ. This pƌojeĐt s͛ posiioŶ is that it is speĐiiĐallǇ fƌoŵ this situaioŶ that opiŶioŶs 
of sloǁ ĐiŶeŵa, suĐh as those iŶ the ŵuĐh-disĐussed DaŶ Kois͛ aƌiĐle EaiŶg Your Cultural 

187 Deidre Wilson, Dan Sperber Relevance Theory in Laurence R. Horn &  Gregory Ward (eds.) Handbook of 
Pragmatics, Oxford, 2004, available at  http://www.dan.sperber.fr/?p=93 (Accessed 14.07.2013).
188 David Bordwell Three dimensions of ilm narrative in David Bordwell Poetics of Cinema, New York, 2008, 
p. 124.
189 Warren Buckland Relevance and Cognition: Towards a Pragmatics of Unreliable Film in Jürgen E. Müller 
(ed.) Towards a Pragmatics of the Audiovisual. Theory and History, Vol.2, Muenster, 1995, p. 56.
190 Ibid., p. 56. Ibid., p. 56.
191 Roger Odin  Roger Odin Kunst und Ästhetik bei Film und Fernsehen. Elemente zu einem semio-pragmatischen Ansatz. 
Montage AV, 11/2/2002 p. 42.
192 Warren Buckland The Cognitive Semiotics of Film, Cambridge, 2000, p. 80-81.
193 Ibid., p. 81.
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Vegetablesϭ94 in The Neǁ York Tiŵes, aƌise. This aƌiĐle kiĐked of a disĐussioŶ oŶ ǁhetheƌ a 
leŶgthǇ ilŵ that is haƌd to ǁatĐh is alǁaǇs ŵoƌe ǀaluaďle thaŶ aŶ easilǇ digesiďle HollǇǁood 
aĐioŶ ilŵ. A ƌeǀieǁ of the ǁhole disĐussioŶ ǁould digƌess fƌoŵ the suďjeĐt at haŶd, ďut 
the aspeĐt of ďoƌedoŵ, ǁhiĐh has iŶeǀitaďlǇ ďeeŶ assoĐiated ǁith sloǁ ilŵs as ǁell as its 
pƌedeĐessoƌs suĐh as AŶtoŶioŶi oƌ TaƌkoǀskǇ, ǁill ďe touĐhed upoŶ. ‘ogeƌ OdiŶ, ǁith his seŵio-
pƌagŵaiĐ appƌoaĐh to ilŵ, ďƌoaĐhed this issue oŶ a theoƌeiĐ leǀel. He states that the ďoƌedoŵ 
oƌ displeasuƌe felt ďǇ a ǀieǁeƌ aƌises fƌoŵ false eǆpeĐtaioŶs – it is a ͞saŶĐioŶ pƌoŶouŶĐed ďǇ 
this iŶsituioŶ agaiŶst a ilŵ that ďloĐks the pƌoĐess of ͚ŵise-eŶ-phase͛ϭϵϱ.͟ ϭϵϲ Hoǁeǀeƌ, oŶe 
ĐaŶ suppose that iŶ sloǁ ĐiŶeŵa ǁe ĐaŶŶot assuŵe ďoƌedoŵ as a saŶĐioŶ – puŶishŵeŶt foƌ 
Ŷot ďeiŶg aďle oƌ ƌeadǇ to iŶǀest the efoƌt ƌeƋuiƌed to uŶdeƌstaŶd aŶ idiosǇŶĐƌaiĐ Ŷaƌƌaiǀe. 
Boƌedoŵ ǁhile eǆpeƌieŶĐiŶg these ilŵs is a ďodilǇ efeĐt, aŶd oŶe of the puƌposes of the 
ilŵŵakeƌs ǁas to aĐhieǀe it. Daǀid Boƌdǁell aĐkŶoǁledges iŵe aŶd agaiŶ that: 

ilŵ diƌeĐtoƌs aƌe eǆĐelleŶt pƌaĐiĐal psǇĐhologists, eǆploiiŶg Ŷot oŶlǇ ouƌ aďiliies to 
peƌĐeiǀe aŶd ĐoŵpƌeheŶd aŶd iŶfeƌ ďut also ouƌ deiĐieŶĐies – all foƌ the sake of guidiŶg 
us to haǀe the soƌt of eǆpeƌieŶĐe theǇ aiŵ to geŶeƌate.ϭϵϳ 

IŶ the Đase of sloǁ ĐiŶeŵa, ďoƌedoŵ ĐaŶ ďe, aŵoŶgst otheƌs, oŶe of these possiďle efeĐts. 
Hoǁeǀeƌ, this studǇ s͛ posiioŶ is to stƌoŶglǇ stƌess that ĐoŶtƌaƌǇ to Boƌdǁell, iŶ sloǁ ĐiŶeŵa 
the ƋuesioŶ ƌeŵaiŶs ǁhetheƌ all the efeĐts a ilŵ geŶeƌates iŶ the ǀieǁeƌ haǀe ďeeŶ foƌeseeŶ 
ďǇ the ilŵŵakeƌ.

IŶ the Đase of sloǁ ĐiŶeŵa, ǁe do haǀe to take iŶto aĐĐouŶt that ĐoŵŵuŶiĐaioŶ ĐaŶŶot ďe 
desĐƌiďed oŶlǇ ďǇ usiŶg eitheƌ Boƌdǁell s͛ ǀeƌsioŶ ;it is suĐĐessfulͿ, oƌ OdiŶ s͛ idea aďout the 
ďƌeakdoǁŶ of ĐoŵŵuŶiĐaioŶ. IŶ sloǁ ĐiŶeŵa ŵaŶǇ ŶuaŶĐed possiďiliies Đoŵe to the foƌe. 

As Edǁaƌd BƌaŶigaŶ ƌightlǇ ƌeŵaƌks, ͞the ŶaƌƌaioŶ of the stoƌǇ ŵust also block otheƌ possiďle 
ĐoŵďiŶaioŶs͟ foƌ iŶteƌpƌeiŶg a paƌiĐulaƌ ŵessage.ϭϵϴ WilsoŶ aŶd “peƌďeƌ do Ŷot ĐoŶsideƌ that 
a ƌaŶge of ŵeaŶiŶgs aƌe possiďle, hoǁeǀeƌ, sloǁ ĐiŶeŵa eŶĐouƌages deǀiaŶt iŶteƌpƌetaioŶs. 
The pƌiŵe ƌeasoŶ ƌeǀolǀes aƌouŶd the faĐt that, iŶ ĐoŵpaƌisoŶ to ŵaiŶstƌeaŵ ilŵ, sloǁ ĐiŶeŵa 
diƌeĐtoƌs do Ŷot pƌoǀide the audieŶĐe ǁith ͞osteŶsiǀe siŵuli͟ that ǁould ďe as easǇ foƌ the 
ǀieǁeƌs to uŶdeƌstaŶd.ϭϵϵ 

194 Dan Kois Eating Your Cultural Vegetables in The New York Times, 29.04.2011, available at http://www.
nytimes.com/2011/05/01/magazine/mag-01Riff-t.html?pagewanted=all&_r=0 (Accessed 12.06.2011).
195 For the deinition of ‘mise-en-phase’ as understood by Odin see Buckland The Cognitive Semiotics of Film, 
Cambridge, 2000, p. 94-95.
196 Roger Odin For a Semio-Pragmatics of Film in Robert Stam & Toby Miller (eds.) Film and Theory. An 
Anthology, Malden, 2000, p. 61.
197 David Bordwell Neo-Structuralist Narratology and the Functions of Filmic Storytelling in Marie-Laure 
Ryan (ed.) Narrative across Media, Lincoln, 2004, p. 216.
198 Edward Branigan Towards a Pragmatics of Narrative in Jürgen Müller (Ed.) Towards a Pragmatics of the 
Audiovisual. Vol. 2, Muenster, 1995, p. 54.
199 Deidre Wilson, Dan Sperber Relevance theory in Laurence R. Horn &  Gregory Ward (eds.) Handbook of 
Pragmatics, Oxford, 2004, available at  http://www.dan.sperber.fr/?p=93 (Accessed 14.07.2013). 
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Ϯ.ϭϰ. EŵoioŶal respoŶse

FiŶallǇ, oŶe shoƌtĐoŵiŶg of the ƌeleǀaŶĐe theoƌǇ has to ďe uŶdeƌliŶed, ŶaŵelǇ, that “peƌďeƌ/
WilsoŶ do Ŷot take iŶto aĐĐouŶt the afeĐiǀe ƌespoŶse of the speĐtatoƌ. BuĐklaŶd eǆpƌesses the 
opiŶioŶ that iŶ doiŶg so theǇ ͞ ĐoŶfoƌŵ to the fallaĐǇ doŵiŶaŶt iŶ ĐogŶiiǀe sĐieŶĐe, philosophǇ, 
aŶd liŶguisiĐs, that huŵaŶ ďeiŶgs aƌe puƌelǇ ƌaioŶal ĐoŵŵuŶiĐatoƌs, iŶteƌested oŶlǇ iŶ the 
eiĐieŶĐǇ aŶd pƌoduĐiǀitǇ of iŶfoƌŵaioŶ pƌoĐessiŶg.͟ ϮϬϬ 

Moƌe aŶd ŵoƌe ƌeseaƌĐheƌs of ĐogŶiioŶ aĐkŶoǁledge the ƌole of eŵoioŶs iŶ the pƌoĐess 
of ĐoŵpƌeheŶsioŶ.ϮϬϭ Caƌl PlaŶiŶga aŶd Gƌeg M. “ŵith, iŶ theiƌ Đo-edited ŵilestoŶe ǀoluŵe 
PassioŶate Vieǁs: Filŵ, CogŶiioŶ, aŶd EŵoioŶ, eŵphasize this pƌeĐiselǇ - the diǀisioŶ 
ďetǁeeŶ ŵiŶd aŶd ďƌaiŶ ĐoŵŵoŶ iŶ ĐogŶiiǀe psǇĐhologǇ uŶil ƌeĐeŶtlǇ, tuƌŶed out to ďe the 
ǁƌoŶg diƌeĐioŶ. NeuƌopsǇĐhologiĐal ƌeseaƌĐh has shoǁŶ that theƌe aƌe Đoŵpleǆ ƌelaioŶships 
ďetǁeeŶ ďodilǇ states aŶd thought pƌoĐesses.ϮϬϮ Thus, ilŵ studies too haǀe to aĐkŶoǁledge the 
iŵpoƌtaŶĐe of eŵoioŶs iŶ stƌuĐtuƌiŶg the ilŵ ǀieǁiŶg eǆpeƌieŶĐe. EǀeŶ ŵoƌe, ďoth authoƌs 
Đlaiŵ that ͞eŵoioŶ aŶd ĐogŶiioŶ aƌe Ŷot ŶeĐessaƌǇ eŶeŵies. A ĐogŶiiǀe uŶdeƌstaŶdiŶg of 
eŵoioŶs asseƌts eǆaĐtlǇ the opposite: that eŵoioŶs aŶd ĐogŶiioŶs teŶd to ǁoƌk togetheƌ.͟ ϮϬϯ 

This thesis is Ŷot iŶteŶded as a ŶuaŶĐed tƌeaise of sloǁ ĐiŶeŵa fƌoŵ the peƌspeĐiǀe of 
eŵoioŶal ƌeseaƌĐh. Hoǁeǀeƌ, siŶĐe appƌoaĐhes deƌiǀed fƌoŵ ĐoŶĐepts uŶiiŶg ĐogŶiioŶ aŶd 
eŵoioŶ seeŵ to ďe paƌiĐulaƌlǇ useful iŶ gaiŶiŶg aĐĐess to these peĐuliaƌ ǁoƌks of aƌt, the 
Đhapteƌ aďout the ilŵ Blissfully Yours ǁill ďe dediĐated to it.

At this stage it should ďe Ŷoted that ďoƌedoŵ, oŶe of the efeĐts geŶeƌated ďǇ sloǁ ilŵs, ĐaŶ 
ďe added to the list of eŵoioŶal efeĐts, suĐh as suspeŶse, ĐuƌiositǇ, suƌpƌise aŶd eŵpathǇ.ϮϬϰ

The iŶal paƌt of this Đhapteƌ iŶtƌoduĐes the ilŵ eǆaŵples ĐhoseŶ to illustƌate soŵe of the 
possiďiliies ǀieǁeƌs haǀe at theiƌ disposal iŶ oƌdeƌ foƌ a sĐƌeeŶiŶg of a sloǁ ilŵ to ďeĐoŵe a 
suĐĐessful eǆpeƌieŶĐe. AddiioŶallǇ, alteƌŶaiǀes foƌ ǁheŶ a sĐƌeeŶiŶg ƌesults iŶ a ǁalkout aƌe 
sketĐhed. 

Ϯ.ϭϱ. ChoiĐe of ilŵ eǆaŵples

As outliŶed aďoǀe, this studǇ aiŵs to take a fuŶĐioŶal appƌoaĐh iŶ oƌdeƌ to ŵodel the ǀaƌietǇ 
of eŶgageŵeŶts the audieŶĐe uŶdeƌtakes to ŵake seŶse out of a sloǁ ilŵ, aŶd theƌefoƌe 
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201 Charles Forceville  Charles Forceville Relevanz und Prägnanz: Kunst als Kommunikation in Zeitschrift für Semiotik, Vol. 31, 
No. 1-2, 2009, p. 52.
202 Carl Plantinga & Greg M. Smith Introduction in Carl Plantinga & Greg M. Smith (eds.) Passionate Views: 
Film, Cognition, and Emotion, Baltimore, 1999, p. 2.
203 Ibid., p. 2.
204 Jens Eder Narratology and Cognitive Reception Theories in Tom Kindt & Hans-Harald Müller What Is 
Narratology? Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 290.
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pƌoposes that theƌe aƌe seǀeƌal possiďle ŵodes that ĐaŶ fuŶĐioŶ ĐoŶĐuƌƌeŶtlǇ. AŶalǇsis of all 
the Đase studies heƌeiŶ staƌt ǁith a desĐƌipioŶ of the ilŵ, ďefoƌe disĐussiŶg suĐh Đoƌe issues 
fƌoŵ ŶaƌƌatologǇ as degƌee of ŶaƌƌaiǀitǇ, tellaďilitǇ, aŶd the ĐoŶstƌuĐioŶ of the fouƌ-aĐt-
sĐheŵe. IŶ due Đouƌse the efeĐts of the Đoƌe issues oŶ the ǀieǁeƌ aƌe eǆplaiŶed, usiŶg suĐh 
ŶoioŶs fƌoŵ ĐogŶiiǀe ƌeseaƌĐh aŶd pƌagŵaiĐs as ĐoŶteǆt, eŵoioŶs, ŵoods, eǆpeĐtaioŶs, 
iŵŵeƌsioŶ, suspeŶse aŶd iŶteƌest.

I ǁill ďegiŶ ŵǇ aŶalǇsis ǁith the ilŵ Goodbye, Dragon Inn ďǇ Tsai MiŶg-LiaŶg. With its passiǀe 
ĐhaƌaĐteƌs aŶd loŶg shots ǁheƌe ͞ ŶothiŶg happeŶs ,͟ this ilŵ ƌepƌeseŶts aŶ ͞ aǀeƌage͟ sloǁ ilŵ. 
Thus, it is a good staƌiŶg poiŶt foƌ the aŶalǇsis. Goodbye, Dragon Inn seƌǀes as aŶ eǆaŵple foƌ 
the Đlaiŵ that depeŶdiŶg oŶ ǁhetheƌ the ǀieǁeƌ has had aĐĐess to ĐoŶteǆtual kŶoǁledge suĐh 
as TaiǁaŶese ĐiŶeŵa histoƌǇ aŶd the ilŵŵakeƌ s͛ sigŶatuƌe featuƌes, he ǁill deǀelop difeƌeŶt 
iŶteƌpƌetaioŶs of the stoƌǇ.

Liverpool ďǇ LisaŶdƌo AloŶso is alƌeadǇ aŶ eǆtƌeŵe eǆaŵple, ďeĐause it ƌepƌeseŶts the ŵiŶiŵal 
stƌaiŶ of sloǁ ĐiŶeŵa iŶ teƌŵs of its Ŷaƌƌaiǀe desigŶ. Hoǁeǀeƌ, as the stoƌǇ as suĐh has a 
high tellaďilitǇ faĐtoƌ, the ƌesult is that Liverpool ĐoŶstaŶtlǇ fƌustƌates ǀieǁeƌ eǆpeĐtaioŶs. This 
suďĐhapteƌ ǁill ĐoŶĐlude ǁith thoughts oŶ the ƋuesioŶ What do pictures want?, ďeĐause it 
ďƌoaĐhes the issue of hoǁ ǀieǁeƌs ŵaǇ deal ǁith suĐh disiŶĐt ĐhaƌaĐteƌisiĐs as post-aĐioŶ 
lags aŶd eǆteŶsiǀe duƌaioŶal shots, ǁhiĐh ŵaǇ appeaƌ ĐoŵďiŶed.

The ilŵs The Turin Horse ďǇ Béla Taƌƌ aŶd Fallen ďǇ Fƌed KeleŵeŶ aƌe ĐouŶteƌeǆaŵples. Both 
ƌepƌeseŶt the so-Đalled paƌaŵetƌiĐ Ŷaƌƌaiǀe, ǁhiĐh is oŶe of the tags used foƌ sloǁ ilŵs, 
ďut ǁhile The Turin Horse is a pƌiŵe eǆaŵple, Fallen ĐaŶ ďe ƌegaƌded as ǁeak. As ǁill ďe 
eǆplaiŶed, a difeƌeŶiaioŶ of this kiŶd ĐaŶ ďe ŵade if ǁe ĐoŶsideƌ Ŷot oŶlǇ the stagiŶg of the 
ilŵ ;ǁith ǁhiĐh the paƌaŵetƌiĐitǇ is eǆplaiŶedͿ, ďut also the degƌee of ŶaƌƌaiǀitǇ iŶ eaĐh of 
the eǆaŵples. 

Blissfully Yours ďǇ ApiĐhatpoŶg Weeƌasathakul eǆeŵpliies De LuĐa s͛ thesis that theƌe is a 
ĐeƌtaiŶ teŶdeŶĐǇ toǁaƌds seŶsual ŶaƌƌaioŶ iŶ ĐoŶteŵpoƌaƌǇ ĐiŶeŵa. This suďĐhapteƌ ǁill 
addƌess the issue of the ƌole of eŵoioŶs aŶd ďodilǇ ƌeaĐioŶs iŶ the stƌuĐtuƌiŶg of the ĐiŶeŵaiĐ 
eǆpeƌieŶĐe. Hoǁeǀeƌ, as Blissfully Yours is Ŷot ƌepƌeseŶtaiǀe of ĐlassiĐ ŵaiŶstƌeaŵ ĐiŶeŵa, 
tƌadiioŶal appƌoaĐhes used to aŶalǇse eŵoioŶs iŶ ĐiŶeŵa ĐaŶŶot ďe applied heƌe. Thus, 
foĐus ǁill ďe oŶ the ŵood-Đue appƌoaĐh deǀeloped ďǇ Gƌeg M. “ŵith. Fuƌtheƌ oŶ, the studǇ 
ǁill touĐh upoŶ suĐh aspeĐts as immersion iŶto the iŵage aŶd iŶto the stoƌǇ, aŶd ƋuesioŶ hoǁ 
this teƌŵ has to ďe ŵodiied iŶ oƌdeƌ to suit sloǁ ĐiŶeŵa. A siŵilaƌ ƌefoƌŵulaioŶ is Ŷeeded foƌ 
the term suspense, ǁhiĐh plaǇs a paƌt iŶ aŶǇ ilŵ - if looked at iŶ teƌŵs of the ǀieǁeƌ s͛ iŶteƌest 
iŶ iŶdiŶg out ͞ǁhat happeŶs Ŷeǆt?͟

The iŶal eǆaŵple, Colossal Youth ďǇ Pedƌo Costa, lies at the faƌ eŶd of the ĐhoseŶ eǆaŵple 
speĐtƌuŵ. It is ŵost eǆtƌeŵe iŶ teƌŵs of Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ aŶd thus poses a tƌeŵeŶdous 
ĐhalleŶge foƌ the ǀieǁeƌ. This suďĐhapteƌ ǁill look foƌ aŶ aŶsǁeƌ to ǁhǇ the ŵedia ƌeŶaŵed 
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the ilŵ Colossal Bore, aŶd ǁhǇ the sĐƌeeŶiŶgs iŶ CaŶŶes ƌesulted iŶ ǁalkouts. This studǇ ǁill 
aƌgue that the ďƌeakdoǁŶ iŶ ĐoŵŵuŶiĐaioŶ ďetǁeeŶ the ilŵ aŶd its audieŶĐe ŵaǇ haǀe ďeeŶ 
Đaused ďǇ the loǁ leǀel of tellaďilitǇ of oŶsĐƌeeŶ eǀeŶts, as ǁell as the loǁ leǀel of ŶaƌƌaiǀitǇ. 
CoŵďiŶed ǁith ŵissiŶg ĐoŶteǆt assuŵpioŶs, the ƌesult is a ilŵ ĐoŶsisiŶg of fƌagŵeŶts ǁheƌe 
the Đause-aŶd-efeĐt ĐhaiŶ, ǁhiĐh iŶ sloǁ ĐiŶeŵa iŶ geŶeƌal is Ƌuite loose, is suďsituted ďǇ a 
seƌies of eǀeŶts ǁith Ŷo Đausal liŶks.

The Đase studies ĐhoseŶ Đoŵe fƌoŵ difeƌeŶt ĐouŶtƌies, difeƌeŶt ilŵ Đultuƌes, aŶd aƌe ƌooted 
iŶ difeƌeŶt Đultuƌal ĐoŶteǆts. Hoǁeǀeƌ, this pƌojeĐt does Ŷot dǁell oŶ the Đultuƌal difeƌeŶĐes; 
iŶstead the foĐus is oŶ Ŷaƌƌaiǀe stƌuĐtuƌes that aƌe Đƌoss-Đultuƌal aŶd uŶiǀeƌsal.

Ϯ.ϭϲ. A praĐiĐal side Ŷote

CoŶtƌaƌǇ to theiƌ HollǇǁood ĐouŶteƌpaƌts sloǁ ilŵs aƌe ǀiƌtuallǇ uŶkŶoǁŶ, theƌefoƌe foƌ the 
puƌpose of aŶalǇsis it is ŶeĐessaƌǇ to iŶiiallǇ desĐƌiďe theŵ sĐeŶe ďǇ sĐeŶe. The pƌiŶĐipal 
ĐoŶĐeƌŶ ǁill ďe a Đlose ƌeadiŶg of Ŷaƌƌaiǀe aŶalǇsis, Ŷot the stǇlisiĐs. The stǇlisiĐs of the ilŵ 
ǁill ďe looked at ǁheŶ the ǀisual desigŶ aĐƋuiƌes a Ŷaƌƌaiǀe fuŶĐioŶ. Oƌ, ǁheŶ a sĐeŶe s͛ ǀisual 
desigŶ ĐaŶ ďe desĐƌiďed as a Ŷaƌƌaiǀe eǀeŶt.

AŶd iŶallǇ, the desĐƌipioŶ of the eǀeŶts takiŶg plaĐe oŶsĐƌeeŶ ǁill ďe depiĐted iŶ teƌŵs of 
the authoƌ s͛ iŵpƌessioŶs aŶd ĐoŵpƌeheŶsioŶ, as opposed to the sĐƌipt. Hoǁeǀeƌ, this also 
iŵplies that the desĐƌipioŶs ĐaŶŶot ďe held to ĐoŵpleteŶess aŶd ĐoƌƌeĐtŶess ďeĐause of a 
ƌeoĐĐuƌƌiŶg laĐk of ĐlaƌitǇ of the eǀeŶts oŶsĐƌeeŶ. This happeŶed, foƌ eǆaŵple, due the daƌkŶess 
of the iŵages oƌ due to laĐkiŶg kŶoǁledge iŶ Đultuƌal ďaĐkgƌouŶd that ǁould eŶaďle a ďeteƌ 
uŶdeƌstaŶdiŶg. Thus, theƌe ŵaǇ ďe ƋuesioŶs ƌaised oŶ the desĐƌipioŶs of the ilŵ s͛ stƌuĐtuƌe, 
aŶd suĐh aŶ appƌoaĐh ƌuŶs ĐouŶteƌ to the tƌadiioŶ of aŶ all-saǀǀǇ ilŵ sĐholaƌ. Hoǁeǀeƌ, foƌ 
the puƌpose of this pƌojeĐt aŶ ͞iŶĐoŵplete͟ uŶdeƌstaŶdiŶg of a ilŵ is esseŶial, as it poƌtƌaǇs 
aŶ aĐtual ĐiŶeŵa eǆpeƌieŶĐe ŵoƌe aĐĐuƌatelǇ.

This appƌoaĐh eǆeŵpliies the geŶeƌal pƌoďleŵ eǀeƌǇ ƌeseaƌĐheƌ faĐes ǁheŶ tƌǇiŶg to ŵodel 
ƌeaĐioŶs of aĐtual ilŵ ǀieǁeƌs. IŶ teƌŵs of pƌoďleŵ-solǀiŶg theoƌǇ theƌe aƌe thƌee possiďle 
appƌoaĐhes. The ŵaǆiŵiziŶg stƌategies aƌe foƌ ǁell-foƌŵed pƌoďleŵs ǇieldiŶg Đleaƌ-Đut soluioŶs 
ƌegaƌdless of Đost. The saisfǇiŶg stƌategies use oŶlǇ ŵiŶiŵal pƌoďleŵ-solǀiŶg efoƌt aŶd teŶd 
to pƌoduĐe oŶlǇ oŶe saisfǇiŶg soluioŶ. OpiŵiziŶg stƌategies aƌe Ŷot ĐoŶteŶt ǁith ŵiŶiŵal 
ĐoheƌeŶĐe aŶd tƌǇ to iŶd the ďest aǀailaďle alteƌŶaiǀe. Hoǁeǀeƌ, that iŵplies a gƌeateƌ efoƌt 
is Ŷeeded iŶ oƌdeƌ to iŶd a soluioŶ. IŶteƌesiŶglǇ, as PeteƌsoŶ ƌeŵaƌks, uŶlike the ŵaǆiŵizeƌ, 
the opiŵizeƌ ŵaǇ deĐide at a ĐeƌtaiŶ poiŶt that addiioŶal efoƌt ǁill Ŷot paǇ of aŶd eŶds the 
seaƌĐh foƌ ĐoheƌeŶĐe. ϮϬϱ

Jaŵes PeteƌsoŶ, iŶ speakiŶg aďout aǀaŶt-gaƌde ĐiŶeŵa, supposes that ŵost ǀieǁeƌs aŶd ilŵ 

205 James Peterson Dreams of Chaos, Visions of Order: Understanding the American Avant-Garde Cinema, 
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ĐƌiiĐs of the aǀaŶt-gaƌde ͞aƌe opiŵizeƌs ǁho aƌe Ŷot saisied ǁith estaďlishiŶg ŵiŶiŵal 
ĐoheƌeŶĐe.͟ ϮϬϲ PeteƌsoŶ also ŵakes the iŵpoƌtaŶt oďseƌǀaioŶ that, although aǀaŶt-gaƌde 
ĐiŶeŵa does Ŷot ƌepƌeseŶt a ǁell-foƌŵed pƌoďleŵ ;a pƌoďleŵ ǁith oŶlǇ oŶe possiďle soluioŶͿ, 
ŵaǆiŵiziŶg stƌategies ǁould Ŷot ďe a suitaďle appƌoaĐh to these ilŵs. Although Ŷot eǀeƌǇ 
detail ĐaŶ ďe eǆplaiŶed iŶ eǆpeƌiŵeŶtal ĐiŶeŵa aŶd Ŷot all eleŵeŶts of the ǁoƌk ĐaŶ aĐƋuiƌe 
ĐoheƌeŶĐe, ĐƌiiĐs aŶd aĐadeŵiĐs ŵaǇ sill ďe ǁilliŶg to puƌsue it. PƌaĐiĐallǇ though, dediĐated 
ĐƌiiĐs aƌe opiŵizeƌs, ďeĐause eǀeŶ if a ǀast aŵouŶt of iŶfoƌŵaioŶ aďout a paƌiĐulaƌ ilŵ has 
ďeeŶ ĐolleĐted, oŶlǇ a liŵited aŵouŶt ĐaŶ ďe used iŶ ǁƌiiŶg aďout it.ϮϬϳ

AǀaŶt-gaƌde ilŵ ǀieǁeƌs pƌoĐeed difeƌeŶtlǇ. TheǇ aƌe, ǁithout douďt, opiŵizeƌs ͞ǁhose goal 
is to estaďlish as ŵuĐh ĐoheƌeŶĐe as theǇ ĐaŶ oŶ the ďasis of liŵited ǀieǁiŶg of the ilŵ, theiƌ 
kŶoǁledge of the ǁoƌk of the ilŵŵakeƌ at haŶd, aŶd theiƌ kŶoǁledge of the histoƌǇ of the 
aǀaŶt-gaƌde ĐiŶeŵa.͟ ϮϬϴ 

Although PeteƌsoŶ is speakiŶg of the aǀaŶt-gaƌde, ǁhiĐh ĐaŶŶot ďe Đoŵpaƌed to sloǁ ĐiŶeŵa 
;although the Đhapteƌ oŶ the geŶesis of sloǁ ĐiŶeŵa ǁill deŵoŶstƌate the iŶlueŶĐes of the 
aǀaŶt-gaƌde oŶ sloǁ ĐiŶeŵaͿ, his eǆplaŶaioŶs of ilŵ ǀieǁeƌs as opiŵizeƌs ǁoƌk foƌ sloǁ 
ĐiŶeŵa as ǁell. As theƌe aƌe oteŶ seǀeƌal possiďiliies as to hoǁ eǀeŶts deǀelopiŶg oŶsĐƌeeŶ 
ĐaŶ ďe eǆpeƌieŶĐed, the ŶoioŶ of a ǁell-stƌuĐtuƌed pƌoďleŵ ĐaŶŶot ďe atested to these ilŵs. 
IŶ Đase of sloǁ ĐiŶeŵa hoǁeǀeƌ, this pƌojeĐt does Ŷot ƌegaƌd ĐogŶiiǀe iŶteƌpƌetaioŶ as the 
oŶlǇ ǁaǇ of ĐoŵiŶg to teƌŵs ǁith these aƌtǁoƌks. This is oŶe of pƌeŵises upoŶ ǁhiĐh the 
aƌguŵeŶt iŶ the folloǁiŶg pages is ďuilt. 
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II. Case studies

1 . Goodbye, Dragon Inn (dir. Tsai Ming-Ling, Taiwan, 2003) - with or without contextual 

knowledge?

As alƌeadǇ ŵeŶioŶed, Tsai MiŶg-LiaŶg is oŶe of the ŵost pƌoŵiŶeŶt ƌepƌeseŶtaiǀes of sloǁ 
ĐiŶeŵa – his Ŷaŵe is iŶeǀitaďlǇ fouŶd oŶ eaĐh of the ǀaƌious lists of sloǁ ĐiŶeŵa ilŵŵakeƌs. 
Hoǁeǀeƌ, he is ŵoƌe kŶoǁŶ as oŶe of the ƌepƌeseŶtaiǀes of the “eĐoŶd Neǁ Waǀe of TaiǁaŶese 
ĐiŶeŵa ;aloŶg ǁith Edǁaƌd YaŶg aŶd Hou Hsiou-HsieŶͿ.209

His oǀeƌall appƌoaĐh to the Ŷaƌƌaiǀe oƌgaŶizaioŶ of the ilŵ Goodbye, Dragon Inn ĐaŶ ďe 
suďsuŵed uŶdeƌ the thesis that he plaǇs ǁith the ǀieǁeƌ s͛ eǆpeĐtaioŶs aďout ǁhat ĐaŶ ďe 
assessed as ƌeleǀaŶt foƌ the uŶdeƌstaŶdiŶg of the stoƌǇ, aŶd the atesiŶg of ƌeleǀaŶĐe is ĐloselǇ 
ĐoŶŶeĐted to the ǀieǁeƌ s͛ Đultuƌal ďaĐkgƌouŶd. 

1.1 CiŶeŵa aŶd desĐripioŶ – a proďleŵaiĐ issue

As eaĐh sĐeŶe of the ilŵ Goodbye, Dragon Inn ŵostlǇ ĐoŶsists of oŶe take, it seeŵs useful foƌ 
the aŶalǇsis to set out ǁhat is happeŶiŶg iŶ eaĐh shot of the ilŵ. Fuƌtheƌŵoƌe, the desĐƌipioŶ 
of the ilŵ s͛ stƌuĐtuƌe is suŵŵaƌized folloǁiŶg the aĐt sĐheŵe of KƌisiŶ ThoŵpsoŶ. The 
eǆplaŶaioŶs foƌ the diǀisioŶ of the plot iŶto aĐts ǁill ďe deliǀeƌed iŶ due Đouƌse.

Hoǁeǀeƌ, heƌe ǁe alƌeadǇ aƌƌiǀe at the pƌoďleŵ of the desĐƌipioŶ of suĐh a duƌaioŶal ilŵ. 
NaŵelǇ, iŶ tƌǇiŶg to desĐƌiďe ǁhat is happeŶiŶg iŶ the shot, a ǀieǁeƌ is alƌeadǇ lookiŶg foƌ 
Đause-aŶd-efeĐt ĐhaiŶs aŶd seekiŶg ŵoiǀaioŶ foƌ the aĐioŶs takiŶg plaĐe. Oƌ, as aĐĐoƌdiŶg to 
TzǀetaŶ Todoƌoǀ ͞ [..] to desĐƌiďe is to tƌǇ to oďtaiŶ, oŶ the ďasis of ĐeƌtaiŶ theoƌeiĐal pƌeŵises, 
a ƌaioŶalized ƌepƌeseŶtaioŶ of the oďjeĐt of studǇ .͟210

IŶ ǁƌiiŶg a seŶteŶĐe to suďsuŵe the aĐioŶ of the sĐeŶe, oŶe ĐaŶŶot do jusiĐe to the hoǀeƌiŶg 
ŶaƌƌaioŶ. OŶe ĐaŶ state hoǁ loŶg a shot takes, ďut it falls shoƌt iŶ eǆpƌessiŶg the eǆhausiŶg 
duƌaioŶ of seǀeƌal ǀeƌǇ loŶg shots. TheǇ ĐaŶ ďe aŶ oƌdeal foƌ the audieŶĐe, ďut this oƌdeal 
ĐaŶŶot ďe eǆpeƌieŶĐed ǁheŶ ǁƌiteŶ doǁŶ oŶ the papeƌ; it soŵeiŵes takes just iǀe ǁoƌds 
to suŵŵaƌize a sĐeŶe that lasts foƌ thƌee ŵiŶutes. This is a ƋuesioŶ of a pƌopeƌ ŵediuŵ 
foƌ depiĐiŶg soŵethiŶg. CiŶeŵa is a iŵe-ďased aƌt, espeĐiallǇ sloǁ ĐiŶeŵa ǁith the Đaŵeƌa 
poƌtƌaǇiŶg the ƌeal duƌaioŶ of aŶ eǀeŶt oƌ aĐiǀitǇ ǁith alŵost Ŷo use of ellipiĐal ediiŶg. 
IŶ aŶǇ Đase, this is aŶ eǆaŵple of Maƌshall MĐLuhaŶ s͛ ͞the ŵediuŵ is the ŵessage ,͟ ǁhiĐh 
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iŵpliĐates the ŵediuŵ as also shapiŶg the ĐoŶteŶt of the ŵessage.211

But this pƌoďleŵ ĐaŶ also ďe appƌoaĐhed fƌoŵ aŶotheƌ diƌeĐioŶ. NaŵelǇ, ǁƌiiŶg doǁŶ the 
eǀeŶts that happeŶ iŶ the ilŵ iŶ stoƌǇ foƌŵ, tuƌŶs eǀeƌǇthiŶg iŶto a desĐƌipioŶ. A desĐƌipioŶ 
is geŶeƌallǇ ĐoŶsideƌed as oŶe of the ŶoŶ-Ŷaƌƌaiǀe eleŵeŶts of a liteƌaƌǇ teǆt. Hoǁeǀeƌ, 
iŶ a teǆt, Ŷaƌƌaiǀe aŶd ŶoŶ-Ŷaƌƌaiǀe eleŵeŶts aƌe usuallǇ ŵiǆed.212 As the Ŷaƌƌatologist 
VǇaĐheslaǀ YeǀseǇeǀ aƌgues, ĐoŵpaƌiŶg teǆts that iŶĐlude a lot of suĐh ŶoŶ-Ŷaƌƌaiǀe eleŵeŶts 
as desĐƌipioŶs ǁith those that iŶĐlude a lot of aĐioŶ pƌoǀide ŵeaŶs foƌ ŵeasuƌiŶg the degƌee 
of the ŶaƌƌaiǀitǇ of a paƌiĐulaƌ teǆt.213 Apaƌt fƌoŵ the faĐt that this appƌoaĐh is ǀeƌǇ disputaďle 
as ĐƌiiĐized ďǇ Maƌie-Lauƌe ‘ǇaŶ,214 “eǇŵouƌ ChatŵaŶ aƌgues that desĐƌipioŶ is iŵpossiďle iŶ 
Ŷaƌƌaiǀe ilŵs ďeĐause the stoƌǇ-iŵe ;the duƌaioŶ of the eǀeŶts of the ŶaƌƌaiǀeͿ ĐoŶiŶues as 
loŶg as the ilŵ is pƌojeĐted oŶ the sĐƌeeŶ.215 ChatŵaŶ has deǀoted a ǁhole Đhapteƌ iŶ his ďook 
CoŵiŶg to Terŵs: The RhetoriĐ of Narraiǀe iŶ FiĐioŶ aŶd Filŵ to the pƌoďleŵ of desĐƌipioŶ 
iŶ ĐiŶeŵa. He liŶks the ŶoioŶ of desĐƌipioŶ iŶ this aƌt ǁith the situaioŶs ǁheƌeiŶ the stoƌǇ 
iŵe has ďeeŶ suspeŶded, aŶd thus a Ŷaƌƌaiǀe pause is geŶeƌated.216 He ŵeŶioŶs difeƌeŶt 
eǆaŵples of desĐƌipioŶ iŶ ĐiŶeŵa, deƌiǀiŶg ŵost of theŵ fƌoŵ the ilŵs of MiĐhelaŶgelo 
AŶtoŶioŶi. Hoǁeǀeƌ, this studǇ aƌgues that iŶ the Đase of sloǁ ĐiŶeŵa ǁe eŶĐouŶteƌ aŶotheƌ 
eǆaŵple of ĐiŶeŵaiĐ desĐƌipioŶ. We ĐaŶ suppose that a lot of sĐeŶes iŶ sloǁ ĐiŶeŵa that 
Đaptuƌe a ŵuŶdaŶe aĐiǀitǇ iŶ its full duƌaioŶ, like a ĐhaƌaĐteƌ depaƌiŶg thƌough a Đoƌƌidoƌ, ĐaŶ 
ďe laďelled as desĐƌipioŶ. IŶ these sĐeŶes the stoƌǇ iŵe sill goes oŶ, ďut the aĐiǀitǇ as suĐh 
has suĐh a loǁ leǀel of ŶaƌƌaiǀitǇ that foƌ the ǀieǁeƌ lookiŶg foƌ fuƌtheƌ stoƌǇ deǀelopŵeŶts, 
these stƌetĐhed aĐiǀiies ŵaǇ seeŵ useless.

‘etuƌŶiŶg to the ƋuesioŶ of desĐƌipioŶ, oŶe iŶal ƌeŵaƌk has to ďe ŵade - ŶaŵelǇ, the faĐt 
that eaĐh geŶƌe appeaƌs to pƌefeƌ difeƌeŶt Ŷaƌƌaiǀe eleŵeŶts. Thus, ǁheƌeas thƌilleƌs aŶd 
deteĐiǀe stoƌies deŵaŶd aĐioŶ aŶd ĐhaŶges of state, iŶ tƌagedǇ, seŶiŵeŶtal ƌoŵaŶĐe aŶd 
Đoŵedies of eƌƌoƌs ŵeŶtal ƌepƌeseŶtaioŶs217 of the ĐhaƌaĐteƌs aƌe deĐisiǀe.218

The iŶĐliŶaioŶ is to thiŶk that iŶ sloǁ ĐiŶeŵa Ŷaƌƌaiǀes ǁheƌe ŵoŵeŶts of stƌoŶg ŶaƌƌaiǀitǇ 
aƌe ŵiǆed ǁith leŶgthǇ stƌetĐhes of desĐƌipioŶs foƌ ǁhiĐh the ǁeak ŶaƌƌaiǀitǇ is deĐisiǀe, ǁe 
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�1� S������ C������ Story and Discourse: Narrative Structure in Fiction and Film� I���c�� 1��8� �. �4.
�16 S������ C������ Coming to Terms: The Rhetoric of Narrative in Fiction and Film� I���c�� 1���� �. 4�.
217 For the concept of mental representation in cognitive science see Pitt, David, Mental Representation �� 
E����� N. Z���� ���.� The “taŶfoƌd EŶĐǇĐlopedia of PhilosophǇ (Fall 2013 Edition), available at htp://plato.
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ĐaŶ use the oďseƌǀaioŶ of Jaŵes PhelaŶ, ǁho pƌoposes hǇďƌid ŶaƌƌaiǀitǇ iŶ the Đase of soŵe 
teǆts.219 

The ĐoŶseƋueŶĐes this ŵaǇ haǀe foƌ the degƌee of ŶaƌƌaiǀitǇ iŶ these stoƌies ǁill ďe disĐussed 
lateƌ oŶ. 

1.2 Comprehension process according to the Relevance theory

AĐĐoƌdiŶg to WilsoŶ aŶd “peƌďeƌ, authoƌs of the ‘eleǀaŶĐe TheoƌǇ, the ĐoŵpƌeheŶsioŶ 
pƌoĐess eŶĐoŵpasses the folloǁiŶg pƌoĐeduƌes: ϭͿ the ďuildiŶg of eǆpliĐatuƌes ǀia deĐodiŶg, 
disaŵďiguaioŶ, ƌefeƌeŶĐe ƌesoluioŶ, aŶd otheƌ pƌagŵatiĐ eŶƌiĐhŵeŶt pƌoĐesses. IŶ the Đase 
of suĐh ŵuliŵodal aƌtǁoƌk as ilŵ, this ǁould ŵeaŶ the ƌeĐogŶiioŶ of the ĐoŶteŶt of the ǀisual 
aŶd auƌal ĐhaŶŶels.220Although the authoƌs of the ‘eleǀaŶĐe theoƌǇ state that eǆpliĐatuƌes ĐaŶ 
alǁaǇs ďe eitheƌ tƌue oƌ false, ǁhiĐh ǁould Ŷot ďe possiďle foƌ iŵages, FoƌĐeǀille suggests that 
iŶ the Đase of iŵages ǁe ĐaŶ also deƌiǀe eǆpliĐatuƌes, ďeĐause soŵe ĐoŶteŶt ĐaŶ ďe iŶfeƌƌed 
fƌoŵ eǀeƌǇ iŵage.221

The Ŷeǆt stage is the ĐoŶstƌuĐioŶ of aŶ appƌopƌiate hǇpothesis aďout the iŶteŶded ĐoŶteǆtual 
assuŵpioŶs oƌ, iŶ ƌeleǀaŶĐe–theoƌeiĐ teƌŵs - iŵpliĐated pƌeŵises. AŶd iŶallǇ, the ĐoŶstƌuĐioŶ 
of aŶ appƌopƌiate hǇpothesis deƌiǀed fƌoŵ the ĐoŶteǆtual iŶfoƌŵaioŶ. These aƌe the so-Đalled 
iŵpliĐated ĐoŶĐlusioŶs.222

Fiƌst of all, it has to ďe stƌessed that these thƌee suď-tasks aƌe Ŷot seƋueŶtiallǇ oƌdeƌed ďut take 
plaĐe iŶ paƌallel ǁith oŶe aŶotheƌ. Oƌ, as “peƌďeƌ aŶd WilsoŶ haǀe put it ͞CoŵpƌeheŶsioŶ is aŶ 
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(Accessed 1.10.2013).
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oŶ-liŶe pƌoĐess.͟  223

Foƌ the uŶdeƌstaŶdiŶg of the ĐoŵpƌeheŶsioŶ pƌoĐesses of a sloǁ ilŵ, it is iŵpoƌtaŶt to dƌaǁ 
the ateŶioŶ to the faĐt that ďoth of these kiŶds of iŵpliĐatuƌes – iŵpliĐated pƌeŵises aŶd 
iŵpliĐated ĐoŶĐlusioŶs - ŵaǇ ǀaƌǇ iŶ theiƌ stƌeŶgth.224 We speak of stƌoŶg iŵpliĐatuƌes ǁheŶ 
the ŵutual ŵaŶifestŶess of a ŵessage is ǀeƌǇ oďǀious, ďut ǁeak iŵpliĐatuƌes ĐaŶ oĐĐuƌ ǁheŶ 
a ǁideŶed ƌaŶge of possiďiliies to Đhoose fƌoŵ aƌe pƌeseŶt. A poiŶt ĐaŶ eǀeŶ ďe ƌeaĐhed ǁheŶ 
Ŷo eŶĐouƌageŵeŶt is giǀeŶ at all. IŶ the Đase of stƌoŶg iŵpliĐatuƌes the authoƌ of the uteƌaŶĐe 
is ƌespoŶsiďle foƌ the assuŵpioŶs, ďut iŶ the Đase of ǁeak iŵpliĐatuƌes the ƌespoŶsiďilitǇ lies 
fullǇ oŶ the side of the ƌeĐeiǀeƌ.225 “tƌoŶg iŵpliĐatuƌes aƌe those ͞foƌ ǁhose deƌiǀaioŶ the 
seŶdeƌ takes ƌespoŶsiďilitǇ ,͟ ďut iŶ ǁeak oŶes ͞the addƌessee deƌiǀes at his oǁŶ disĐƌeioŶ .͟ 226

As “peƌďeƌ aŶd WilsoŶ ƌightlǇ ƌeŵaƌk, at the ǁeakest eŶd of the sĐale of iŵpliĐatuƌes the 
ƌeĐeiǀeƌ possesses less aŶd less ĐoŶideŶĐe aďout the paƌiĐulaƌ speakeƌ s͛ thoughts, aŶd this is 
pƌeĐiselǇ ǁheƌe the iŶdeteƌŵiŶaĐǇ lies.227 This opiŶioŶ is also ĐoŶsisteŶt ǁith Daǀid Boƌdǁell s͛ 
staŶĐe – eǀeŶ though he ďuilds his ĐogŶiiǀe ŵodel of ilŵ ĐoŵpƌeheŶsioŶ oŶ the assuŵpioŶ 
that the teǆt is so Đƌeated that it seeks ĐeƌtaiŶ iŶteƌsuďjeĐiǀe ƌegulaƌiies of ƌespoŶse, he 
aĐkŶoǁledges the eǆisteŶĐe of zoŶes of iŶteƌdepeŶdeŶĐǇ iŶ ĐiŶeŵaiĐ iŶteƌpƌetaioŶ 
iŶteŶioŶallǇ ĐoŶstƌuĐted ďǇ the pƌoduĐeƌs. 228

1.3. Sender of the message

Befoƌe fuƌtheƌ eǆaŵiŶaioŶ of the issue of iŵpliĐatuƌes, a side-ƌeŵaƌk has to ďe ŵade. The 
‘eleǀaŶĐe theoƌǇ aŶd its adheƌeŶts alǁaǇs speak of the seŶdeƌ of a ŵessage. It should heƌeďǇ 
ďe stated that oǀeƌ the Đouƌse of this aŶalǇsis Ŷeitheƌ the ŶoioŶ of the ͞ seŶdeƌ͟ as a paƌiĐulaƌ 
ilŵŵakeƌ, Ŷoƌ the use of the ĐoŶĐepts of ͞iŵplied authoƌ͟229 oƌ ͞iŵplied ilŵŵakeƌ͟ haǀe 
ďeeŶ uilized.230 The studǇ iŶstead folloǁed Daǀid HeƌŵaŶ s͛ suggesioŶ – he uses the teƌŵ 
͚iŶteŶioŶalitǇ͛ as aŶ aŶalǇiĐal tool foƌ appƌoaĐhiŶg this issue. His posiioŶ is ǁoƌth ƋuoiŶg 
heƌe at leŶgth:

‘atheƌ thaŶ ďeiŶg loĐalized iŶ paƌtiĐulaƌ ŵiŶds, iŶteŶtioŶalitǇ iŶ Ŷaƌƌatiǀe ĐoŶteǆts 
is ďuilt iŶto the doiŶg, the aĐtiǀitǇ stƌuĐtuƌe, of stoƌǇtelliŶg aŶd stoƌǇ-iŶteƌpƌetatioŶ. 
;…Ϳ suĐh iŶteŶtioŶs aƌe distƌiďuted aĐƌoss teǆt pƌoduĐeƌs, teǆt iŶteƌpƌeteƌs, teǆtual 
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desigŶs, aŶd the ĐoŵŵuŶiĐatiǀe eŶǀiƌoŶŵeŶts iŶ ǁhiĐh suĐh desigŶs aƌe pƌoduĐed aŶd 
iŶteƌpƌeted.231 

GeƌŵaŶ Ŷaƌƌatologist JaŶ Alďeƌ ĐoŶiŶues this tƌaiŶ of thought ďǇ stƌessiŶg that iŶ the Đase of 
ĐiŶeŵaiĐ ŶaƌƌaioŶ, ǁheƌe ǁe ĐaŶ Ŷeǀeƌ ďe suƌe of the pƌeĐise iŶteŶioŶs of a ilŵŵakeƌ aŶd 
of the sheeƌ Ŷuŵďeƌ of people iŶǀolǀed, it ŵakes seŶse to use the ĐoŶĐept of hǇpotheiĐal 
iŶteŶioŶalisŵ. To iŶteƌpƌet a ilŵ as if theƌe ǁas a ƌaioŶal ageŶt ǁho ŵade the ĐhoiĐes. Thus, 
the hǇpotheiĐal ilŵŵakeƌ as Alďeƌ laďels it, ͞deŶotes the siŶgle eŶitǇ to ǁhiĐh the ǀieǁeƌ 
asĐƌiďes ĐoŶsĐious oƌ uŶĐoŶsĐious ŵoiǀaioŶs that aĐtuated the pƌofessioŶals ǁho ǁeƌe 
ƌespoŶsiďle foƌ the ŵakiŶg of the ilŵ iŶ ƋuesioŶ.͟ 232 Alďeƌ also uŶdeƌliŶes the adǀaŶtages 
of this ĐoŶĐept oǀeƌ the otheƌs. NaŵelǇ, this ĐoŶĐept does Ŷot ƌeƋuiƌe that the iŶteƌpƌeteƌ is 
aďsolutelǇ suƌe aďout his iŶfeƌeŶĐes aďout ǁhat the authoƌ ŵight haǀe ǁaŶted to ĐoŵŵuŶiĐate. 
HǇpotheiĐal ilŵŵakeƌ alloǁs foƌ speĐulaioŶ.233

Foƌ the sake of ĐoŶǀeŶieŶĐe this studǇ ǁill sill use the Ŷaŵe of the paƌiĐulaƌ ilŵŵakeƌ, ďut 
ǁill aĐtuallǇ ďe ƌefeƌƌiŶg to the hǇpotheiĐal ilŵŵakeƌ ďehiŶd it.

1.4. Explicatures in Goodbye, Dragon Inn

The folloǁiŶg desĐƌipioŶ of the ilŵ Goodbye, Dragon Inn has ďeeŶ Đaƌƌied out ďǇ ŵaiŶlǇ 
takiŶg iŶto aĐĐouŶt the deĐodiŶg of the ǀisual iŵages aŶd its aĐĐoŵpaŶǇiŶg auƌal iŶfoƌŵaioŶ, 
aŶd iŶfeƌƌiŶg theiƌ eǆpliĐatuƌes. It ĐaŶ ďe deduĐed that iŶ Đase of sloǁ ĐiŶeŵa, eǀeŶ if the 
eǆpliĐatuƌes ŵaǇ teŶd to ďeloŶg to stƌoŶg eǆpliĐatuƌes, the ƌealŵ of iŵpliĐatuƌes ďeloŶgs 
to the faƌ eŶd of the ǁeakŶess sĐale, ďeĐause ďƌoadeƌ ĐoŶteǆtual iŶfoƌŵaioŶ is oteŶ Ŷot 
aĐĐessiďle duƌiŶg the ilŵ s͛ pƌojeĐioŶ. Thus, the ǁhole leǀel of iŵpliĐated ĐoŶĐlusioŶs oteŶ 
staǇs iŶaĐĐessiďle foƌ ŵost of the audieŶĐe. CoŶseƋueŶtlǇ, although the ǀieǁeƌ ĐaŶ ƌeĐogŶize 
ǁhat is depiĐted oŶsĐƌeeŶ aŶd uŶdeƌstaŶd ǁhat is ďeiŶg said ;peƌhaps oŶlǇ ǁith the help of 
suďitlesͿ, theiƌ iŶteƌpƌetaioŶ of the ilŵ ŵaǇ Ŷot lead theŵ to ďe aďle to aŶsǁeƌ ͞What is it 

about?͟ aŶd ͞WhǇ does the ilŵŵaker ǁaŶt to tell ŵe this pariĐular storǇ?͟ The aďseŶĐe of 
͞the ŵessage͟ iŶ a ilŵ ŵaǇ Ŷot lead to Ŷegaiǀe opiŶioŶs aďout the ƋualitǇ of the aƌtǁoƌk, ďut 
ŵaǇ lead to a ďƌeakdoǁŶ iŶ ĐoŵŵuŶiĐaioŶ ďetǁeeŶ the ilŵ aŶd its audieŶĐe. 

Chaƌles FoƌĐeǀille states that altogetheƌ aƌt ƌepƌeseŶts ǁeak ĐoŵŵuŶiĐaioŶ, aŶd ǀisual 
aƌt iŶ paƌiĐulaƌ.234 He also douďts ǁhetheƌ aƌt has to fulil the iŶfoƌŵaiǀe iŶteŶioŶ ǁhiĐh, 
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ďesides the ĐoŵŵuŶiĐaiǀe iŶteŶioŶ, is oŶe of tǁo iŶteŶioŶs of ĐoŵŵuŶiĐaioŶ aĐĐoƌdiŶg 
to the ‘eleǀaŶĐe theoƌǇ ďǇ “peƌďeƌ aŶd WilsoŶ.235 Wheƌeas the iŶfoƌŵaiǀe iŶteŶioŶ iŵplies 
that the authoƌ ǁaŶts to iŶfoƌŵ the audieŶĐe aďout soŵethiŶg, the ĐoŵŵuŶiĐaiǀe iŶteŶioŶ 
suggests that this iŶfoƌŵaiǀe iŶteŶioŶ ǁaŶts to ďe ĐoŵŵuŶiĐated ďǇ the seŶdeƌ.236 Wheƌeas 
the ĐoŵŵuŶiĐaiǀe iŶteŶioŶ is also oďǀious iŶ the Đase of aƌt – a ilŵŵakeƌ s͛ ǁish to sĐƌeeŶ 
his ilŵ iŶ a theatƌe is alƌeadǇ a ŵaŶifestaioŶ of his ĐoŵŵuŶiĐaiǀe iŶteŶioŶ. But, as FoƌĐeǀille 
ƌightlǇ ƌeŵaƌks, aƌists oteŶ do Ŷot kŶoǁ pƌeĐiselǇ ǁhat ŵessages theǇ ǁaŶt to ĐoŶǀeǇ. AŶd it s͛ 
Ŷot eǀeŶ ŶeĐessaƌǇ that the aƌist alǁaǇs kŶoǁs ǁhat ŵessages he ǁaŶts to ĐoŵŵuŶiĐate.237 

The pƌeoĐĐupaioŶ heƌeiŶ ǁith the issue of ĐoŵŵuŶiĐaiǀe iŶteŶioŶ iŶ aƌt is Ŷot Đaused ďǇ the 
ĐoŶǀiĐioŶ that aŶ aƌtǁoƌk should alǁaǇs haǀe a ŵessage. OŶ the ĐoŶtƌaƌǇ – suĐh a ĐoŶĐlusioŶ 
ǁould lead us to the opiŶioŶ that oŶlǇ edifǇiŶg puƌpose ĐaŶ jusifǇ the eǆisteŶĐe of aƌt, aŶd 
ǁith this opiŶioŶ ǁe ǁould tƌaŶspoƌt ouƌselǀes ďaĐk to the ϭϴth ĐeŶtuƌǇ. The ŶaggiŶg ƋuesioŶ 
is ǁhat is the suƌplus that sloǁ ilŵs deliǀeƌ to theiƌ audieŶĐe if, foƌ the ŵost paƌt, ǁe do Ŷot 
eŶĐouŶteƌ a stuŶŶiŶg ǀisual oƌ auƌal tƌaĐk ;as, foƌ eǆaŵple, iŶ the ĐiŶeŵa du look of the ϭϵϴϬs 
iŶ FƌaŶĐeͿ aŶd the stoƌǇ, displaǇiŶg iƌesoŵe oƌdiŶaƌǇ aĐiǀiies, is aŶ oƌdeal to ǁatĐh. The 
aŶsǁeƌ to this ƋuesioŶ ǁill ďe foƌŵulated at the eŶd of this studǇ.

IŶ the Ŷeǆt suďĐhapteƌ Goodbye, Dragon Inn ǁill ďe desĐƌiďed takiŶg iŶto aĐĐouŶt oŶlǇ 
the eǆpliĐatuƌes aŶd stƌoŶg iŵpliĐatuƌes. This is iŶfoƌŵaioŶ that is ŵoƌe oƌ less ĐleaƌlǇ 
ĐoŵŵuŶiĐated ďǇ the ilŵŵakeƌ usiŶg the tools at haŶd. 

EǀeƌǇthiŶg that has to ďe iŶfeƌƌed ďǇ the ǀieǁeƌ thƌough the pƌoĐess of ǁeak iŵpliĐatuƌes 
aĐiǀaiŶg ǀaƌious ields of ĐoŶteǆtual iŶfoƌŵaioŶ ;iŶfoƌŵaioŶ Ŷot aǀailaďle duƌiŶg the 
ǀieǁiŶgͿ, ǁill ďe eǆplaiŶed iŶ a suďseƋueŶt suďĐhapteƌ. Although “peƌďeƌ aŶd WilsoŶ stƌess 
that iŶfoƌŵaioŶ pƌoĐessiŶg duƌiŶg ĐoŵŵuŶiĐaioŶ takes plaĐe siŵultaŶeouslǇ, the Đlaiŵ 
heƌeiŶ is that iŶ Đase of this ilŵ, this thiƌd stage – iŵpliĐated ĐoŶĐlusioŶs – ĐaŶ ŵostlǇ take 
plaĐe oŶlǇ ǁith delaǇ. NaŵelǇ, ǁheŶ the ǀieǁeƌ is ďƌoǁsiŶg the IŶteƌŶet etĐ. aŶd aĐƋuiƌes the 
ĐoŶteǆtual kŶoǁledge Ŷeeded foƌ ďuildiŶg suĐh ĐoŶĐlusioŶs.

DuƌiŶg the desĐƌipioŶ of the ilŵ the aĐts ǁill ďe deliŶeated usiŶg the teƌŵiŶologǇ of KƌisiŶ 
ThoŵpsoŶ. The seĐoŶd step ǁill eǆplaiŶ the ĐoŶteǆtual iŶfoƌŵaioŶ Ŷeeded iŶ oƌdeƌ to ďuild 
iŵpliĐated ĐoŶĐlusioŶs aŶd, ďuildiŶg oŶ that, the degƌee of ŶaƌƌaiǀitǇ iŶ Goodbye, Dragon 

Inn ǁill ďe assessed. IŶ ĐoŶĐlusioŶ ǁill ďe aŶ eǆplaŶaioŶ of ǁheƌe aŶd ǁhǇ aĐt ďƌeaks ǁeƌe 
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iŶseƌted.

1.5.DesĐripioŶ of the ilŵ’s struĐture:

The Setup ;ŵiŶutes ϭ – ϯϭͿ

The ilŵ ďegiŶs ǁith the opeŶiŶg itles, ǁheƌeas of-sĐƌeeŶ a ǀoiĐe Ŷaƌƌates the ďegiŶŶiŶg of a 
stoƌǇ. Ateƌ the itles, the iƌst shots aƌe fƌoŵ aŶ oldeƌ ChiŶese aĐioŶ ilŵ that the ǀieǁeƌ ĐaŶ 
ƌeĐogŶize fƌoŵ the deteƌioƌated ĐoŶdiioŶ of the Đolouƌ ilŵ.

A Đut to the Ŷeǆt shot of a ĐiŶeŵa auditoƌiuŵ ǁith a ilŵ ƌuŶŶiŶg oŶ the sĐƌeeŶ aŶd a hall 
full of ǀieǁeƌs. Although it s͛ a look thƌough a ĐƌaĐk iŶ the ĐuƌtaiŶs fƌoŵ ďehiŶd the audieŶĐe 
suggesiŶg soŵeoŶe s͛ suďjeĐiǀe ǀieǁ, Ŷo ĐhaƌaĐteƌ is ideŶiied eitheƌ thƌough the shot 
seƋueŶĐe oƌ otheƌ ilŵiĐ deǀiĐes. IŶ aŶǇ Đase, oŶlǇ ǀieǁeƌs faŵiliaƌ ǁith ĐiŶeŵaiĐ Đodes ǁould 
ƌeĐogŶize that a shot ideŶifǇiŶg the peƌsoŶ lookiŶg thƌough the ĐuƌtaiŶs is ŵissiŶg.

“eǀeƌal staiĐ loŶg shots aƌe deǀoted to the ĐiŶeŵa audieŶĐe. IŶ the eŶsuiŶg shot ǁe see the 
ĐiŶeŵa s͛ eŶtƌaŶĐe, ǁhiĐh ŵaǇ Ŷot ďe oďǀious to all ǀieǁeƌs. It is ƌaiŶiŶg. Ateƌ seǀeƌal seĐoŶds 
of the ƌuŶŶiŶg iŵe a peƌsoŶ appeaƌs. It is up to the ǀieǁeƌ to iŶfeƌ that this ŵaŶ is of JapaŶese 
ŶaioŶalitǇ aŶd that his ŵoǀes iŶdiĐate that he ǁaŶts to ďuǇ a iĐket. But foƌ iŶateŶiǀe ǀieǁeƌs 
this detail ŵaǇ ƌeŵaiŶ uŶŶoiĐed, ďeĐause iŶ the loŶg shot the ateŶioŶ of the ǀieǁeƌ is Ŷot 
guided ďǇ the ilŵŵakeƌ. 

Neǆt staiĐ loŶg shot shoǁs a loŶg, pooƌlǇ lit Đoƌƌidoƌ - the ĐoŶstaŶt souŶd of ƌaiŶ. Ateƌ soŵe 
iŵe ǁe ŶoiĐe a ǁoŵaŶ ǁatĐhiŶg soŵethiŶg thƌough a ĐƌaĐk iŶ the dooƌ oŶ the ƌight side of 
the shot. IŶ the ďaĐkgƌouŶd of the shot ǁe see a peƌsoŶ ;ateƌ seǀeƌal ǀieǁiŶgs it s͛ Đleaƌ that it 
is the JapaŶese touƌistͿ, ǁho disĐoǀeƌs the eŶtƌaŶĐe to the ĐiŶeŵa hall aŶd slips iŶ. The ǁoŵaŶ 
liŵps aŶd depaƌts thƌough the Đoƌƌidoƌ.

IŶ the Ŷeǆt shot the ĐiŶeŵa auditoƌiuŵ is eŵptǇ, oŶlǇ a sŵall Đhild is siiŶg theƌe, eaiŶg aŶd 
ǁatĐhiŶg a ilŵ; iŶ the ďaĐkgƌouŶd, the JapaŶese touƌist is lookiŶg foƌ a seat. IŶ the Ŷeǆt shot 
ǁe see the liŵpiŶg giƌl, ǁho is Ŷoǁ siiŶg iŶ the iĐket oiĐe aŶd has pƌepaƌed a steaŵed ďuŶ. 
“he Ŷiďďles at it; the shot lasts foƌ tǁo aŶd a half ŵiŶutes. The shot is aĐĐoŵpaŶied ďǇ the 
distaŶt souŶd of the ilŵ sĐƌeeŶiŶg. 

Neǆt shot: the JapaŶese touƌist, siiŶg iŶ the ĐiŶeŵa, is ďeiŶg distuƌďed ďǇ the ƌustliŶg of 
plasiĐ aŶd the souŶd of eaiŶg, ǁhiĐh Đoŵes fƌoŵ the oŶlǇ otheƌ tǁo ǀieǁeƌs of the ilŵ 
;ǁhat theǇ eat ĐaŶŶot ďe ŵade out ĐleaƌlǇ, ďeĐause the tǁo ǀieǁeƌs sit at a distaŶĐe fƌoŵ the 
Đaŵeƌa.Ϳ Ateƌ soŵe iŵe, the JapaŶese ŵaŶ staŶds up. 

The Đashieƌ sliĐes the ďuŶ aŶd ǁƌaps it iŶ, aŶd theŶ she seeŵs to ďe lost iŶ thought. Thƌoughout 
the Ŷeǆt thƌee shots the Đashieƌ tƌaǀels aƌouŶd the ĐiŶeŵa ǁith a ǁƌapped ďuŶ, the falliŶg ƌaiŶ 
ĐaŶ ďe heaƌd, the daƌkŶess of the ĐiŶeŵa ǁith loŶg shadoǁs aŶd ǁhite light fƌoŵ the laŵps 
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ĐoŶsitutes a ďleak atŵospheƌe. The sileŶĐe iŶ the ǁide Đoƌƌidoƌs aŶd the Đlateƌ of the ilŵ 
pƌojeĐtoƌ iŶ the pƌojeĐioŶ ƌooŵ oŶlǇ eŵphasize this.

The jouƌŶeǇ of the Đashieƌ eŶds iŶ the pƌojeĐioŶ ƌooŵ, ǁheƌe she leaǀes the ďuŶ. 

IŶ the Ŷeǆt shot ǁe see the JapaŶese touƌist, siiŶg iŶ the ĐiŶeŵa ;ǁith the souŶd of aŶ old 
ChiŶese aĐioŶ ilŵ iŶ the of-sĐƌeeŶͿ. He ǁaŶts to light a Đigaƌete, ďut has Ŷo ŵatĐhes. He 
leaŶs toǁaƌds the ŵaŶ siiŶg iŶ fƌoŶt of hiŵ ďut doesŶ͛t daƌe ask hiŵ, ďeĐause pƌeĐiselǇ at 
that ŵoŵeŶt aŶ iŶǀisiďle ǀieǁeƌ fƌoŵ the ƌoǁ ďehiŶd hiŵ suddeŶlǇ puts his legs oŶ the fƌoŶt 
seat – this eǀeŶt ĐaŶ uŶǁiiŶglǇ Ǉield a sŵile fƌoŵ the audieŶĐe of the ƌeal Goodbye, Dragon 

Inn ilŵ. IŶ the ďaĐkgƌouŶd ǁe see aŶotheƌ ŵaŶ eŶteƌ the ĐiŶeŵa aŶd sit doǁŶ Ŷeǆt to the 
JapaŶese ŵaŶ. The lateƌ tuƌŶs aǁaǇ fƌoŵ hiŵ ďut is tƌapped ďǇ the legs of the iŶǀisiďle ǀieǁeƌ 
fƌoŵ the ƌoǁ ďehiŶd. IŶ the Ŷeǆt shot, as the ͞ŶeǁĐoŵeƌ͟ staŶds up aŶd leaǀes, ǁe see aŶ 
oldeƌ ŵaŶ eŶteƌ the ĐiŶeŵa oŶ the faƌ ƌight. IŶ the Ŷeǆt shot the old ŵaŶ sits doǁŶ Ŷeǆt to 
the ďoǇ ;foƌ the sake of ĐoŶǀeŶieŶĐe these ĐhaƌaĐteƌs ǁill ďe ideŶiied as gƌaŶdfatheƌ aŶd 
gƌaŶdsoŶ although - Ŷo suƌpƌise - this stoƌǇliŶe ƌeŵaiŶs ĐoŵpletelǇ uŶdeǀeloped oǀeƌ the 
Đouƌse of the ilŵ aŶd the ƌoles of these ĐhaƌaĐteƌs ĐaŶ oŶlǇ ďe assessed ďǇ ĐoŶsuliŶg eǆteƌŶal 
souƌĐes ateƌ the ilŵ sĐƌeeŶiŶgͿ. Thus, foƌ the ǀieǁeƌ it seeŵs to ďe just a ďoǇ ĐaƌƌǇiŶg Ŷo 
fuƌtheƌ ŵeaŶiŶg foƌ stoƌǇ deǀelopŵeŶt.

AŶotheƌ ŵaŶ Đoŵes iŶto the shot fƌoŵ the let aŶd sits doǁŶ Ŷeǆt to the JapaŶese ŵaŶ. “eǀeƌal 
ŵeŶ leaǀe the shot usiŶg the dooƌ oŶ the faƌ ƌight.

This shot is folloǁed ďǇ a shot fƌoŵ the ďaĐk of the ĐiŶeŵa auditoƌiuŵ, ǁith the Đaŵeƌa 
fƌaŵiŶg the ĐiŶeŵa sĐƌeeŶ ǁith fƌagŵeŶts fƌoŵ the old ChiŶese aĐioŶ ilŵ lappiŶg oǀeƌ the 
sĐƌeeŶ, aŶd ŵusiĐ fƌoŵ that ilŵ heaƌd of-sĐƌeeŶ.

IŶ the Ŷeǆt shot the JapaŶese ŵaŶ sits doǁŶ Ŷeǆt to the gƌaŶdfatheƌ. The JapaŶese ŵaŶ ŵakes 
a teŶtaiǀe ŵoǀe iŶ oƌdeƌ to ŵake a ĐoŶtaĐt ǁith the gƌaŶdfatheƌ ;to ask hiŵ foƌ a light, ďeĐause 
he sill ǁaŶts to light a ĐigaƌeteͿ, theŶ he staŶds up aŶd leaǀes the hall. 

The seiŶg of the Ŷeǆt shot is the ladies͛ ƌooŵ, ǁheƌe the Đashieƌ ĐheĐks eaĐh of the stalls – as 
the Đaŵeƌa staǇs outside theŵ ;staiĐ loŶg shotͿ - it isŶ͛t possiďle to speĐifǇ ǁhat eǆaĐtlǇ she s͛ 
doiŶg. But fƌoŵ the Ŷoises ǁe ĐaŶ guess that the Đashieƌ aĐiǀates the lushes iŶside the stalls. 

IŶ the Ŷeǆt shot, situated iŶ the ŵeŶ s͛ ƌooŵ, the JapaŶese ŵaŶ eŶteƌs aŶd pees Ŷeǆt to aŶotheƌ 
ĐiŶeŵa patƌoŶ. ;The last tǁo shots aƌe doŵiŶated ďǇ the Ŷoise of ƌuŶŶiŶg ǁateƌ.Ϳ A thiƌd ŵaŶ 
aƌƌiǀes at the uƌiŶals, a fouƌth oŶe steps out of a stall, ǁashes his haŶds aŶd leaǀes. It s͛ possiďle 
foƌ the ǀieǁeƌ to ƌegisteƌ that the JapaŶese ŵaŶ glaŶĐes at hiŵ. A ith ŵaŶ eŶteƌs, ŵoǀes 
alŵost to the ƌight edge of the shot aŶd piĐks up a paĐk of Đigaƌetes, ǁhiĐh he has supposedlǇ 
foƌgoteŶ aŶd eǆits. The Đaŵeƌa liŶgeƌs oŶ the thƌee ŵeŶ at the uƌiŶals, ǁho foƌŵ a diagoŶal 
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liŶe. 

The Ŷeǆt shot lasts foƌ a ŵiŶute aŶd a half aŶd iŶ it ǁe see the Đashieƌ ǁho Đoŵes ǀeƌǇ sloǁlǇ 
fƌoŵ the ƌeaƌ of the Đoƌƌidoƌ to the dooƌ oŶ the let side of the shot aŶd eŶteƌs thƌough it. Ateƌ 
she has eŶteƌed, the shot lasts foƌ aŶotheƌ iteeŶ seĐoŶds ǁith ŶothiŶg iŶ it, oŶlǇ the souŶd of 
heƌ pƌostheiĐ leg touĐhiŶg the gƌouŶd. 

Cut to the ĐiŶeŵa auditoƌiuŵ ǁheƌe ǁe see fƌagŵeŶts of the old ChiŶese aĐioŶ ilŵ oŶsĐƌeeŶ. 
A dooƌ Ŷeǆt to the sĐƌeeŶ, iŶǀisiďle iŶ the daƌkŶess, opeŶs – it s͛ the Đashieƌ lookiŶg up at the 
sĐƌeeŶ. “he disappeaƌs, leaǀiŶg the dooƌ opeŶ; a ďƌight light outliŶes the ĐoŶtouƌs of the dooƌ. 

Neǆt is a ŵoŶtage seƋueŶĐe ďetǁeeŶ shoƌt Đlose-ups of the Đashieƌ aŶd aĐioŶ-shots fƌoŵ the 
ChiŶese ilŵ. The loĐaioŶ of the Đashieƌ is uŶĐleaƌ, it seeŵs she is staŶdiŶg ďehiŶd the sĐƌeeŶ. 

CoŵpliĐaiŶg aĐioŶ ;ŵiŶutes ϯϭ – ϰϳͿ

IŶ the shot that staƌts the ĐoŵpliĐaiŶg aĐioŶ the Đashieƌ Đliŵďs a spiƌal staiƌǁaǇ, seeŶ fƌoŵ 
aďoǀe. “he does it sloǁlǇ aŶd paiŶfullǇ. The shot liŶgeƌs oŶ heƌ. 

IŶ the Ŷeǆt shot, ǁhiĐh lasts foƌ thƌee ŵiŶutes, she Đoŵes fƌoŵ the ďaĐkgƌouŶd of the pooƌlǇ 
lit Đoƌƌidoƌ to the staiƌĐase oŶ the ƌight side of the shot aŶd staƌts to desĐeŶd ;Đaŵeƌa slightlǇ 
ƌefƌaŵesͿ. Noise of the ƌuŶŶiŶg ilŵ fƌoŵ Ŷot faƌ aǁaǇ. 

The Ŷeǆt shot is Ƌuite uŶusual foƌ this ilŵ, ďeĐause it s͛ a Đlose-up of a ĐƌaĐk iŶ the dooƌs 
aŶd the Đashieƌ lookiŶg thƌough it, ďut theƌe is Ŷo ƌeǀeƌse shot, so that the audieŶĐe ĐaŶŶot 
disĐoǀeƌ ǁhat the Đashieƌ is lookiŶg at. IŶstead, the Ŷeǆt shot shoǁs a shalloǁ aŶd pooƌlǇ lit 
Đoƌƌidoƌ fƌoŵ aďoǀe ǁheƌe seǀeƌal ŵeŶ pass eaĐh otheƌ. Theƌe aƌe seǀeƌal paŶs. 

Cut to the Ŷeǆt shot, ǁheƌe ǁe see the JapaŶese ŵaŶ iŶ a ŵediuŵ Đlose up staŶdiŶg ďehiŶd 
a feŶĐe. He tuƌŶs aƌouŶd. IŶ the Ŷeǆt ŵediuŵ loŶg shot the JapaŶese ŵaŶ appƌoaĐhes a ŵaŶ 
sŵokiŶg at the ǁiŶdoǁ aŶd ŵakes a teŶtaiǀe ŵoǀe to estaďlish ĐoŶtaĐt, ďut the ŵaŶ igŶoƌes 
hiŵ. 

Neǆt shot is slightlǇ fƌoŵ aďoǀe. It is a diŵlǇ lit stoƌeƌooŵ, the JapaŶese ŵaŶ ǁalks aĐƌoss it. IŶ 
the suďseƋueŶt shot the JapaŶese ŵaŶ passes a ŵaŶ iŶ a ǀeƌǇ Ŷaƌƌoǁ Đoƌƌidoƌ ǁith a ďlue lit 
ǁiŶdoǁ, theǇ ĐaŶ sĐaƌĐelǇ pass eaĐh otheƌ ďeĐause the seĐoŶd ŵaŶ is ĐoƌpuleŶt.

IŶ the suďseƋueŶt shot the Đashieƌ opeŶs a dooƌ; the Đaŵeƌa ƌefƌaŵes heƌ as she eŶteƌs. It 
happeŶs to ďe the pƌojeĐioŶ ƌooŵ.

The Ŷeǆt shot is Ƌuite Đoŵpleǆ aŶd theƌefoƌe Ƌuite uŶusual foƌ the ǀisual desigŶ of the ilŵ. At 
iƌst ǁe ŶoiĐe the lauŶdƌǇ haŶgiŶg oǀeƌ the staiƌs, ĐasiŶg a shadoǁ oŶ the ǁall. We heaƌ the 



��II. Case Studies - 1. Goodbye, Dragon Inn

souŶd of steps. “hoƌtlǇ ateƌ the JapaŶese ŵaŶ Đoŵes out of the shadoǁ oŶ the ƌight side of 
the shot aŶd looks up at a ŵaŶ sŵokiŶg iŶ the dooƌǁaǇ oŶ the seĐoŶd looƌ ;oŶ the faƌ let of 
the shotͿ. That is folloǁed ďǇ a loŶg shot of a ŵaŶ sŵokiŶg. He tuƌŶs aƌouŶd aŶd leaǀes the 
dooƌǁaǇ. The suďseƋueŶt shot shoǁs hiŵ appƌoaĐhiŶg the Đaŵeƌa thƌough a shalloǁ Đoƌƌidoƌ. 
IŶ this pooƌlǇ lit seiŶg he fuŶĐioŶs ŵoƌe as a shadoǁ. As he staŶds aŶd leaŶs toǁaƌds a ǁall, 
ǁe ƌegisteƌ the JapaŶese ŵaŶ faƌ ďehiŶd hiŵ, staŶdiŶg ďǇ the staiƌs. Both ŵeŶ staŶd sill, oŶlǇ 
the ǁoƌkiŶg ǀeŶilatoƌ iŶ the ŵiddle of the Đoƌƌidoƌ Đasts soŵe shadoǁ.

The Đashieƌ sits iŶeƌt iŶ the pƌojeĐioŶ ƌooŵ. The steaŵed ďuŶ she ďƌought laǇs uŶtouĐhed oŶ 
the taďle. We heaƌ the ǀoiĐes aŶd Ŷoises fƌoŵ the ƌuŶŶiŶg ilŵ. “he takes the ďuŶ aŶd leaǀes.

AŶotheƌ shot of the tǁo ŵeŶ – the JapaŶese ŵaŶ aŶd the sŵokeƌ – staŶdiŶg iŶ the Đoƌƌidoƌ, 
slightlǇ ilŵed fƌoŵ aďoǀe. The JapaŶese ŵaŶ sloǁlǇ appƌoaĐhes hiŵ aŶd, ǁith a Ŷod, asks to 
light a Đigaƌete. The sŵokeƌ lights his lighteƌ. This shot is ǁheƌe the iƌst spokeŶ liŶe of this 
ilŵ is said. It is the ϰϰ ŵiŶute ŵaƌk of the ilŵ. The sŵokiŶg ŵaŶ asks the JapaŶese ŵaŶ if 
he kŶeǁ that this ĐiŶeŵa is hauŶted ďǇ ghosts. The JapaŶese ŵaŶ doesŶ͛t ƌespoŶd. Both ŵeŶ 
sŵoke. The JapaŶese ŵaŶ Đoŵes ǀeƌǇ Đlose to the sŵokeƌ as if ǁaŶiŶg soŵethiŶg, ďut the 
sŵokeƌ dƌops his Đigaƌete aŶd leaǀes sloǁlǇ, ĐasiŶg a ďig shadoǁ oŶ the ǁall. The otheƌ ŵaŶ 
ĐoŶfesses that he is JapaŶese. Caŵeƌa liŶgeƌs oŶ the JapaŶese ŵaŶ ǁho gazes ateƌ the seĐoŶd 
ŵaŶ eǆiiŶg.  

DeǀelopŵeŶt ;ŵiŶutes ϰϳ - ϱϱͿ

Cut to the ĐiŶeŵa hall. IŶ the ďaĐkgƌouŶd of the shot sits a ǇouŶg ǁoŵaŶ, ǁho ǁe see foƌ 
the iƌst iŵe. “he ĐƌaĐks Ŷuts. The JapaŶese ŵaŶ Đoŵes iŶto the shot aŶd takes a plaĐe iŶ 
the foƌegƌouŶd of the shot. Cut to aŶotheƌ peƌspeĐiǀe of this shot – the Đaŵeƌa is posiioŶed 
slightlǇ aďoǀe the ǁoŵaŶ. Heƌ shoe falls of. OŶlǇ the JapaŶese ŵaŶ seeŵs to ďe distuƌďed ďǇ 
it. The ǁoŵaŶ ĐoŶiŶues to eat Ŷuts ǁith heƌ legs haŶgiŶg oǀeƌ the fƌoŶt seat. TheŶ she Đliŵďs 
oǀeƌ the fƌoŶt ƌoǁ, ďoǁs aŶd looks foƌ the shoe oŶ the gƌouŶd. Cut to a ŵediuŵ shot oŶ the 
JapaŶese ŵaŶ ǁatĐhiŶg the ilŵ. He tuƌŶs to look foƌ the giƌl, ďut she has disappeaƌed. He 
tuƌŶs to the otheƌ side, ďut he ĐaŶŶot iŶd heƌ theƌe eitheƌ. 

A Đlose-up of the JapaŶese ŵaŶ seeŶ fƌoŵ the let side iŶ a half-pƌoile. He is teƌƌiied ďǇ the 
Ŷoise of ĐƌaĐkiŶg Ŷuts, as the souƌĐe of the Ŷoise is Ŷot ǀisiďle. TheŶ the Đaŵeƌa paŶs to the 
ƌight aŶd ǁe disĐoǀeƌ the giƌl, siiŶg ƌight ďehiŶd the JapaŶese ŵaŶ. The shot eŶds ǁith a 
Đlose-up of heƌ ǁatĐhiŶg a ŵoǀie.

Neǆt shot is fƌoŵ slightlǇ aďoǀe aŶd ďehiŶd, ǁith the JapaŶese ŵaŶ aŶd the giƌl siiŶg oŶ the 
ƌight side of the fƌaŵe. The JapaŶese ŵaŶ daƌes to haǀe a look at the giƌl. The ŵoǀie oŶsĐƌeeŶ 
ĐoŶiŶues; ǁe heaƌ the ǀoiĐes fƌoŵ the ilŵ aŶd the Ŷoise of ĐƌaĐkiŶg Ŷuts. Ateƌ soŵe iŵe the 
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JapaŶese ŵaŶ staŶds up iŶ a paŶiĐ, ƌuŶs doǁŶ the ƌoǁs to the eŶtƌaŶĐe aŶd leaǀes the ĐiŶeŵa. 
Caŵeƌa liŶgeƌs oŶ the sĐeŶe.

Cliŵaǆ ;ŵiŶutes ϱϱ - ϲϴͿ 

The ǁide Đoƌƌidoƌ agaiŶ, ďathed ǁith a gƌeeŶ aŶd ďlue light. The Đashieƌ Đoŵes ǁith a ŵop 
to the eŶtƌaŶĐe dooƌ of the ĐiŶeŵa hall. “he looks at heƌ ǁatĐh. Cut to a ǀeƌǇ loŶg shot of the 
ĐiŶeŵa hall, ǁe see just tǁo ŵeŶ ;seeŶ fƌoŵ ďehiŶdͿ ǁatĐhiŶg the ilŵ. OŶe of theŵ is the 
oldeƌ ŵaŶ ;the gƌaŶdfatheƌͿ, ǁho tuƌŶs aƌouŶd toǁaƌds the otheƌ ŵaŶ, ǁho is siiŶg ďehiŶd 
hiŵ. Cut to a Đlose-up of the gƌaŶdfatheƌ. He tuƌŶs his faĐe aǁaǇ. This shot is folloǁed ďǇ a 
ŵid Đlose-up of the otheƌ ŵaŶ. IŶ the Ŷeǆt shot ǁe see the gƌaŶdfatheƌ ;fƌoŵ ďehiŶdͿ, ǁho 
is ǁatĐhiŶg aŶ aĐioŶ sĐeŶe oŶ the ďig sĐƌeeŶ. Tǁo shoƌt shots of the old ChiŶese ilŵ. TheǇ 
ďoth depiĐt ǁaƌƌioƌs of this sǁoƌd-ilŵ ;ŵiŶute ϱϴͿ. Neǆt shot is a ǀeƌǇ loŶg shot of the ĐiŶeŵa 
hall fƌoŵ the fƌoŶt. Theƌe aƌe sill oŶlǇ tǁo ǀieǁeƌs iŶ the hall – the gƌaŶdfatheƌ aŶd the otheƌ 
ŵaŶ. A loŶg shot of the ĐiŶeŵa hall, seeŶ fƌoŵ ďehiŶd aŶd aďoǀe. OŶsĐƌeeŶ, the aĐioŶ sĐeŶe 
ĐoŶiŶues. AŶotheƌ loŶg shot of the ĐiŶeŵa, seeŶ fƌoŵ the let side aŶd ďehiŶd. A shot of 
aŶotheƌ ŵaŶ ǁatĐhiŶg a ilŵ, ǁhile a liŶe fƌoŵ the sĐƌeeŶ is heaƌd: ͞Loƌd Tzao, Ǉou͛ǀe lost 
ǁhat s͛ doǁŶ ďeloǁ, ďeteƌ pƌoteĐt the top .͟ A Đlose-up of the stƌaŶgeƌ that lasts foƌ a ŵiŶute 
aŶd a half, aŶd at the eŶd of the shot ǁe see teaƌs iŶ his eǇes that ĐoiŶĐide ǁith the eŶd of the 
ilŵ oŶ the sĐƌeeŶ ;ŵiŶute ϲϭͿ.

IŶ the Ŷeǆt shot the Đashieƌ looks thƌough the gap iŶ the ĐuƌtaiŶ fƌoŵ ďehiŶd the last ƌoǁ. OŶ 
the sĐƌeeŶ the ĐlosiŶg itles ďegiŶ to ƌoll. 

The Ŷeǆt shot ƌeǀeals the ĐiŶeŵa auditoƌiuŵ as seeŶ fƌoŵ the sĐƌeeŶ, the lights gƌaduallǇ 
Đoŵe oŶ. Theƌe is Ŷo oŶe iŶ the hall. The Đashieƌ opeŶs the dooƌ oŶ the faƌ ƌight aŶd eŶteƌs the 
hall, staƌts to idǇ up, aŶd ǁalks thƌough the ĐiŶeŵa idǇiŶg up heƌe aŶd theƌe. “he leaǀes oŶ 
the faƌ let, ďut the Đaŵeƌa sill liŶgeƌs oŶ the eŵptǇ ĐiŶeŵa. The episode lasts foƌ iǀe ŵiŶutes, 
aŶd a staiĐ shot of the eŵptǇ ĐiŶeŵa oŶĐe the Đashieƌ has let, lasts foƌ tǁo ŵoƌe ŵiŶutes.

Cut to the ǁide Đoƌƌidoƌ, gƌaŶdfatheƌ aŶd gƌaŶdsoŶ leaǀe the ĐiŶeŵa, Đut to aŶotheƌ shot 
– gƌaŶdfatheƌ aŶd gƌaŶdsoŶ pass a Đlosed feŶĐe. Cut to the eŶtƌaŶĐe hall of the ĐiŶeŵa. 
The seĐoŶd oldeƌ ŵaŶ, ǁhoŵ ǁe saǁ siiŶg iŶ the ĐiŶeŵa, staŶds iŶ the eŶtƌaŶĐe hall. The 
gƌaŶdfatheƌ aŶd gƌaŶdsoŶ ǁalk ďǇ hiŵ. As theǇ pass the stƌaŶgeƌ, he staƌts to speak. ͞TeaĐheƌ 
Miao “hah-ChuŶ. Do Ǉou Đoŵe to see a ŵoǀie?͟ The gƌaŶdfatheƌ aŶsǁeƌs that he hasŶ͛t seeŶ 
a ŵoǀie foƌ a loŶg iŵe. The stƌaŶgeƌ saǇs that Ŷo oŶe Đoŵes to the ŵoǀies aŶǇŵoƌe, aŶd that 
Ŷo oŶe ƌeŵeŵďeƌs theŵ aŶǇŵoƌe ;ŵiŶute ϲϳͿ. Cut to a sill loŶg shot of the tǁo, oŶlǇ the 
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souŶd of the pouƌiŶg ƌaiŶ ĐaŶ ďe heaƌd.

Epilogue ;ŵiŶute ϲϴ - ϴϬͿ

PƌojeĐioŶ ƌooŵ, the pƌojeĐioŶist ;ǁhoŵ ǁe see foƌ the iƌst iŵe!Ϳ ďeŶds the ilŵstƌip oŶ the 
ƌoll ǁhile sŵokiŶg.

Cut to the ŵeŶ s͛ ƌooŵ. The Đashieƌ tuƌŶs the ǁateƌ of at the uƌiŶals. Cut to aŶotheƌ ƌooŵ 
;pƌeǀiouslǇ uŶseeŶͿ. The pƌojeĐioŶist Đaƌƌies iŶ a ďuĐket of ǁateƌ, pouƌs it iŶto aŶotheƌ oŶe, 
theŶ goes to a ǁiŶdoǁ aŶd pouƌs the ǁateƌ thƌough the ǁiŶdoǁ. TheŶ he ƌeŵaiŶs ďǇ the 
ǁiŶdoǁ, sŵokiŶg.

Cashieƌ at the ďoǆ oiĐe. “he takes heƌ Đoat aŶd haŶdďag, looks iŶ the dƌaǁeƌ foƌ soŵethiŶg, 
theŶ she takes heƌ tǁo ďags aŶd aŶ uŵďƌella, tuƌŶs of the light aŶd leaǀes. Thƌough the 
ǁiŶdoǁ of the ďoǆ oiĐe ǁe see heƌ takiŶg out the gaƌďage ďag.

Cut to outside the ĐiŶeŵa; it s͛ ƌaiŶiŶg. OŶ the ǁall is aŶ aŶŶouŶĐeŵeŶt that the ĐiŶeŵa is 
teŵpoƌaƌilǇ Đlosed. The Đashieƌ thƌoǁs aǁaǇ the gaƌďage.

Cut to the eŶtƌaŶĐe hall of the ĐiŶeŵa. The pƌojeĐioŶist ƌolls doǁŶ the feŶĐe.

IŶ the Ŷeǆt shot the pƌojeĐioŶist is iŶside the eŶtƌaŶĐe hall. He sŵokes ďǇ the gaŵďliŶg 
ŵaĐhiŶe, aŶd theŶ puts soŵe Đash iŶto it. It is soŵe kiŶd of foƌtuŶe telleƌ. Ateƌǁaƌds he goes 
iŶto the ďoǆ oiĐe to the pot ǁheƌe the steaŵed ďuŶ ǁas Đooked. The Đashieƌ let it iŶ the ďoǆ 
oiĐe. Close-up of the pot, ǁhiĐh is eŵptǇ.

LoŶg shot of the eŶtƌaŶĐe of the ĐiŶeŵa. The pƌojeĐioŶist Đoŵes out, gets oŶ his sĐooteƌ aŶd 
leaǀes. It tuƌŶs out that oŶ the let side of the shot the Đashieƌ has ďeeŶ ǁaiiŶg foƌ hiŵ. Noǁ 
she Đoŵes to the foƌe aŶd sloǁlǇ leaǀes. Cut to the stƌeet. The ƌaiŶ is pouƌiŶg; the Đashieƌ 
sloǁlǇ Đoŵes fƌoŵ a ƌeaƌ plaŶ. A ƌoŵaŶiĐ ŵelodǇ ďegiŶs to plaǇ, ĐoŶtƌasiŶg the atŵospheƌe 
aŶd the daƌkŶess of the shot. A feŵale siŶgeƌ siŶgs aďout the ďeauiful past, ǁhiĐh she ĐaŶŶot 
let go. 

1.6. Implicated conclusions for Goodbye, Dragon Inn

As it ďeĐoŵes Đleaƌ fƌoŵ the desĐƌipioŶ of the shot ĐoŶteŶt of Goodbye, Dragon Inn, the 
ǀisual aŶd auƌal ĐhaŶŶels deliǀeƌ oŶlǇ the ďaƌe ďoŶes of ǁhat ŵight ďe tuƌŶed iŶto a plausiďle 
plot thƌough the pƌoĐess of iŵpliĐated ĐoŶĐlusioŶs. As FoƌĐeǀille ǁould saǇ:

Deƌ eǆplizit duƌĐh )eiĐheŶ ǀeƌŵitelte IŶhalt eiŶeƌ MiteiluŶg, die eiŶe KoŵŵuŶizieƌeŶde 
ihƌeŵ AdƌessateŶ üďeƌŵitelt, ǁiƌd geǁöhŶliĐh ŶiĐht ŵehƌ seiŶ als eiŶ gƌoďeƌ “iŵulus, 
üďeƌ deŶ hiŶaus deƌ Adƌessat ǁeiteƌe kogŶiiǀe HaŶdluŶgeŶ ǀollzieheŶ ŵuss, uŵ 
desseŶ ‘eleǀaŶz zu eƌkeŶŶeŶ. […] daŵit eiŶe MiteiluŶg ‘eleǀaŶz eƌhält, ŵuss die 
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DekodieƌuŶg stets duƌĐh IŶfeƌeŶzďilduŶg ǀeƌǀollstäŶdigt ǁeƌdeŶ.238

The eǀeƌǇdaǇ eǆpeƌieŶĐes oŶ ǁhiĐh the eǆpliĐatuƌes aŶd stƌoŶg iŵpliĐatuƌes foƌ uŶdeƌstaŶdiŶg 
this ilŵ aƌe ďuilt upoŶ deƌiǀe fƌoŵ ouƌ eǆpeƌieŶĐe as ĐiŶeŵa goeƌs – aďout hoǁ a ǀisit to a 
ĐiŶeŵa ďegiŶs, hoǁ the pƌojeĐioŶ pƌoĐeeds aŶd hoǁ a sĐƌeeŶiŶg eŶds. But it also ƌelies oŶ ouƌ 
kŶoǁledge aďout the opeŶiŶg of a ilŵ oƌ its eŶdiŶg.

We ĐaŶ loĐate the ĐoŶteǆtual iŶfoƌŵaioŶ Ŷeeded foƌ uŶdeƌstaŶdiŶg the ilŵ aŶd ďuildiŶg 

iŵpliĐated ĐoŶĐlusioŶs oŶ tǁo leǀels: the TaiǁaŶese Đultuƌal ĐoŶteǆt aŶd the authoƌial sigŶatuƌe 
of Tsai MiŶg LiaŶg. Wheƌeas a ĐiŶeŵa-eduĐated ǀieǁeƌ ǁho is faŵiliaƌ ǁith the output of 
Tsai MiŶg-LiaŶg ŵight ƌeĐogŶize his faǀoƌite ĐiŶeŵaiĐ deǀiĐes oƌ pƌefeƌƌed aĐtoƌs, Ŷot eǀeƌǇ 
ĐiŶeŵa-eduĐated ǀieǁeƌ has the eǆpeƌise iŶ TaiǁaŶese ĐiŶeŵa Đultuƌe at his disposal. Thus, 
Ŷot all audieŶĐe ŵeŵďeƌs haǀe the saŵe ĐogŶiiǀe eŶǀiƌoŶŵeŶt aŶd ĐoŶseƋueŶtlǇ Ŷot all ǁill 
aƌƌiǀe at the saŵe ĐoŶĐlusioŶs aŶd ĐoŶstƌuĐt the saŵe stoƌǇ out of the shots. EǀeŶ ŵoƌe, the 
ĐoŶĐlusioŶs deƌiǀed ĐaŶ difeƌ eŶoƌŵouslǇ, aŶd iŶ this ĐoŶteǆt it is iŵpoƌtaŶt to oŶĐe agaiŶ 
uŶdeƌliŶe that iŶ the Đase of aƌt ǁe aƌe opeƌaiŶg ǁith ŶoŶ-deŵoŶstƌaiǀe iŶfeƌeŶĐes. TheǇ 
ĐaŶŶot ďe pƌoǀed oƌ disappƌoǀed; theǇ ĐaŶ ŵeƌelǇ ďe ĐoŶiƌŵed oƌ disĐoŶiƌŵed.239 Theƌefoƌe 
also, the ĐoŶteǆtual iŵpliĐatuƌes ĐoŶstƌuĐted iŶ this ƌeseaƌĐh pƌojeĐt takiŶg iŶto aĐĐouŶt the 
faĐtual ĐoŶteǆtual iŶfoƌŵaioŶ at the authoƌ s͛ disposal as ǁell as eǆpeƌieŶĐe as ilŵ ǀieǁeƌ, 
ŵaǇ ďe thǁaƌted ďǇ otheƌ ƌeseaƌĐheƌs ǁho haǀe otheƌ ĐogŶiiǀe eŶǀiƌoŶŵeŶts aŶd otheƌ 
iŶteƌteǆts aǀailaďle. 

ϭ.ϲ.aͿ RefereŶĐes of TaiǁaŶese ilŵ Đulture

The ilŵ ďegiŶs ǁith aŶ of-sĐƌeeŶ ǀoiĐe ŶaƌƌaiŶg the plot of aŶotheƌ ilŵ, aŶd ǁith soŵe 
sĐeŶes fƌoŵ aŶ oldeƌ ilŵ that the authoƌ, as soŵeoŶe ǁith Ŷo eǆpeƌise iŶ ChiŶese ĐiŶeŵa, 
named as a old ChiŶese aĐioŶ ilŵ duƌiŶg the iƌst stage of geŶeƌaiŶg eǆpliĐatuƌes. OŶlǇ 
ǀieǁeƌs ǁith speĐiiĐ ďaĐkgƌouŶd kŶoǁledge ŵaǇ ƌeĐogŶize fƌoŵ these shots that that stoƌǇ 
is the ďegiŶŶiŶg of the TaiǁaŶese ilŵ ĐlassiĐ Dragon Gate Inn fƌoŵ ϭϵϲϬ, diƌeĐted ďǇ KiŶg 
Hu. This ilŵ, sĐƌeeŶed duƌiŶg the ǁhole duƌaioŶ of Goodbye, Dragon Inn, ƌepƌeseŶts the 
geŶƌe of ŵaƌial aƌts ilŵs ;ǁuǆiaͿ. It helps Tsai to ĐoŶŶeĐt his TaiǁaŶese ideŶitǇ ǁith the 
aŶĐieŶt ChiŶese Đultuƌe. Tsai peƌĐeiǀes these old ǁuǆia ;ŵaƌial aƌtsͿ ilŵs as his eŵoioŶal 
hoŵelaŶd.240 But iŶ the ĐoŶteǆt of Goodbye, Dragon Inn, the ilŵ Dragon Gate Inn fuŶĐioŶs 
oŶlǇ as a ďaĐkdƌop agaiŶst ǁhiĐh all otheƌ stoƌǇliŶes deǀelop.

DuƌiŶg the seĐoŶd episode of the ilŵ, the seiŶg ǁheƌe the aĐioŶ takes plaĐe is deiŶed. It 

238 Charles Forceville  C������ F��c�v���� Relevanz und Prägnanz: Kunst als Kommunikation �� Zeitschrift für Semiotik, Vol..31, No 
1��� ����� �. ��.
239 Warren Buckland The Cognitive Semiotics of Film, C��������� ����� �. 8�.
�4� E��� R����� E��� R����� Subversive Realitäten. Tsai Ming-Liang und seine Filme� �������� ����� �. ��.
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is aŶ old ĐiŶeŵa, ǁheƌe the old ilŵ Dragon Gate Inn is ďeiŶg shoǁŶ. It is the Fu-Ho Grand 

Theatre as ǁe ĐaŶ leaƌŶ fƌoŵ eǆteƌŶal souƌĐes. Ella ‘aidel, ǁho has ǁƌiteŶ a doĐtoƌal thesis 
aďout the diƌeĐtoƌ, has disĐoǀeƌed that Tsai MiŶg-LiaŶg fouŶd the iŶspiƌaioŶ foƌ the ilŵ iŶ 
aŶ old Fuhe-ĐiŶeŵa oŶ the outskiƌts of Taipei. It ǁas fouŶded iŶ ϭϵϯϬ, aŶd the ilŵŵakeƌ 
disĐoǀeƌed it duƌiŶg the shooiŶg of the ilŵ What Time Is It There? ;ϮϬϬϭͿ. Although theƌe 
ǁeƌe alŵost Ŷo ǀieǁeƌs, ilŵs ǁeƌe sill shoǁŶ iŶ Đase soŵeoŶe dƌops iŶ. The ĐiŶeŵa had 
ďeĐoŵe a ŵeeiŶg-poiŶt foƌ hoŵoseǆuals. The ilŵs oŶsĐƌeeŶ fuŶĐioŶed oŶlǇ as aŶ eǆĐuse to 
ŵeet. IŶ his ilŵ Tsai ƌeĐƌeates the atŵospheƌe of the old theatƌe aŶd its last daǇs. Thus, oŶ 
the gƌouŶds of this ĐoŶteǆtual iŶfoƌŵaioŶ, aŶ iŵpliĐated ĐoŶĐlusioŶ ĐaŶ ďe ĐoŶstƌuĐted that 
this ĐiŶeŵa has ďeĐoŵe a plaĐe ǁheƌe hoŵoseǆuals ĐaŶ Đoŵe to oďtaiŶ seǆ, ďut, ŵiƌƌoƌiŶg the 
deĐaǇ of the ĐiŶeŵa theatƌe, aŶǇ ĐoŶtaĐt ďetǁeeŶ the gaǇ ŵeŶ is iŵpossiďle.241 

AŶotheƌ ǁeak ĐoŶteǆtual iŵpliĐatuƌe that ĐaŶ oŶlǇ ďe iŶfeƌƌed ǁith suitaďle ĐoŶteǆtual 
iŶfoƌŵaioŶ is the iŶteƌpƌetaioŶ of the montage sequence ďetǁeeŶ the Đashieƌ aŶd the 
aĐioŶ-shots fƌoŵ Dragon Gate Inn at the eŶd of the setup. This seƋueŶĐe aĐƋuiƌes addiioŶal 
ŵeaŶiŶg, if seeŶ iŶ the ĐoŶteǆt of ChiŶese ĐiŶeŵa histoƌǇ as it has ďeeŶ eǆeŵpliied ďǇ Ella 
‘aidel. IŶ this ŵoŶtage seƋueŶĐe, the ŵaiŶ feŵale ĐhaƌaĐteƌs of ďoth ilŵs aƌe juǆtaposed. 
The ŵaiŶ ĐhaƌaĐteƌ of the Tsai s͛ ilŵ is a disaďled peƌsoŶ ǁheƌeas the sǁoƌdsǁoŵaŶ fƌoŵ the 
KiŶg Hu ilŵ lies thƌough the aiƌ aŶd defeats the ǁoƌld doŵiŶated ďǇ ŵeŶ.242 

The Ŷeǆt episode foƌ ǁhiĐh the ĐiŶeŵaiĐ ĐoŶteǆt is ŵeaŶt to guide the ǀieǁeƌ s͛ ƌeasoŶiŶg 
pƌoĐeduƌe Đoŵes at the ďegiŶŶiŶg of the Đliŵaǆ. Theƌe ǁe saǁ tǁo older ŵeŶ siiŶg iŶ the 
cinema hall, ďut the Đlose-ups of these tǁo ŵeŶ aƌe juǆtaposed ǁith fƌagŵeŶts fƌoŵ Dragon 

Gate Inn aŶd the seŶteŶĐe ͞Loƌd Tzao, Ǉou͛ǀe lost ǁhat s͛ doǁŶ ďeloǁ, ďeteƌ pƌoteĐt the top .͟ 
But oŶlǇ ǀieǁeƌs faŵiliaƌ ǁith the TaiǁaŶese ilŵ histoƌǇ ĐaŶ ƌeĐogŶize that these ŵeŶ siiŶg 
iŶ the auditoƌiuŵ aƌe TaiǁaŶese aĐtoƌs Miao TiaŶ, ǁho plaǇs the gƌaŶdfatheƌ, aŶd ChuŶ “hih, 
ǁho plaǇs hiŵself. TheǇ ďoth aĐted iŶ the TaiǁaŶese ilŵ ĐlassiĐ Dragon Gate Inn, shoǁŶ oŶ the 
sĐƌeeŶ. “o, oŶsĐƌeeŶ theǇ eŶĐouŶteƌ theŵselǀes as ǇouŶg ŵeŶ. The ƌefeƌeŶĐe to TaiǁaŶese 
ĐiŶeŵa histoƌǇ as a ĐoŶteǆtual fƌaŵeǁoƌk ǁoƌks also foƌ the Ŷeǆt episode ǁheŶ ǁe eŶĐouŶteƌ 
ďoth ŵeŶ ŵeeiŶg at the eŶtƌaŶĐe of the ĐiŶeŵa. This episode ĐaŶ ďe ƌead tǁofold. Fiƌst of all, 
it ĐleaƌlǇ is a ƌefeƌeŶĐe to the KiŶg Hu ilŵ. “eĐoŶdlǇ, it is a ĐoŵŵeŶtaƌǇ oŶ the aĐtual ĐiŶeŵa 
situaioŶ, ǁheƌe Ŷo oŶe Đoŵes to see ilŵs aŶǇŵoƌe, so that ĐiŶeŵas like the Fuhe ĐiŶeŵa aƌe 
foƌĐed to Đlose doǁŶ. IŶ aŶǇ Đase, this episode is a paƌiĐulaƌlǇ good poiŶt iŶ deŵoŶstƌaiŶg 
that oteŶ iŶ a ilŵ that is highlǇ depeŶdeŶt oŶ ĐoŶteǆtual iŶfoƌŵaioŶ; the ǀieǁeƌ ƌealizes 
that this is soŵethiŶg, soŵe ďaĐkgƌouŶd kŶoǁledge Ŷeeded iŶ oƌdeƌ to uŶdeƌstaŶd the sĐeŶe 
pƌopeƌlǇ. But at the saŵe iŵe the ǀieǁeƌ uŶdeƌstaŶds that this ďaĐkgƌouŶd iŶfoƌŵaioŶ is 
Ŷot aǀailaďle to hiŵ duƌiŶg the ǀieǁiŶg. It ĐaŶ ďe Đoŵpaƌed to a situaioŶ of staŶdiŶg ďehiŶd 
a Đlosed dooƌ aŶd heaƌiŶg the ŵusiĐ plaǇiŶg thƌough it, ďut Ǉou haǀe to haǀe peƌŵissioŶ to 
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eŶteƌ.

ϭ.ϲ.ďͿRefereŶĐes to Tsai MiŶg-LiaŶg´s sigŶature

AŶ addiioŶal iŶteƌpƌetaioŶal laǇeƌ ĐaŶ ďe ĐoŶstƌuĐted if ǁe take iŶto aĐĐouŶt the ilŵŵakeƌ s͛ 
sigŶatuƌe. The iŶtƌoduĐtoƌǇ suďĐhapteƌ ĐoŶtaiŶed aŶ eǆplaŶaioŶ that, eǀeŶ ǁheŶ ƌefeƌƌiŶg to 
a paƌiĐulaƌ ilŵŵakeƌ ďǇ Ŷaŵe, ǁe aĐtuallǇ haǀe the hǇpotheiĐal ilŵŵakeƌ iŶ ŵiŶd. Foƌ the 
puƌposes of this studǇ the ĐoŶĐept of the hǇpotheiĐal ilŵŵakeƌ is ǀeƌǇ useful as a heuƌisiĐ 
tool ǁheŶ deiŶiŶg the ĐoŵŵuŶiĐatoƌ of the ŵessage. Hoǁeǀeƌ, although ilŵ is a ĐolleĐiǀe 
aƌt, iŶ the tƌadiioŶ of ĐlassiĐal ilŵ theoƌǇ it is seeŶ as ŵoƌe ǀaluaďle ǁheŶ the sigŶatuƌe of 
a paƌiĐulaƌ authoƌ ĐaŶ ďe tƌaĐed thƌough theŵaiĐ aŶd/ oƌ stǇlisiĐ ĐoŶsisteŶĐǇ aĐƌoss his 
oeuǀƌe.243 But, as eǆplaiŶed aďoǀe, the ĐoŶĐept of the hǇpotheiĐal ilŵŵakeƌ peƌŵits ŵoƌe 
speĐulaioŶ aďout the ŵessage of a ilŵ thaŶ the ĐoŶĐepts of iŵplied authoƌ oƌ ilŵŵakeƌ. 
Thus, it is ŵoƌe Đoŵpaiďle ǁith The ‘eleǀaŶĐe theoƌǇ staŶĐe, ǁhiĐh, ǁith the ŶoioŶ of ŶoŶ-
deŵoŶstƌaiǀe uteƌaŶĐes, alloǁs us to assess the iŶfeƌeŶĐes Ŷot as tƌue oƌ false, ďut just 
as ĐoŶiƌŵed oƌ disĐoŶiƌŵed ǁith the help of otheƌ ĐoŶteǆtual faĐtoƌs. This ĐiƌĐuŵstaŶĐe 
also alloǁs foƌ ŵisiŶteƌpƌetaioŶ aŶd pluƌalitǇ of iŶteƌpƌetaioŶs. But ŵost of a sloǁ ĐiŶeŵa 
audieŶĐe, all peƌhaps siŵilaƌlǇ ĐiŶeŵa-eduĐated, ǁill Ŷot use suĐh a ĐoŵpliĐated theoƌeiĐal 
ĐoŶĐept as hǇpotheiĐal ilŵŵakeƌ iŶ atƌiďuiŶg ŵeaŶiŶg to a ilŵ. Most ǁill use the ĐoŶĐept 
of auteuƌ as desĐƌiďed aďoǀe. All the saŵe though, ǁhetheƌ Ǉou suppose a ƌeal ilŵŵakeƌ is 
ďehiŶd the aƌtǁoƌk oƌ aŶ iŵplied ilŵŵakeƌ as a theoƌeiĐal ĐoŶstƌuĐt, Tsai MiŶg-LiaŶg is a 
useful fƌaŵe of ƌefeƌeŶĐe. IŶ the tƌadiioŶ of ĐlassiĐal ilŵ theoƌǇ, the seaƌĐh foƌ ĐoŶsisteŶĐies 
aĐƌoss his oeuǀƌe is suppoƌted ďǇ the ilŵŵakeƌ s͛ deĐlaƌaioŶs of his pƌefeƌeŶĐes, iŶteƌests aŶd 
life eǆpeƌieŶĐe, ǁhiĐh all Ŷouƌish his uŶiƋue aƌisiĐ ǀisioŶ. Thus, ǁheƌeas iŶ the iƌst paƌt of the 
aŶalǇsis Tsai MiŶg-LiaŶg ǁas ƌefeƌƌed to as a hǇpotheiĐal iŶstaŶĐe, heƌe the ĐlassiĐ appƌoaĐh 
to authoƌship is used, ďeĐause it faĐilitates the ďuildiŶg of iŵpliĐated ĐoŶĐlusioŶs aŶd thus 
faĐilitates the aĐĐessiďilitǇ of the ilŵ s͛ stoƌǇ. 

Fiƌst of all, the suďjeĐt of MiŶg-LiaŶg s͛ ilŵs ĐaŶ ďe eǆplaiŶed ďǇ his iŶteƌest iŶ the ĐoŶteŵpoƌaƌǇ 
ǁoƌld aŶd iŶ ŵuŶdaŶe aĐiǀiies. Tsai MiŶg-liaŶg ĐoŵŵeŶts iŶ aŶotheƌ ĐoŶteǆt as folloǁs: 

The ƌeasoŶ ǁhǇ I alǁaǇs deal ǁith the pƌeseŶt iŶ ŵǇ ilŵs is siŵplǇ ďeĐause that´s ǁhat 
I ǁaŶt to shoǁ. ThiŶgs of the pƌeseŶt aƌe tƌue, theǇ seeŵ to ŵe totallǇ autheŶiĐ, theǇ 
ĐleaƌlǇ ďeloŶg to ƌealitǇ. ;..Ϳ the ƌeasoŶ it iŶteƌests ŵe is aďoǀe all ďeĐause I ǁaŶt to 
shoǁ thiŶgs that aƌe tƌue.244

As Tsai MiŶg-liaŶg ƌegisteƌs aŶǇ ŵuŶdaŶe aĐiǀitǇ ǁith his Đaŵeƌa aŶd Đhaƌges it ǁith 
sigŶiiĐaŶĐe, the ǀieǁeƌ has to ǁatĐh his ilŵs ǀeƌǇ ateŶiǀelǇ. Foƌ eǆaŵple, oŶe ŵight suppose 
that the ƌuŶŶiŶg iŵe of the shot ǁith the uƌiŶaiŶg ŵeŶ iŶ the laǀatoƌǇ is siŵilaƌ to the ƌeal 
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iŵe Ŷeeded foƌ uƌiŶaiŶg. That ǁould ĐoƌƌespoŶd to Tsai MiŶg-LiaŶg s͛ opiŶioŶ, that ͞I ǁaŶt 
the iŵe iŶ ŵǇ ilŵs to ďe ƌeal, just like all the otheƌ aspeĐts .͟245 IŶ this Đase, the seƋueŶĐe shot 
of the uƌiŶaiŶg ŵeŶ lasts foƌ thƌee ŵiŶutes. Not oŶlǇ uƌiŶaiŶg, ďut also eaiŶg, sleepiŶg, aŶd 
seǆual saisfaĐioŶ iŶ a Tsai MiŶg-LiaŶg ilŵ ǁill last oŶsĐƌeeŶ foƌ the duƌaioŶ it ǁould take iŶ 
ƌeal life. Foƌ hiŵ, these foƌŵ the ƌeal ŵeaŶiŶg of ouƌ liǀes. At the saŵe iŵe, suĐh sĐeŶes eǀoke 
disĐoŵfoƌt iŶ the ǀieǁeƌ.246 

The ĐoŶĐeŶtƌaioŶ oŶ the ŵuŶdaŶe as oŶe of the pƌiŶĐipal featuƌes of sloǁ ĐiŶeŵa is 
aĐkŶoǁledged also ďǇ otheƌ sĐholaƌs.247 IŶ aŶǇ Đase, if ǁe highlight the shoǁiŶg of dull eǀeƌǇdaǇ 
aĐiǀiies iŶ theiƌ eŶiƌetǇ as aŶ aestheiĐ suďjeĐt of a ĐeƌtaiŶ gƌoup of ilŵs - sloǁ ĐiŶeŵa iŶ 
this Đase, it pƌoŵpts the audieŶĐe to uŶdeƌstaŶd these Ŷaƌƌaiǀes. FoƌĐeǀille eǆpƌesses the 
opiŶioŶ that kŶoǁledge of the geŶƌe is the ŵost deĐisiǀe iŶ ďuildiŶg ĐoŶteǆtual assuŵpioŶs.248 

IŶ the Đase of sloǁ ĐiŶeŵa, otheƌ faĐtoƌs suĐh as the ilŵŵakeƌ s͛ Ŷaŵe also plaǇ aŶ iŵpoƌtaŶt 
fuŶĐioŶ, aŶd the tǇpe of ilŵ has to ďe takeŶ iŶto aĐĐouŶt as ǁell.

AŶotheƌ ĐhaƌaĐteƌisiĐ of Tsai MiŶg-LiaŶg s͛ ǁoƌk is the use of teŵps ŵort suĐh as iŶ the 
seƋueŶĐes ǁheŶ the Đashieƌ ǀeƌǇ sloǁlǇ Đƌosses a Đoƌƌidoƌ aŶd the Đaŵeƌa ƌuŶs foƌ seǀeƌal 
seĐoŶds ateƌ the Đashieƌ has let the sĐeŶe. This shot is siŵilaƌ to otheƌ shots iŶ this ilŵ, 
ǁheŶ Tsai MiŶg-LiaŶg lets the Đaŵeƌa ƌuŶ ǁheŶ the aĐioŶ is oǀeƌ. Like iŶ the aƌt ĐiŶeŵa ilŵs 
of the ϭϵϲϬs, heƌe ǁe eŶĐouŶteƌ teŵps ŵort, ǁheƌe ŶothiŶg happeŶs. BeŶ “iŶgeƌ Ŷaŵes suĐh 
ŵoŵeŶts iŶ a ilŵ, ǁheŶ the Đaŵeƌa liŶgeƌs oŶ the shot ateƌ the aĐioŶ has ďeeŶ Đoŵpleted, 
as post-aĐioŶ lag. He atƌiďutes this deǀiĐe to aŶ aŶi-HollǇǁood staŶĐe ǁheƌeďǇ the iŶǀisiďilitǇ 
of ediiŶg disappeaƌs aŶd the self-ĐoŶsĐiousŶess of the Ŷaƌƌaiǀe Đoŵes to the foƌe.249 FlaŶagaŶ 
ĐoŶŶeĐts this Ŷaƌƌaiǀe deǀiĐe ǁith late ŵodeƌŶist ĐiŶeŵa, ǁith the ǁoƌk of JeaŶ-Maƌie “tƌauď 
aŶd DaŶiele Huillet, aŶd Theo AŶgelopoulos iŶ paƌiĐulaƌ.250 

This issue is ĐloselǇ ĐoŶŶeĐted to the issue of the ƌelaioŶship ďetǁeeŶ Tsai MiŶg-LiaŶg aŶd 
his audieŶĐe. He is ǀeƌǇ ǁell aǁaƌe of the ďuƌdeŶ he puts oŶ the ǀieǁeƌs. But, as he states iŶ 
aŶ iŶteƌǀieǁ, he ǁaŶts the ǀieǁeƌ to eǆpeƌieŶĐe the iŵe that a siŶgle aĐioŶ takes.251 IŶ this 
ƌegaƌd, his ilŵs ĐaŶ ďe desĐƌiďed as doĐuŵeŶtal. PƌeĐiselǇ this featuƌe uŶites all sloǁ ĐiŶeŵa 
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ilŵs. EaĐh aĐiǀitǇ takiŶg plaĐe oŶsĐƌeeŶ lasts as loŶg as it ǁould iŶ ƌeal life, aŶd the audieŶĐe 
has to eǆpeƌieŶĐe it iŶ ƌeal iŵe oƌ go thƌough the teŵps ŵort uŶil the ilŵŵakeƌ Đhooses to 
Đut.

The aĐtoƌ Miao TiaŶ ǁho plaǇs the gƌaŶdfatheƌ eǆeŵpliies aŶotheƌ featuƌe ĐhaƌaĐteƌisiĐ to 
the Ŷaƌƌaiǀe stǇle of Tsai MiŶg-LiaŶg. TiaŶ plaǇs the fatheƌ iŶ all of Tsai s͛ ilŵs uŶil What 

Time Is It There ;ϮϬϬϭͿ, ǁheƌe his ĐhaƌaĐteƌ dies. Theƌefoƌe, the ĐhaƌaĐteƌ plaǇed ďǇ TiaŶ iŶ 
Goodbye, Dragon Inn ĐaŶ also ďe iŶteƌpƌeted as a ghost. Altogetheƌ, all of Tsai s͛ ilŵs ďuild a 
uŶiǀeƌse ǁith iguƌes tƌaǀelliŶg fƌoŵ ilŵ to ilŵ, aŶd ƋuotaioŶs aŶd liŶks poiŶiŶg fƌoŵ oŶe 
ilŵ to otheƌs. Thus, a ǀieǁeƌ faŵiliaƌ ǁith Tsai s͛ ilŵs ĐaŶ ŵake ŵoƌe out of aŶotheƌ of his 
ilŵs thaŶ otheƌs. 

As Ella ‘aidel disĐoǀeƌed, the look thƌough a gap iŶ the ĐuƌtaiŶ is a ĐoŵŵoŶ ǀisual ŵoif iŶ 
the ilŵs of Tsai. The appƌoaĐh to ilŵ ŵusiĐ, ďǇ puiŶg aŶ eŵoioŶal TaiǁaŶese pop soŶg 
at the eŶd of the ilŵ, is also a ĐoŵŵoŶ featuƌe of Tsai s͛ ĐiŶeŵaiĐ sigŶatuƌe. Thus the ŵusiĐ 
eǆpƌesses feeliŶgs aŶd eŵoioŶs uŶsaid ďǇ the ilŵ s͛ pƌotagoŶists.252

De LuĐa lists iŶ his disseƌtaioŶ seǀeƌal otheƌ deǀiĐes of Tsai s͛ aƌisiĐ sigŶatuƌe suĐh as geoŵetƌiĐ 
ǀisual ĐoŵposiioŶs oƌ the ƌaƌe use of Đlose-ups .253 “uƌelǇ, Daǀid Boƌdǁell s͛ thesis that the 
ǀieǁeƌ oteŶ just foƌgets faĐts pƌeseŶted oŶsĐƌeeŶ if theǇ aƌe seeŵiŶglǇ Ŷot sigŶiiĐaŶt foƌ the 
stoƌǇ aĐƋuiƌes a Ŷeǁ diŵeŶsioŶ heƌe, ďeĐause the ƋuesioŶ aƌises hoǁ ŵuĐh eǆpeƌise iŶ Tsai s͛ 
sigŶatuƌe is ƌeƋuiƌed iŶ oƌdeƌ to uŶdeƌstaŶd the stoƌǇ. 

1.ϳ. Degree of Ŷarraiǀity iŶ the ilŵ

As ŵeŶioŶed iŶ the iŶtƌoduĐtoƌǇ Đhapteƌ, iŶ oƌdeƌ to uŶdeƌstaŶd ǁheƌe to iŶseƌt a ďƌeak 
ďetǁeeŶ aĐts, ďoth aspeĐts haǀe to ďe disĐussed – ĐogŶiiǀe pƌagŵaiĐs aŶd the Ŷeǁest 
deǀelopŵeŶts iŶ postŶaƌƌatolo gǇ, aŶd also the deĐisiǀe ƌole that aƌisiĐ desigŶ plaǇs iŶ 
ďuildiŶg iŶfeƌeŶĐes. BeĐause, as ŵeŶioŶed aďoǀe, the oŶlǇ ŵessage atested to ďe ƌeleǀaŶt 
is that ǁhiĐh has aŶ efeĐt oŶ the addƌessee s͛ ĐogŶiiǀe eŶǀiƌoŶŵeŶt.254 AĐĐoƌdiŶg to “peƌďeƌ 
aŶd WilsoŶ, this efeĐt Đould lead to the adopioŶ of Ŷeǁ assuŵpioŶs; the aďaŶdoŶŵeŶt 
of old assuŵpioŶs iŶ faǀoƌ of the assuŵpioŶs just ĐoŵŵuŶiĐated; the stƌeŶgtheŶiŶg of old 

��� E��� R����� E��� R����� Subversive Realitäten. Tsai Ming-Liang und seine Filme� �������� ����� �. �1.
253 De Luca, Tiago Magalhães Realisms of the Senses. Tendency in Contemporary World Cinema, University of 
������ ��11� �v������ �� htp://etheses.ǁhiteƌose.aĐ.uk/ϭϳϲϬ/ (accessed May 2013), p. 147, 154.
��4 D�� S������� D����� W����� Relevance theory �� ������c� R. H��� &  G������ W��� ����.� Handbook of 
Pragmatics, Oxford, 2004, �v������� ��  htp://ǁǁǁ.daŶ.speƌďeƌ.fƌ/?p=ϵϯ (Accessed 14.07.2013).
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assuŵpioŶs; oƌ the ǁeakeŶiŶg of old assuŵpioŶs.255

 ϭ.ϳ.aͿ TellaďilitǇ, eǆĐepioŶalitǇ aŶd stagiŶg

Fiƌst of all, ǁhat is oďǀious fƌoŵ the desĐƌipioŶ of Goodbye, Dragon Inn is the ƋuesioŶ of 
the ilŵŵakeƌ deĐidiŶg ǁhiĐh aĐiǀiies aƌe ǁoƌth telliŶg. IŶ Ŷaƌƌaiǀe theoƌǇ this issue has 
ďeeŶ appƌoaĐhed uŶdeƌ the ĐoŶĐept of tellaďilitǇ. Maƌie-Lauƌe ‘ǇaŶ deiŶes it as ͞a ƋualitǇ 
that ŵakes stoƌies iŶheƌeŶtlǇ ǁoƌth telliŶg, iŶdepeŶdeŶtlǇ of theiƌ teǆtualisaioŶ.͟  256 As ‘ǇaŶ 
poiŶts out, this ŵeaŶs that stoƌies eǆist iŶ a ǀiƌtual state iŶ the ŵiŶd of the stoƌǇtelleƌ ďefoƌe 
theǇ aƌe tuƌŶed iŶto teǆts.257 As alƌeadǇ Ƌuoted, Tsai MiŶg-LiaŶg eǆplaiŶs that he ǁaŶts to 
shoǁ thiŶgs that aƌe tƌue. But the aĐioŶs he pƌefeƌs to ilŵ – suĐh as uƌiŶaiŶg iŶ the laǀatoƌǇ 
oƌ goiŶg fƌoŵ poiŶt A to poiŶt B – aĐtuallǇ ďeloŶg to the ƌealŵ of Ŷot-tellaďle oƌ uŶŶaƌƌataďle. 
IŶ ĐlassiĐ Ŷaƌƌaiǀes suĐh eǀeŶts ǁould ďe let out, ďeĐause theǇ aƌe ĐoŶsideƌed too dull to ďe 
ŵeŶioŶed.258 ‘ǇaŶ leaǀes the pƌeoĐĐupaioŶ ǁith suĐh uŶŶaƌƌataďle eǀeŶts to the ƌealŵ of 
high liteƌatuƌe,259 ǁhiĐh is the eƋuiǀaleŶt of sloǁ ĐiŶeŵa.

IŶ aŶǇ Đase, iŶ teƌŵs of Ŷaƌƌaiǀe theoƌǇ the uƌiŶaiŶg aŶd aiŵless ǁaŶdeƌiŶg oteŶ ŵight 
ďe ƌepƌoaĐhed iŶ laĐkiŶg eǆĐepioŶalitǇ. IŶ faĐt, eǆĐepioŶalitǇ has ďeeŶ listed as oŶe of the 
Đategoƌies that eŶaďle eǀeŶfulŶess. AĐĐoƌdiŶg to HühŶ, tellaďilitǇ aŶd ŶaƌƌaiǀitǇ depeŶd oŶ 
eǀeŶfulŶess.260 Hoǁeǀeƌ, HühŶ also adŵits that ǁhat is ƌegaƌded as aŶ eǀeŶt ǁill ďe assessed 
ďǇ takiŶg iŶto aĐĐouŶt suĐh ĐoŶteǆtual faĐtoƌs as geŶƌe, Đultuƌe, soĐial gƌoup, histoƌiĐal peƌiod 
aŶd authoƌ.261 Oƌ, as Wolf “Đhŵid puts it, ͞the ĐoŶĐept of eǀeŶfulŶess ǁhiĐh ĐhaƌaĐteƌizes the 
paƌiĐulaƌ epoĐh .͟262 As ŵeŶioŶed, Tsai ďeloŶgs to the tƌadiioŶ of aƌt ĐiŶeŵa ǁhiĐh Đhooses 
stoƌies that ǁould Ŷot ƌeĐeiǀe aŶǇ ateŶioŶ iŶ ŵaiŶstƌeaŵ ĐiŶeŵa. Vieǁeƌs ǁho aƌe faŵiliaƌ 
ǁith this ĐiŶeŵaiĐ tƌadiioŶ ǁould Ŷot ǁoŶdeƌ aďout Tsai s͛ ĐhoiĐe of stoƌies. Hoǁeǀeƌ, this 
studǇ ƌegaƌds aŶotheƌ aspeĐt as ŵoƌe iŵpoƌtaŶt - ŶaŵelǇ, the degƌee of ŶaƌƌaiǀitǇ of suĐh 
ŵuŶdaŶe aĐiǀiies.  What is at stake heƌe is ǁhat Ŷaƌƌaiǀe theoƌists disĐuss as the ĐoŶĐept of 
ĐhaŶge. AĐĐoƌdiŶg to BƌaŶigaŶ, ǁe usuallǇ pƌesuppose that eǀeŶt A iŶ a ilŵ ǁill Ǉield to the 
ĐoŶseƋueŶĐe B iŶ the saŵe ilŵ, ďeĐause ǁe atest ĐausalitǇ to eǀeŶts shoǁŶ iŶ ilŵs gƌouŶded 
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iŶ ouƌ ĐiŶeŵa eǆpeƌieŶĐe aŶd ouƌ soĐial iŶteƌaĐioŶs.263 Hoǁeǀeƌ, iŶ the Đase of Goodbye, 

Dragon Inn ǁe ĐaŶŶot alǁaǇs easilǇ ŵake out the Đausal ĐoŶŶeĐioŶs ďetǁeeŶ the eǀeŶts. 
The Đase eǆaŵple heƌe is the stagiŶg of the Ŷaƌƌaiǀe theŵe of the Đashieƌ s͛ loǀe toǁaƌds the 
pƌojeĐioŶist, ǁhiĐh is aŶ oǀeƌƌeaĐhiŶg stoƌǇ iŶ the ilŵ. Foƌ aŶ iŶateŶiǀe ǀieǁeƌ this stoƌǇ liŶe 
ŵaǇ ƌeŵaiŶ uŶŶoiĐed uŶil the ǀeƌǇ eŶd of the ilŵ ǁheŶ ǁe ǁitŶess the Đashieƌ spǇiŶg oŶ 
the pƌojeĐioŶist ĐlosiŶg doǁŶ the ĐiŶeŵa. It is so, ďeĐause as the sǇŵďol foƌ heƌ uŶƌeƋuited 
loǀe Tsai has ĐhoseŶ a steaŵed ďuŶ. At the ďegiŶŶiŶg of the ilŵ it is Đooked, the Đashieƌ ǁƌaps 
it iŶ aŶd Đaƌƌies thƌough the ĐiŶeŵa s͛ laďǇƌiŶthiŶe Đoƌƌidoƌs aŶd staiƌs uŶil she ƌeaĐhes the 
pƌojeĐioŶ ƌooŵ. But theƌe aƌe Ŷo Đlose-ups of the ďuŶ, ǁhiĐh ǁould uŶdeƌsĐoƌe its ŵeaŶiŶg 
foƌ the stoƌǇ. All the sĐeŶes ǁith the ďuŶ aƌe ilŵed iŶ loŶg shots, ǁhiĐh ŵakes the ŶoiĐiŶg of 
this iŵpoƌtaŶt detail haƌd ǁoƌk. Thus, the haŶdliŶg of this theŵe eǆeŵpliies the faĐt that foƌ a 
deiŶiioŶ of Ŷaƌƌaiǀe, Đausal ƌelaioŶships aƌe deĐisiǀe, aŶd, iŶ the Đase of ǀisual tƌaĐk, aƌe Ŷot 
eǆpliĐit. EǀeŶ ŵoƌe, as ‘ǇaŶ ƌightlǇ Ŷotes, iŶ ǀisual Ŷaƌƌaiǀe the Đausal ƌelaioŶships ďetǁeeŶ 
shots haǀe to ďe iŶfeƌƌed ďǇ the ǀieǁeƌ.264 

The ƋuesioŶ of ƌeleǀaŶĐe ĐaŶ theƌefoƌe ďe posed agaiŶ. NaŵelǇ, if theƌe is a theŵe, it is 
iŶteŶded to ďe ŶoiĐed. But, if it is ŵeaŶt to fuƌtheƌ deǀelop the stoƌǇliŶe oŶ uŶƌeƋuited loǀe, it 
is haƌdlǇ ŶoiĐeaďle duƌiŶg the iƌst ǀieǁiŶg of the ilŵ. Thus, ŵight ǁe ĐoŶĐlude that addiioŶal 
ǀieǁiŶgs of a ilŵ ǁeƌe iŶteŶded ďǇ the ilŵŵakeƌ?

As all the shots depiĐiŶg this stoƌǇ aƌe laƌge sĐale, the steaŵed ďuŶ iŶ the haŶds of the Đashieƌ 
ŵaǇ ƌeŵaiŶ uŶŶoiĐed. The ǀieǁeƌ iŶstead sees oŶlǇ the Đashieƌ s͛ eŶdless aŶd sloǁ ǁaŶdeƌiŶgs 
thƌough the ĐiŶeŵa, ǁhiĐh ǁould seeŵ totallǇ aiŵless. Thus, the eǀeŶfulŶess of aŶ eǀeŶt is 
ĐloselǇ ĐoŶŶeĐted to the stagiŶg stƌategies of the diƌeĐtoƌ. 

Tǁo ĐoŶĐludiŶg ƌeŵaƌks oŶ the steaŵed ďuŶ haǀe to ďe ŵade. Fiƌst of all, Tsai s͛ ĐhoiĐe to 
ŵake suĐh a iŶǇ detail a ŵetaphoƌ foƌ a loǀe stoƌǇ also difeƌeŶiates hiŵ fƌoŵ ŵaiŶstƌeaŵ 
ĐiŶeŵa. “eĐoŶdlǇ, to stage suĐh aŶ iŵpoƌtaŶt suďjeĐt ďǇ aĐtuallǇ hidiŶg it soŵeǁheƌe iŶ the 
loŶg shot so that it is ĐoŵpletelǇ up to the audieŶĐe to ŶoiĐe this detail aŶd, ĐoŶseƋueŶtlǇ, 
the stoƌǇliŶe ĐoŶŶeĐted ǁith it, iŶdiĐates just hoǁ ŵuĐh ĐoŶideŶĐe Tsai has iŶ his audieŶĐe. IŶ 
teƌŵs of ‘eleǀaŶĐe theoƌǇ - iŶ this Đase the ǁeak ŶaƌƌaiǀitǇ has aĐtuallǇ ďeeŶ ďuilt iŶ ďǇ the 
ilŵŵakeƌ hiŵself. Thus, ǁe ĐaŶŶot deĐlaƌe deiŶitelǇ that the ilŵŵakeƌ is oŶlǇ ƌespoŶsiďle 
foƌ stƌoŶg eǆpliĐatuƌes aŶd iŵpliĐatuƌes, ǁheƌeas the ƌespoŶsiďilitǇ foƌ ǁeak iŵpliĐatuƌes 
ƌelies ĐoŵpletelǇ oŶ the ƌeĐeiǀeƌ. The diǀided ƌespoŶsiďilitǇ foƌ stƌoŶg aŶd ǁeak iŵpliĐatuƌes 
is oďǀiouslǇ ŵuĐh ŵoƌe ŶuaŶĐed, as aĐkŶoǁledged ďǇ the ‘eleǀaŶĐe theoƌǇ.

AŶd seĐoŶdlǇ: the ƌeĐogŶiioŶ of the steaŵed ďuŶ is Đultuƌe-speĐiiĐ kŶoǁledge, ďeĐause foƌ 
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soŵeoŶe ǁithout eǆpeƌise iŶ TaiǁaŶese ĐuisiŶe it ƌeŵaiŶs uŶĐleaƌ uŶil fuƌtheƌ ƌeadiŶg oŶ 
the difeƌeŶt paƌateǆts iŶ the ilŵ. The Đlaiŵ heƌeiŶ is that Ŷot oŶlǇ aŶ ateŶiǀe ǀieǁiŶg ŵode, 
ďut also kŶoǁledge iŶ TaiǁaŶese Đultuƌe is Ŷeeded iŶ oƌdeƌ to uŶdeƌstaŶd this stoƌǇliŶe. Thus, 
although iŶ ilŵ studies ǁe usuallǇ speak aďout the uŶiǀeƌsal Ŷatuƌe of iŵages – suƌelǇ, ŵost 
people ǁould agƌee oŶ the ǁide ƌaŶge of ǁhat is ƌepƌeseŶted. Fƌoŵ the poiŶt of ǀieǁ of 
ĐogŶiiǀe sĐieŶĐes, hoǁeǀeƌ, suĐh ĐogŶiiǀe eleŵeŶts as eŶĐodiŶg of the disĐouƌse, leǀels of 
elaďoƌaiǀe thought, iŶfeƌeŶĐe, iŵagiŶaioŶ, aŶd appƌaisal aƌe a ŵateƌ of Đultuƌal paƌiĐulaƌitǇ. 
As deŵoŶstƌated aďoǀe, ǁe ĐaŶ all agƌee ďƌoadlǇ oŶ ǁhat Goodbye, Dragon Inn is aďout, ďut 
iŶ oƌdeƌ to uŶdeƌstaŶd all the details aŶd the authoƌ s͛ iŵpliĐaioŶs, speĐiiĐ, ĐultuƌallǇ Đoded 
kŶoǁledge is ƌeƋuiƌed.265

ϭ.ϳ.ďͿ EǀeŶfulŶess, duraioŶ aŶd eŵoioŶ

IŶ the iŶtƌoduĐioŶ aŶ opiŶioŶ ǁas eǆpƌessed that iŶ this kiŶd of ilŵ ǁe haǀe to take iŶto 
aĐĐouŶt the faĐt that difeƌeŶt eǀeŶts ĐaŶ haǀe difeƌeŶt degƌees of ŶaƌƌaiǀitǇ – Peteƌ HühŶ 
Ŷaŵes it eǀeŶfulŶess. DifeƌeŶt degƌees of eǀeŶfulŶess ĐaŶ ďe assessed thƌough the folloǁiŶg 
list of Đƌiteƌia. Tǁo aďsolute pƌeĐoŶdiioŶs of eǀeŶfulŶess aƌe ƌealitǇ aŶd ƌesultaiǀitǇ.266 

OďǀiouslǇ, the eǀeŶts takiŶg plaĐe ǁithiŶ the iĐioŶal ǁoƌld of Goodbye, Dragon Inn are real 

ǁithiŶ its liŵits aŶd haǀe a ƌesult. Also, iǀe otheƌ gƌadaioŶal Đƌiteƌia listed ďǇ “Đhŵid ĐaŶ ďe 
ŵoƌe oƌ less atested to the stoƌǇ ǁoƌld of Goodbye, Dragon Inn: ƌeleǀaŶĐe, uŶpƌediĐtaďilitǇ, 
peƌsisteŶĐe, iƌƌeǀeƌsiďilitǇ aŶd ŶoŶ-iteƌaiǀitǇ.267 But this studǇ ǁould sill like to dƌaǁ ateŶioŶ 
to tǁo faĐtoƌs – that of ƌesultaiǀitǇ aŶd of uŶpƌediĐtaďilitǇ.

“Đhŵid ĐoŶĐludes that ǁe ĐaŶ speak of ƌesultaiǀitǇ ǁheŶ ͞ the ĐhaŶge of state that ĐoŶsitutes 
aŶ eǀeŶt is Ŷeitheƌ iŶĐhoaiǀe ;ďeguŶͿ Ŷoƌ ĐoŶaiǀe ;ateŵptedͿ Ŷoƌ duƌaiǀe ;ĐoŶiŶed to aŶ 
oŶgoiŶg pƌoĐessͿ. ‘atheƌ, it ŵust ďe ƌesultaiǀe iŶ that it ƌeaĐhes ĐoŵpleioŶ iŶ the Ŷaƌƌaiǀe 
ǁoƌld of the teǆt.͟ 268

As stƌessed agaiŶ aŶd agaiŶ duƌiŶg the desĐƌipioŶ of the eǀeŶts iŶ the ilŵ, a lot of aĐiǀiies 
aƌe shoǁŶ iŶ theiƌ eŶiƌe duƌaioŶ, staƌiŶg ǁith the faĐt that the ilŵ Goodbye, Dragon Inn 

ĐoiŶĐides ŵoƌe oƌ less ǁith the pƌojeĐioŶ iŵe of the ilŵ Dragon Gate Inn. Also, the Đashieƌ s͛ 
ǁaŶdeƌiŶgs thƌough the ĐiŶeŵa seeŵ to ďe shoǁŶ iŶ theiƌ eŶiƌetǇ. The Đlaiŵ heƌeiŶ is that 
suĐh aŶ appƌoaĐh to the stagiŶg of aŶ aĐiǀitǇ also diŵiŶishes the degƌee of ŶaƌƌaiǀitǇ of aŶ 
eǀeŶt. BǇ ĐoŵpaƌisoŶ, iŶ a ŵaiŶstƌeaŵ ilŵ ǁe usuallǇ see hoǁ a ĐhaƌaĐteƌ depaƌts fƌoŵ poiŶt 
A, aŶd theŶ Đoŵes a Đut to the Ŷeǆt shot ǁheƌe ǁe ǁitŶess the ĐhaƌaĐteƌ aƌƌiǀiŶg at the poiŶt 
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B. 

Thus, the duƌaioŶ ;oteŶ iŶ the foƌŵ of a loŶg takeͿ is the eŶeŵǇ of stƌoŶg ŶaƌƌaiǀitǇ. But if these 
takes depiĐiŶg the ǁhole pƌoĐess of hoǁ soŵethiŶg happeŶs eǆeŵplifǇ ǁeak ŶaƌƌaiǀitǇ, theŶ 
ǁhat happeŶs ǁith the teŵps ŵort ;post-aĐioŶ lagͿ shots? The ĐoŶǀeŶioŶal liŶe of thought 
ǁould ďe that iŶ suĐh ŵoŵeŶts the Ŷaƌƌaiǀe Đoŵes to a halt as deiŶed ďǇ ChatŵaŶ269. But 
this studǇ Đlaiŵs that iŶ suĐh Đases the afeĐiǀe diŵeŶsioŶ also has to ďe takeŶ iŶto aĐĐouŶt. 
A paƌiĐulaƌ eǆaŵple is the loŶg shot of the eŵptǇ ĐiŶeŵa hall ǁhiĐh lasts foƌ aďout thƌee 
ŵiŶutes ateƌ the sĐƌeeŶiŶg of Dragon Gate Inn has eŶded. IŶ this paƌt of the episode Ŷot oŶlǇ 
ŶothiŶg happeŶs, ďut it depiĐts a ĐoŵpletelǇ eŵptǇ ƌooŵ ǁith Ŷo disĐeƌŶaďle ĐhaŶges. But, 
ǁithiŶ the oǀeƌall stoƌǇ of the deĐliŶe of a foƌŵeƌlǇ pƌesigious ĐiŶeŵa, aŶ eŵoioŶal peak 
is ƌeaĐhed at this ŵoŵeŶt. Although a ilŵ alǁaǇs opeƌates oŶ tǁo leǀels – the ƋuaŶitaiǀe 
aŶd the afeĐiǀe-ŵoiǀaioŶal –270, this episode is the ďest eǆaŵple of a Ŷeed foƌ ŵoƌe thaŶ 
ĐogŶiiǀe aďiliies iŶ oƌdeƌ to ĐoŵpƌeheŶd a stoƌǇ. 

Although the ‘eleǀaŶĐe theoƌǇ has ďeeŶ ĐƌiiĐized foƌ Ŷot aĐkŶoǁledgiŶg the iŵpoƌtaŶĐe of 
afeĐiǀe ƌespoŶses iŶ the ĐoŵpƌeheŶsioŶ pƌoĐeduƌe, the ďaĐk dooƌ of the ‘eleǀaŶĐe theoƌǇ 
that peƌŵits the iŶĐoƌpoƌaioŶ of this aspeĐt is the ŶoioŶ of poeiĐ efeĐt. PoeiĐ efeĐt is 
the efeĐt geŶeƌated ďǇ the uteƌaŶĐes ǁhiĐh aĐhieǀe ͞ŵost of its ƌeleǀaŶĐe thƌough a ǁide 
aƌƌaǇ of ǁeak iŵpliĐatuƌes͟271 aŶd suĐh uteƌaŶĐes ͞Đƌeate … seŶse of appaƌeŶtlǇ afeĐiǀe 
ƌatheƌ thaŶ ĐogŶiiǀe ŵutualitǇ͟272. The poeiĐ efeĐts ͞Đƌeate ĐoŵŵoŶ iŵpƌessioŶ ƌatheƌ thaŶ 
ĐoŵŵoŶ kŶoǁledge .͟273 As liteƌal sĐholaƌ AdƌiaŶ PilkiŶgtoŶ has aƌgued, the afeĐiǀe diŵeŶsioŶ 
is ĐeŶtƌal to ǁhat is eǆpƌessed aŶd ĐoŵŵuŶiĐated ǀia poeiĐ efeĐts.274 His thesis goes aloŶg 
ǁith the suggesioŶ of Nigel Faďď that afeĐiǀe ŵutualitǇ ŵight foƌŵ the ďasis of a ŵoƌe 
geŶeƌal aĐĐouŶt of the aestheiĐ eǆpeƌieŶĐe.275

IŶ desĐƌiďiŶg suĐh pheŶoŵeŶa as eŵoioŶal ƌespoŶses, eǀaluaiǀe aitudes, iŵpƌessioŶs of 
iŶteŶsitǇ, pƌofuŶditǇ, suďliŵitǇ, aǁaƌeŶess of epiphaŶies, poeiĐ eǆpeƌieŶĐe aŶd aestheiĐ 
pleasuƌe, Faďď suggests the use of the teƌŵ ‘espoŶse ;ǁith a Đapital ‘Ϳ.276 Faďď goes oŶ to 
eǆplaiŶ that ͞ ‘espoŶse is Đoŵposed of ŵeŶtal ƌelaioŶs ƌatheƌ thaŶ ŵeŶtal ƌepƌeseŶtaioŶs.͟ 277 

EǀeŶ ŵoƌe, he aĐkŶoǁledges that these ŵeŶtal ƌelaioŶs ĐaŶŶot ďe aƌiĐulated, thus posiŶg a 
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pƌoďleŵ foƌ liteƌaƌǇ ĐƌiiĐisŵ.278

IŶ aŶǇ Đase, the ĐoŶĐept of ‘espoŶse ofeƌed ďǇ Faďď faĐilitates to eŶĐoŵpass the eŵoioŶal 
aŶd afeĐiǀe diŵeŶsioŶs279 of ĐiŶeŵaiĐ eǆpeƌieŶĐe. OďǀiouslǇ, all ilŵs aƌe desigŶed to eliĐit 
paƌiĐulaƌ eŵoioŶs.280 UŶil Ŷoǁ iŶ this Đase studǇ the ĐoŶĐeƌŶ ǁas oŶlǇ ǁith the ĐogŶiiǀe 
pƌoĐesses iŶǀolǀed iŶ ilŵ ĐoŵpƌeheŶsioŶ, ďeĐause it fosteƌs the aŶalǇsis of the aĐt stƌuĐtuƌe 
of the ilŵ. Hoǁeǀeƌ, as PlaŶiŶga ƌightlǇ ƌeŵaƌks, afeĐiǀe eǆpeƌieŶĐe aŶd ŵeaŶiŶg alǁaǇs 
iƌŵlǇ iŶteƌtǁiŶe281 aŶd the episode ǁith the eŵptǇ ĐiŶeŵa hall ŵakes the ďƌiŶgiŶg iŶ of the 
ilŵ theoƌǇ of eŵoioŶs iŶeǀitaďle, although this Ŷeǁ paƌaŵeteƌ ǁill ĐoŵpliĐate this studǇ to 
a ĐeƌtaiŶ eǆteŶt. 

ϭ.ϳ.ĐͿ ArresiŶg iŵage, redeiŶed

To ĐoŶĐlude the disĐussioŶ of the episode ǁith the eŵptǇ ĐiŶeŵa hall - a ƌefeƌeŶĐe to the 
ŶoioŶ of the aƌƌesiŶg iŵage as deǀeloped ďǇ Baƌďaƌa KliŶgeƌ. These aƌe shots ǁith stƌikiŶg 
ǀisuals that stop oƌ sloǁ doǁŶ the foƌǁaƌd ŵoioŶ of the Ŷaƌƌaiǀe, aŶd alloǁ the speĐtaĐle 
to fullǇ Đaptuƌe the ateŶioŶ of the audieŶĐe.282 IŶ the Đase of sloǁ ĐiŶeŵa it ǁould ďe aŶ 
eǆaggeƌaioŶ to speak aďout ǀisuallǇ ƌaǀishiŶg iŵages. IŶstead, the ǀisual stǇle of Ŷot oŶlǇ 
Goodbye, Dragon Inn, ďut also of ŵost otheƌ sloǁ ĐiŶeŵa ƌepƌeseŶtaiǀes is ĐhaƌaĐteƌized as 
͞fƌugallǇ ƌough-edged ,͟283 ƌeaĐhiŶg eǀeŶ total ǀisual austeƌitǇ. Thus, the ŶoioŶ of aŶ aƌƌesiŶg 
iŵage has to ďe ƌeĐoŶsideƌed iŶ ƌelaioŶ to sloǁ ĐiŶeŵa. But the faĐultǇ of aŶ aƌƌesiŶg iŵage, 
ǁhiĐh is also tƌue foƌ sloǁ ĐiŶeŵa, is its aďilitǇ to foƌŵ the foĐal poiŶt foƌ eŵoioŶs, although it 
does Ŷot pƌoǀide suƌe ƌesoluioŶ oƌ Đathaƌsis.284 This studǇ ĐaŶ ĐoŶĐuƌ ǁith heƌ stateŵeŶt that:

The aƌt ilŵ s͛ aƌƌesiŶg iŵage deliǀeƌs the kiŶd of eǆpeƌieŶĐe suĐh audieŶĐes eǆpeĐt fƌoŵ 
a foƌŵ that tƌies to ƌise aďoǀe ŵass Đultuƌe: it eǆposes theŵ to aŶ iŶteŶse peƌĐeptual 
ŵoŵeŶt Ŷot iŵŵediatelǇ ĐoŵpƌeheŶsiďle iŶ teƌŵs of Ŷaƌƌaiǀe fuŶĐioŶ oƌ theŵe, Ǉet 
oddlǇ touĐhiŶg oƌ eŵoioŶallǇ ĐoŵpelliŶg.285 

This paƌiĐulaƌ episode eǆeŵpliies that eŵoioŶallǇ ladeŶ episodes ǁith Ŷo Đleaƌ Ŷaƌƌaiǀe 
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ŵeaŶiŶg – episodes ǁith ǀeƌǇ ǁeak ŶaƌƌaiǀitǇ – ĐaŶ sill haǀe aŶ efeĐt oŶ the ĐogŶiiǀe 
eŶǀiƌoŶŵeŶt of the ǀieǁeƌ ďeĐause of theiƌ eŵoioŶal ĐoŶteŶt, aŶd thus ǁe ĐaŶ alloĐate 
ƌeleǀaŶĐe to it. But iŶ ŶoiŶg that the ǀieǁeƌ is ƌespoŶsiďle foƌ the ƌeaĐioŶs eliĐited ďǇ ǁeak 
Ŷaƌƌaiǀe ŵoŵeŶts, ǁe ĐaŶŶot pƌediĐt heƌe ǁhiĐh paƌiĐulaƌ eŵoioŶs this episode eliĐits. It 
Đould ďe Ƌuite a ǁide ƌaŶge, ƌeaĐhiŶg fƌoŵ sadŶess aďout the ĐoŶdiioŶ of the ĐiŶeŵa as aŶ 
aƌt foƌŵ to total ďoƌedoŵ, ďeĐause ͞ŶothiŶg happeŶs͟ oŶsĐƌeeŶ. A ŵoƌe pƌofouŶd iŶsight 
oŶ sloǁ ĐiŶeŵa aŶd eŵoioŶs ǁill ďe giǀeŶ iŶ the Đhapteƌ aďout the ilŵ BlissfullǇ Yours, ďut 
foƌ the iŵe ďeiŶg it has to ďe Ŷoted that the geŶeƌaioŶ of eŵoioŶal ƌespoŶses to a ilŵ is 
Ŷot alǁaǇs ĐloselǇ ied to ĐhaƌaĐteƌ deǀelopŵeŶt aŶd the ƌeaĐhiŶg of his goals. This iŶdiŶg 
deliǀeƌs aŶotheƌ pƌoof foƌ ĐiŶeŵa sĐholaƌ Caƌl PlaŶiŶga, ǁho holds that the oǀeƌall Ŷaƌƌaiǀe 
oƌgaŶizaioŶ of a ilŵ is aĐĐouŶtaďle foƌ eliĐiiŶg eŵoioŶs, Ŷot just the ŵaiŶ ĐhaƌaĐteƌs of the 
ilŵ.286

ϭ.ϳ.dͿ A topsǇ-turǀǇ of kerŶels aŶd satellites

AŶotheƌ oďseƌǀaioŶ ŵade fƌoŵ Goodbye, Dragon Inn has to ďe disĐussed eǆpliĐitlǇ. NaŵelǇ, 
that Tsai oteŶ does Ŷot pƌioƌiize the eǀeŶts aĐĐoƌdiŶg to theiƌ ƌeleǀaŶĐe foƌ the Ŷaƌƌaiǀe. 
“eǇŵouƌ ChatŵaŶ pƌoposes to appƌoaĐh this issue ďǇ deiŶiŶg keƌŶels aŶd satellites. AĐĐoƌdiŶg 
to the logiĐ of ĐlassiĐ Ŷaƌƌaiǀe, keƌŶels aƌe ŵajoƌ eǀeŶts that aƌe paƌt of the ĐhaiŶ oƌ aƌŵatuƌe 
of ĐoŶiŶgeŶĐǇ.287 A satellite is a ŵiŶoƌ plot eǀeŶt that ĐaŶ ďe deleted ǁithout destƌoǇiŶg the 
logiĐ of the plot.288 In Goodbye, Dragon Inn this Ŷaƌƌaiǀe hieƌaƌĐhǇ ĐaŶŶot ďe disĐoǀeƌed ƌight 
aǁaǇ – foƌ eǆaŵple, it takes seǀeƌal ǀeƌǇ ateŶiǀe ilŵ ǀieǁiŶgs uŶil oŶe ƌealizes that the ilŵ s͛ 
plot aĐtuallǇ ĐoŶsists of iǀe theŵes, aŶd oŶlǇ theŶ the ƌight keƌŶels ĐaŶ ďe sepaƌated fƌoŵ the 
satellites.

OŶĐe agaiŶ, ƌetuƌŶiŶg to the eǆaŵple of the steaŵed ďuŶ, ďut ĐoŶtƌasiŶg it to the episode 
ǁheŶ the JapaŶese touƌist, teƌƌiied ďǇ the ǁoŵaŶ ĐƌaĐkiŶg Ŷuts, ƌuŶs out of the ĐiŶeŵa. 
The seĐoŶd oŶe is a Ƌuite oďǀious eǀeŶt of a higheƌ degƌee of ŶaƌƌaiǀitǇ - Ŷot oŶlǇ ǁithout 
eǀeƌǇdaǇ eǆpeƌieŶĐe ǁould ǁe all ďe afƌaid of ghosts, ďut also, iŶ ĐoŵpaƌisoŶ to the steaŵed 
ďuŶ, this theŵe is desigŶed ǁith ŵuĐh ŵoƌe eǆpliĐitŶess. Theƌe aƌe Đlose-ups aŶd ŵediuŵ 
shots of the JapaŶese ŵaŶ iŶ oƌdeƌ foƌ us to ǁitŶess his ƌeaĐioŶs aŶd gƌoǁiŶg despaiƌ.

EǀeŶ ŵoƌe eǆpliĐit thaŶ shot seƋueŶĐes desigŶed to tƌaŶspoƌt ǀeƌǇ eǆpliĐit ŵessage, the 
ǀeƌďal iŶfoƌŵaioŶ ǁhiĐh aĐĐoŵpaŶies this theŵe deliǀeƌs eǀeŶ ŵoƌe ĐlaƌitǇ. Although ǀeƌďal 
ĐoŵŵuŶiĐaioŶ is ǀeƌǇ ƌaƌe iŶ this ilŵ, ďut, ǁheŶ it Đoŵes, it ĐleaƌlǇ seƌǀes as a tuƌŶiŶg poiŶt 
oƌ iŶdiĐates oƌ faĐilitates the tuƌŶiŶg poiŶt. These aƌe, foƌ eǆaŵple, the seŶteŶĐes ǁheƌe it is 
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stated that the ĐiŶeŵa is hauŶted aŶd that ŶoďodǇ goes to the ĐiŶeŵa aŶǇŵoƌe. CleaƌlǇ, ǀeƌďal 
uteƌaŶĐes aƌe oteŶ ŵoƌe eǆpliĐit thaŶ ǀisual oŶes. But sill, if oŶlǇ ǀeƌďal uteƌaŶĐes ǁould 
possess eǆpliĐitŶess aŶd ǁould geŶeƌate eǆpliĐatuƌes, theŶ, as FoƌĐeǀille ƌightlǇ ƌeŵaƌks, Ŷo 
ǀisual eǀideŶĐe iŶ doĐuŵeŶtaƌǇ ilŵ as ǁell as iŶ Đouƌt ǁould ďe possiďle.289

The elaďoƌaioŶ oŶ the difeƌeŶt degƌees of ŶaƌƌaiǀitǇ iŶ the ilŵ Goodbye, Dragon Inn is also 
a paƌiĐulaƌlǇ good eǆaŵple foƌ “peƌďeƌ aŶd WilsoŶ s͛ thesis that ͞“tǇlisiĐ difeƌeŶĐes aƌe just 
difeƌeŶĐes iŶ the ǁaǇ ƌeleǀaŶĐe is aĐhieǀed.͟ 290 The ǁaǇ iŶ ǁhiĐh Tsai deliǀeƌs uteƌaŶĐes to 
the ǀieǁeƌs – ďǇ ĐoŶfusiŶg the keƌŶels ǁith satellites, ďǇ hidiŶg iŵpoƌtaŶt stoƌǇ details iŶ loŶg 
shots, ďǇ eŵphasiziŶg the iŵpoƌtaŶĐe of the ďaĐkgƌouŶd iŶfoƌŵaioŶ foƌ the uŶdeƌstaŶdiŶg of 
the stoƌǇ – geŶeƌates his sigŶatuƌe.

1.ϴ. CharaĐters iŶ the ilŵ

IŶ the iŶtƌoduĐtoƌǇ Đhapteƌ a posiioŶ ǁas eǆpƌessed that the ĐoŶĐept of the ĐhaƌaĐteƌ iŶ a 
stoƌǇ ŵaǇ diƌeĐtlǇ iŶlueŶĐe the degƌee of ŶaƌƌaiǀitǇ. IŶ Goodbye, Dragon Inn ǁe eŶĐouŶteƌ Ŷo 
ƌouŶded ĐhaƌaĐteƌs that faĐilitate the ideŶiiĐaioŶ pƌoĐess, ǁhiĐh is the ďasis of ouƌ eǆpeƌieŶĐe 
ǁith Ŷaƌƌaiǀe ilŵs.291 IŶstead, ǁe eǆpeƌieŶĐe the ĐhaƌaĐteƌs oŶlǇ fƌoŵ the distaŶĐe aŶd oŶlǇ 
thƌough theiƌ deeds, ǀeƌǇ seldoŵ thƌough dialogues. Although, ateƌ ƌepeated ǀieǁiŶgs, it is 
possiďle to state the goals aŶd ŵoiǀaioŶ foƌ theiƌ aĐioŶs, theǇ ĐoŵpletelǇ difeƌ fƌoŵ those 
of ŵaiŶstƌeaŵ ĐiŶeŵa. NoďodǇ has to saǀe the ǁoƌld iŶ these sloǁ ilŵs. OŶ the ĐoŶtƌaƌǇ, 
eǀeƌǇ siŶgle sŵall aŶd oƌdiŶaƌǇ aĐiǀitǇ is ǁoƌth shoǁiŶg, although fƌoŵ iƌst glaŶĐe the aiŵ 
ŵaǇ ƌeŵaiŶ uŶĐleaƌ.

IŶ the Đase of Goodbye, Dragon Inn, theƌe is oŶlǇ oŶe ĐhaƌaĐteƌ pƌeseŶt duƌiŶg the ǁhole ilŵ – 
the Đashieƌ. Heƌ pƌeseŶĐe aloŶe ies all the difeƌeŶt stoƌǇliŶes togetheƌ, as she tƌaǀels thƌough 
the ĐiŶeŵa duƌiŶg the ilŵ sĐƌeeŶiŶg. But ǁe do Ŷot aĐƋuiƌe aŶǇ iŶfoƌŵaioŶ aďout heƌ. We 
ŵight ĐoŶĐlude that she is iŶ loǀe ǁith the pƌojeĐioŶist fƌoŵ the last shot of the ilŵ as ǁe 
see heƌ staƌiŶg at hiŵ. OŶlǇ ateƌ seeiŶg this last sĐeŶe of the ilŵ, the ǁhole stoƌǇliŶe of heƌ 
uŶƌeƋuited loǀe Đoŵes to the foƌe. NaŵelǇ, the sĐeŶe at the ďegiŶŶiŶg of the ilŵ ǁheƌe the 
Đashieƌ piĐks up a steaŵed ďuŶ aŶd ďƌiŶgs a paƌt of it iŶto the pƌojeĐioŶist s͛ ƌooŵ aĐƋuiƌes 
Ŷeǁ sigŶiiĐaŶĐe. The Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ of this theŵe deŵoŶstƌates hoǁ ŵiŶiŵalisiĐ a 
stoƌǇliŶe iŶ sloǁ ĐiŶeŵa ilŵ ĐaŶ ďe. Tsai uses just thƌee episodes thƌoughout the ǁhole ilŵ 
;ŵiŶute ϵ, ŵiŶutes ϭϭ-ϭϲ aŶd ŵiŶute ϰϮͿ ilŵed usiŶg the loŶg shot. To folloǁ the stoƌǇliŶe, 
the ǀieǁeƌ has to sĐaŶ the shot ŵeiĐulouslǇ aŶd ďe aǁaƌe that eǀeƌǇ aĐiǀitǇ iŶ the shot Đould 
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lead to a stoƌǇliŶe, ǁhiĐh Đould ďe deǀeloped fuƌtheƌ oŶlǇ ateƌ a loŶg stƌetĐh of ilŵ.

The seĐoŶd iguƌe that appeaƌs thƌoughout tǁo-thiƌds of the ilŵ is the JapaŶese touƌist. His 
goals ƌeŵaiŶ uŶĐleaƌ. IŶ faĐt, he tƌies to estaďlish ĐoŶtaĐt ǁith otheƌ audieŶĐe ŵeŵďeƌs iŶ the 
old ĐiŶeŵa, ďut ǁhetheƌ he ǁishes a seǆual eŶĐouŶteƌ is uŶĐeƌtaiŶ. With his aiŵless ǁalkiŶg 
thƌough the ĐiŶeŵa he ĐoŶŶeĐts ǁith otheƌ iguƌes iŶ Tsai s͛ ilŵs.

Hoǁeǀeƌ, foƌ a ĐiŶeŵa-eduĐated ǀieǁeƌ it ŵaǇ ďeĐoŵe Đleaƌ duƌiŶg the iƌst half of the ilŵ 
that this ŵaŶ is oŶe of the pƌiŶĐipal ĐhaƌaĐteƌs of the ilŵ, ďeĐause he is depiĐted Ƌuite oteŶ.

The aĐtoƌ Miao TiaŶ fuŶĐioŶs oŶ tǁo leǀels. As a iĐioŶal ĐhaƌaĐteƌ he is a ghost fƌoŵ otheƌ 
ilŵs of Tsai, ďut at the saŵe iŵe he ƌepƌeseŶts hiŵself as aŶ aĐtoƌ fƌoŵ the gloƌious daǇs of 
the ǁuǆia ilŵs, aŶd as suĐh a ƌefeƌeŶĐe poiŶt foƌ TaiǁaŶese ilŵ histoƌǇ.

AĐtoƌ ChuŶ “hih aĐtuallǇ plaǇs hiŵself aŶd fuŶĐioŶs ŵeƌelǇ as a sǇŵďol of the old ĐiŶeŵa that 
ŶoďodǇ ǁatĐhes aŶǇŵoƌe. But, as alƌeadǇ uŶdeƌliŶed aďoǀe, this ĐhaƌaĐteƌ s͛ fuŶĐioŶ ŵaǇ 
ƌeŵaiŶ a ŵǇsteƌǇ foƌ the audieŶĐe ǁith Ŷo addiioŶal kŶoǁledge of TaiǁaŶese ĐiŶeŵa.

The pƌojeĐioŶist appeaƌs oŶlǇ at ŵiŶute ϲϴ of the ilŵ, aŶd ǁe get Ŷo ŵoƌe iŶfoƌŵaioŶ aďout 
hiŵ. He Đloses the ĐiŶeŵa aŶd leaǀes, so the audieŶĐe ĐaŶ oŶlǇ guess that he has Ŷo loǀe 
iŶteƌest iŶ the Đashieƌ. CleaƌlǇ, ǁith the iŶtƌoduĐioŶ of the pƌojeĐioŶist the stoƌǇ goes iŶ a 
Ŷeǁ diƌeĐioŶ. Noǁ he aŶd his ŵuŶdaŶe aĐioŶs at the eŶd of his last ǁoƌkiŶg daǇ aƌe at the 
ĐeŶtƌe of the stoƌǇ. 

Caƌl PlaŶiŶga disĐeƌŶs ďetǁeeŶ sǇŵpatheiĐ aŶd distaŶĐed Ŷaƌƌaiǀes. The iƌst kiŶd of this 
Ŷaƌƌaiǀe disĐouƌse suggests ĐloseŶess to ĐeŶtƌal ĐhaƌaĐteƌs aŶd the ǀieǁeƌ is iŶǀited to 
ƌespoŶd ŵostlǇ ǁith sǇŵpathǇ foƌ theŵ.292 OŶ the ĐoŶtƌaƌǇ, distaŶĐed Ŷaƌƌaiǀes aǀoid suĐh 
ĐloseŶess. IŶstead theǇ faǀouƌ a ŵoƌe distaŶĐed, ĐƌiiĐal, soŵeiŵes huŵoƌous, aŶd eǀeŶ 
ĐǇŶiĐal peƌspeĐiǀe aŶd oŶe that eŶĐouƌages ĐƌiiĐal judgŵeŶt.293 As Goodbye, Dragon Inn 

displaǇs its ĐhaƌaĐteƌs thƌough ĐƌeaiŶg detaĐhŵeŶt iŶ the audieŶĐe, this ilŵ also ďeloŶgs 
to the distaŶĐed Ŷaƌƌaiǀes ĐategoƌǇ. EǀeŶ ŵoƌe, as Ŷo stƌoŶg ďoŶds aƌe ďuilt ďetǁeeŶ the 
ĐhaƌaĐteƌs aŶd the audieŶĐe, this is a Đase eǆaŵple foƌ PlaŶiŶga, ǁho holds that the oǀeƌall 
desigŶ of the ilŵ s͛ Ŷaƌƌaiǀe is aĐĐouŶtaďle foƌ eliĐiiŶg eŵoioŶs ƌatheƌ thaŶ the laĐk of 
ƌespoŶse to aŶǇ paƌiĐulaƌ ĐhaƌaĐteƌ.294

As alƌeadǇ ŵeŶioŶed, KƌisiŶ ThoŵpsoŶ takes the ĐhaƌaĐteƌ s͛ goals as a heuƌisiĐ tool foƌ 
deteĐiŶg the tuƌŶiŶg poiŶts aŶd foƌ ideŶifǇiŶg the aĐts of the ilŵ. As deŵoŶstƌated aďoǀe, 
the goals of the iguƌes iŶ this sloǁ ĐiŶeŵa eǆaŵple ĐaŶ ƌeŵaiŶ ŶegleĐted; theƌefoƌe it isŶ͛t 
possiďle to use theŵ as heuƌisiĐ tools. IŶstead, the ĐoŶĐept of tuƌŶiŶg poiŶts as aŶ uŶusual 
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eǀeŶt iŶ the stoƌǇliŶe seeŵs ŵoƌe appƌopƌiate foƌ ilŵs that ƌepƌeseŶt sloǁ ŶaƌƌaioŶ.

1.9. Act schemata in Goodbye, Dragon Inn

At the ďegiŶŶiŶg of the aŶalǇsis a goal ǁas set to eǆploƌe ǁhetheƌ soŵe kiŶd of aĐt stƌuĐtuƌe 
ĐaŶ ďe tƌaĐed iŶ sloǁ ĐiŶeŵa. The aŶalǇsis of the degƌee of ŶaƌƌaiǀitǇ iŶ the ilŵ Goodbye, 

Dragon Inn leads to the folloǁiŶg ĐoŶĐlusioŶs.

As iŶdiĐated aďoǀe, the Ŷaƌƌaiǀe of Goodbye, Dragon Inn ĐoŶsists of iǀe paƌts. The setup is 
uŶusuallǇ loŶg, ďut it seeŵs to ďe ĐhaƌaĐteƌisiĐ of sloǁ ĐiŶeŵa, aŶd ĐaŶ ďe eǆplaiŶed ǁith the 
sloǁ Ŷaƌƌaiǀe paĐe of the ilŵ. It is folloǁed ďǇ a ĐoŵpliĐaiŶg aĐioŶ, a deǀelopŵeŶt, a Đliŵaǆ, 
aŶd a ĐlosiŶg ǁith aŶ epilogue. 

IŶ the setup the ŵaiŶ stoƌǇliŶes aƌe estaďlished – it is the uŶhappǇ loǀe of the Đashieƌ toǁaƌds 
the pƌojeĐioŶist ǁhiĐh lasts foƌ the ǁhole ilŵ. As ŵaǇ ďe ĐoŶĐluded fƌoŵ the eǆpliĐatuƌes aŶd 
iŵpliĐatuƌes, eaĐh of the ƌeŵaiŶiŶg fouƌ paƌts of the stoƌǇ aƌe deǀoted to aŶotheƌ theŵe: that 
of the ĐiŶeŵa as a plaĐe foƌ hoŵoseǆual eŶĐouŶteƌs ;ĐoŵpliĐaiŶg aĐioŶͿ, that of the hauŶted 
ĐiŶeŵa ;deǀelopŵeŶtͿ, that of the ĐiŶeŵa as a iŵe goŶe ďǇ ;ĐliŵaǆͿ, aŶd that of the ĐlosiŶg 
doǁŶ of the ĐiŶeŵa ďǇ the pƌojeĐioŶist ;epilogueͿ. IŶ ŵaiŶstƌeaŵ ĐiŶeŵa all of the stoƌies 
;theŵesͿ deǀeloped iŶ the ilŵ ǁould ďe pƌeseŶt thƌoughout the ilŵ, ďut iŶ Goodbye, Dragon 

Inn, theǇ Đoŵe up iŶ tuƌŶs. Ateƌ disĐoǀeƌiŶg that the ilŵ s͛ plot is aĐtuallǇ ďuilt oŶ seǀeƌal 
theŵes, it ďeĐoŵes Đleaƌeƌ ǁheƌe to look foƌ the aĐt ďƌeaks, aŶd ǁheƌe tuƌŶiŶg poiŶts ĐaŶ ďe 
loĐated.

As stated iŶ the iŶtƌoduĐioŶ, eǀeŶts iŶ sloǁ ĐiŶeŵa ĐaŶ ďe Đalled eǀeŶts ǁheŶ theiƌ 
eǀeŶfulŶess is ŵaŶifested oŶ the disĐouƌse leǀel. IŶ the Đase of Goodbye, Dragon Inn, soŵe of 
the aĐt ďƌeaks aƌe Đaused ďǇ tuƌŶiŶg poiŶts that tuƌŶ out to ďe oŶ the disĐouƌse leǀel, aŶd Ŷot 
aĐĐoƌdiŶg to stoƌǇ deǀelopŵeŶt.

This is the Đase iŶ the iƌst episode iŶ the ilŵ, at the eŶd of the setup. It is the ŵoŶtage 
seƋueŶĐe ďetǁeeŶ the Đlose-up of the Đashieƌ aŶd the shots fƌoŵ the TaiǁaŶese ĐiŶeŵa ĐlassiĐ 
Dragon Gate Inn. The loĐaioŶ of the Đashieƌ is uŶĐleaƌ, it seeŵs that she is staŶdiŶg ďehiŶd the 
sĐƌeeŶ aŶd lookiŶg up. The dƌaŵaiĐ ŵusiĐ fƌoŵ Dragon Gate Inn, full of teŶsioŶ, uŶdeƌsĐoƌes 
this shot-ƌeǀeƌse-shot seƋueŶĐe. This seƋueŶĐe staŶds out fƌoŵ the ǁhole ilŵ, ďeĐause the 
ĐuiŶg stǇle aŶd the ŵusiĐ Đƌeate teŶsioŶ, ǁhiĐh has Ŷot ďeeŶ ďuilt up ďǇ aŶǇ of the pƌeǀious 
shots as ǁould ďeit a HollǇǁood ilŵ. IŶ ŵaiŶstƌeaŵ ilŵ, this dƌaŵaiĐ teŶsioŶ ǁould also 
ďe jusiied as a tuƌŶiŶg poiŶt of the stoƌǇ. Foƌ the Ŷaƌƌaiǀe pateƌŶ of this paƌiĐulaƌ ilŵ, this 
seƋueŶĐe staŶds out aŶd eǀeŶ looks peĐuliaƌ. The ǀieǁeƌ has to ĐoŶstƌuĐt a ŵeaŶiŶg foƌ it that 
ǁould eitheƌ jusifǇ the dƌaŵaiĐ teŶsioŶ ;aĐĐoƌdiŶg to the sĐheŵata of ƌealisŵͿ oƌ iŶteƌpƌet it 
as aŶ authoƌ s͛ ĐoŵŵeŶt. OŶe ŵight thiŶk, this seƋueŶĐe leads to Ŷeǁ deǀelopŵeŶts oƌ ƌeǀeals 
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soŵe Ŷeǁ iŶfoƌŵaioŶ, ďut this is Ŷot the Đase. “tǇlisiĐallǇ it is a tuƌŶiŶg poiŶt, ďeĐause it 
difeƌs fƌoŵ the ƌest of the ilŵ iŶ teƌŵs of its aƌisiĐ desigŶ ;shot- ƌeǀeƌse-shotͿ.  The ĐuiŶg 
pateƌŶ, shoƌt aŶd fast, is siŵilaƌ to that of Dragon Gate Inn, ďut foƌ Goodbye, Dragon Inn, 
it is ǀeƌǇ stƌaŶge aŶd foƌŵs a ĐoŶtƌast to the ƌest of the ilŵ. OŶ the leǀel of the Ŷaƌƌaiǀe, it 
iŶtƌoduĐes Ŷo shit iŶ the stoƌǇliŶes. “o it is just a stǇlisiĐal tuƌŶiŶg poiŶt aŶd a Đleaƌ eǆaŵple 
that iŶ sloǁ ĐiŶeŵa, a tuƌŶiŶg poiŶt ĐaŶ also ďe deiŶed ǁith Ŷo ĐoŶŶeĐioŶs to ĐhaƌaĐteƌ 
deǀelopŵeŶt oƌ goals. Thƌough its uŶusual stǇle this seƋueŶĐe seƌǀes to ǁake the ǀieǁeƌ fƌoŵ 
lethaƌgǇ ;oƌ iŵŵeƌsioŶͿ, aŶd to ƌeŶeǁ iŶteƌest iŶ the ilŵ.

Ateƌ ŵuliple ǀieǁiŶgs it ďeĐoŵes Đleaƌ that this seƋueŶĐe Đloses the setup, ďeĐause eaĐh 
of the Ŷeǆt thƌee paƌts of the ilŵ aƌe dediĐated to aŶotheƌ theŵe, ǁith the stoƌǇliŶe of the 
Đashieƌ oĐĐuƌƌiŶg thƌoughout the ilŵ. 

CoŶǀeƌselǇ, the tuƌŶiŶg poiŶt iŶ the ĐoŵpliĐaiŶg aĐioŶ that pƌeĐedes aŶ iŶseƌted aĐt ďƌeak is 
aŶ episode ǁith a ǀeƌǇ iŵpoƌtaŶt ǀeƌďal uteƌaŶĐe. NaŵelǇ, the dialogue ďetǁeeŶ the JapaŶese 
ŵaŶ aŶd the sŵokiŶg ŵaŶ at ŵiŶute ϰϰ of the ilŵ. The sŵokiŶg ŵaŶ asks the JapaŶese 
ŵaŶ if he kŶoǁs that this ĐiŶeŵa is hauŶted ďǇ ghosts, aŶd the JapaŶese ŵaŶ ĐoŶfesses his 
ŶaioŶalitǇ. This dialogue has seǀeƌal fuŶĐioŶs. OŶ oŶe haŶd, it Đhaƌges the ilŵ ǁith a Ŷeǁ 
ŵeaŶiŶg, ǁhiĐh ǁas Ŷot oďǀious fƌoŵ pƌeǀious shots – that the ĐiŶeŵa is hauŶted. This Đasts 
a Ŷeǁ light oŶ all the pƌeǀious sĐeŶes, ďeĐause it ŵakes the ǀieǁeƌ feel iŶseĐuƌe aďout the 
eaƌlieƌ episodes. What ǁas ƌeal aŶd ǁhat ǁas hauŶted?  It ďuilds a tuƌŶiŶg poiŶt of the stoƌǇ. 
This dialogue Đoŵes alŵost pƌeĐiselǇ at the ŵidǁaǇ poiŶt of the ilŵ aŶd diǀides it iŶto tǁo 
paƌts ;ŵiŶute ϰϰ out of ϴϲ ŵiŶutesͿ. IŶ this Đase the stƌuĐtuƌe of Goodbye, Dragon Inn, ǁith 
the tuƌŶiŶg poiŶt of the ĐoŵpliĐaiŶg aĐioŶ at the ŵidǁaǇ of the ilŵ, ĐoƌƌespoŶds to the 
HollǇǁood ŵodels aŶalǇsed ďǇ KƌisiŶ ThoŵpsoŶ. “he states that at the ŵiddle of the ilŵ is a 
ĐeŶtƌallǇ loĐated tuƌŶiŶg poiŶt, ǁhiĐh is as eƋual as the otheƌ tuƌŶiŶg poiŶts.295

IŶ aŶǇ Đase, the ĐoŵpliĐaiŶg aĐioŶ of Goodbye, Dragon Inn also eǆeŵpliies KƌisiŶ ThoŵpsoŶ s͛ 
stateŵeŶt that this paƌt of the ilŵ ͞seƌǀes as a soƌt of ĐouŶteƌ-setup, ďuildiŶg a ǁhole Ŷeǁ 
situaioŶ ǁith ǁhiĐh the pƌotagoŶist ŵust Đope.͟ 296 IŶ this Đase – the ĐoŶfessioŶ aďout the 
hauŶiŶg giǀes the stoƌǇ a Ŷeǁ tǁist.

The deǀelopŵeŶt is the aĐt iŶ the ilŵ that eǆeŵpliies the theŵe of the hauŶted ĐiŶeŵa, 
ǁhiĐh ǁas ďƌought up at the eŶd of the pƌeǀious aĐt. AĐtuallǇ, the deǀelopŵeŶt ĐoŶsists of 
oŶlǇ oŶe episode, ǁheƌe ǁe ǁatĐh hoǁ the JapaŶese ŵaŶ ďeĐoŵes ŵoƌe aŶd ŵoƌe teƌƌiied 
ďǇ the ladǇ ĐƌaĐkiŶg Ŷuts iŶ the ĐiŶeŵa – the episode lasts foƌ appƌoǆiŵatelǇ seǀeŶ ŵiŶutes. 
HeŶĐe, iŶ sloǁ ĐiŶeŵa ǁe ĐaŶŶot speak of aĐts haǀiŶg appƌoǆiŵatelǇ the saŵe ƌaŶge of leŶgth. 
The plaĐeŵeŶt of this aĐt ďƌeaks seeŵs jusiiaďle ďeĐause, as the JapaŶese ŵaŶ leaǀes the 
ĐiŶeŵa, he leaǀes Ŷot oŶlǇ the ďuildiŶg, ďut also the stoƌǇ ǁoƌld. Thus, this stoƌǇliŶe ƌeĐeiǀes 

��� K������ �������� Storytelling in the New Hollywood. Understanding Classical Narrative Technique� 
Cambridge, Mass., 1999. p. 31.
��6 I���.� �. �8.
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Đlosuƌe. 

IŶ the Đliŵaǆ, the tuƌŶiŶg poiŶt ďegiŶs aŶd takes soŵe iŵe to ďuild up. This is a Đleaƌ eǆaŵple 
of KƌisiŶ ThoŵpsoŶ ŶoiŶg that the tuƌŶiŶg poiŶt ĐaŶ also last foƌ Ƌuite a stƌetĐh of iŵe. 
IŶ this aĐt ǁe see tǁo oldeƌ ŵeŶ ǁatĐhiŶg the ilŵ Dragon Gate Inn aŶd, ateƌ the ilŵ has 
eŶded, ǁe ǁitŶess the eŵptǇ ĐiŶeŵa hall aŶd the ŵeeiŶg of ďoth ŵeŶ iŶ fƌoŶt of the ĐiŶeŵa 
eŶtƌaŶĐe. TakiŶg iŶto aĐĐouŶt ouƌ ĐiŶeŵa-goiŶg eǆpeƌieŶĐe aŶd the ĐoŶteǆtual iŶfoƌŵaioŶ 
aďout TaiǁaŶese ĐiŶeŵa histoƌǇ, the stoƌǇ liŶe of the ĐiŶeŵa s͛ gloƌious daǇs goŶe ďǇ Đoŵe to 
Đlosuƌe, as eǆeŵpliied, foƌ eǆaŵple, ďǇ the ǀisual juǆtaposiioŶ. WheŶ the ilŵ ďegaŶ ǁe saǁ a 
ĐiŶeŵa full of ǀieǁeƌs, ďut at the eŶd of the ilŵ it s͛ eŵptǇ. It is a ǀisual ŵetaphoƌ foƌ the state 
of ĐiŶeŵa – people used to go to the ĐiŶeŵa, ďut todaǇ ilŵs plaǇ oŶsĐƌeeŶ ǁith Ŷo ǀieǁeƌs 
iŶ the auditoƌiuŵ. The dialogue ďetǁeeŶ the foƌŵeƌ ĐiŶeŵa staƌs uŶdeƌliŶes this ĐhaŶge – Ŷo 
oŶe Đoŵes to the ŵoǀies aŶd Ŷo oŶe ƌeŵeŵďeƌs theŵ. This liŶe spokeŶ ďǇ the aĐtoƌ ďƌiŶgs 
this theŵe to aŶ eŶd. But this paƌt is folloǁed ďǇ aŶ epilogue. It is Ƌuite leŶgthǇ aŶd aĐtuallǇ 
Đoǀeƌs a Ŷeǁ theŵe ;the ĐlosiŶg doǁŶ of the ĐiŶeŵaͿ aŶd ďƌiŶgs iŶ a Ŷeǁ ĐhaƌaĐteƌ ;the 
pƌojeĐioŶistͿ, aŶd foƌ this studǇ s͛ puƌposes it deseƌǀes to ďe tƌeated as a sepaƌate aĐt.

At the ŵoŵeŶt ǁheŶ the Đashieƌ Đoŵes out of the daƌkŶess to ǁitŶess the pƌojeĐioŶist leaǀiŶg 
aŶd the ŵelodƌaŵaiĐ soŶg staƌts, the loǀe stoƌǇ aĐƋuiƌes Đlosuƌe aŶd the ilŵ ƌeaĐhes the eŶd 
;ǁhiĐh, as H. Poƌteƌ Aďďot ƌightlǇ ƌeŵaƌks, do Ŷot haǀe to ĐoiŶĐide.297Ϳ. This sĐeŶe aŶsǁeƌs the 
iŶal ƋuesioŶ of the ilŵ – ǁhat ǁas the Đashieƌ s͛ stoƌǇ – aŶd the ƌoŵaŶiĐ ŵusiĐ uŶdeƌliŶes 
the atŵospheƌe of uŶfulilled loǀe. Thus, ǁe as audieŶĐe ĐoŶĐlude that the ilŵ has Đoŵe to 
aŶ eŶd eǀeŶ ďefoƌe the ĐlosiŶg itles staƌt to ƌoll.

Goodbye, Dragon Inn deŵoŶstƌates that the ŶoioŶ of tuƌŶiŶg poiŶts as used ďǇ ThoŵpsoŶ 
has to ďe ƌedeiŶed. AestheiĐ deǀiĐes ;Đlose-ups, leŶgth of the shotͿ that ĐoŶsideƌaďlǇ difeƌ 
iŶ theiƌ use fƌoŵ the ƌest of the ilŵ also fuŶĐioŶ as a soƌt of gaŵe-ĐhaŶgeƌs, aŶd sepaƌate 
the aĐts. EǀeŶ ŵoƌe, ǁith this Ŷeǁ uŶdeƌstaŶdiŶg of tuƌŶiŶg poiŶts, theƌe shouldŶ͛t ďe aŶǇ 
issue iŶ ƌegaƌds to puiŶg aĐt ďƌeaks iŶ totallǇ aƌďitƌaƌǇ plaĐes. This outĐoŵe fƌoŵ the aŶalǇsis 
of Goodbye Dragon Inn fuels iŶteƌest iŶ ǁhetheƌ this Ŷeǁ deiŶiioŶ holds tƌue iŶ otheƌ Đase 
studies iŶ the Đhapteƌs to Đoŵe.

��� H. P����� A����� Closure in David Herman, Manfred Jahn, and Marie-Laure Ryan (eds.) Routledge 
Encyclopedia of Narrative Theory� ������� ����� �. 6�� 66.
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2. Liverpool ;dir. LisaŶdro AloŶso, ArgeŶiŶa, ϮϬϬϴͿ – preseŶĐe as aŶ efeĐt of ŵiŶiŵalisŵ

The ilŵ seleĐted foƌ the seĐoŶd Đase studǇ is Liverpool ďǇ the AƌgeŶiŶiaŶ ilŵŵakeƌ LisaŶdƌo 
AloŶso, ǁho has ďeeŶ pƌized as oŶe of the ŵost aĐĐoŵplished aŶd oƌigiŶal ĐoŶteŵpoƌaƌǇ 
ilŵŵakeƌs fƌoŵ LaiŶ AŵeƌiĐa.298 He ŵade his deďut ilŵ La Libertad iŶ ϮϬϬϭ, aŶd Liverpool 

is his fouƌth of iǀe featuƌe leŶgth ilŵs. His Ŷaŵe is oŶe of the ŵost fƌeƋueŶtlǇ ŵeŶioŶed iŶ 
ƌegaƌds to sloǁ ĐiŶeŵa. No ǁoŶdeƌ, ďeĐause the stoƌies he Đhooses to tell aƌe spaƌse Ŷaƌƌaiǀes 
fƌaŵed ŵaiŶlǇ iŶ loŶg shots of eǆteŶded duƌaioŶ. At the saŵe iŵe his uŶiƋue ĐiŶeŵaiĐ 
ǀisioŶ ĐaŶ also ďe suďsuŵed uŶdeƌ ŵiŶiŵalisŵ aŶd, as ǁill ďe shoǁŶ, theƌe is Ŷo ĐoŶtƌadiĐioŶ 
ďetǁeeŶ sloǁ ĐiŶeŵa aŶd ŵiŶiŵalisŵ. “loǁ ĐiŶeŵa ŵaǇ eǀeŶ ďe ƌegaƌded as aŶ uŵďƌella 
teƌŵ foƌ difeƌeŶt aƌisiĐ appƌoaĐhes. Foƌ eǆaŵple, the Đase studies of the ilŵs The Turin 

Horse aŶd Fallen ǁill ďe dediĐated to the paƌaŵetƌiĐ ŵode of ĐiŶeŵa ŶaƌƌaioŶ. 

This Đhapteƌ ǁill put foƌǁaƌd the aƌguŵeŶt that ŵiŶiŵalisŵ is aŶ aƌisiĐ appƌoaĐh deiŶed 
ďǇ the ĐoŶĐepts of tellaďilitǇ aŶd ŶaƌƌaiǀitǇ, aŶd ateŵpt to aŶalǇse the ilŵ Liverpool as a 
paƌiĐulaƌ Đase iŶ poiŶt.

The Đhapteƌ is stƌuĐtuƌed as folloǁs: the histoƌǇ of the ŶoioŶ of ŵiŶiŵalisŵ aŶd the siŵilaƌiies 
ďetǁeeŶ sloǁ ĐiŶeŵa aŶd ŵiŶiŵalisŵ, folloǁed ďǇ a desĐƌipioŶ of the stƌuĐtuƌe of Liverpool 

iŶ its duƌaioŶ. The seĐoŶd paƌt of the Đhapteƌ is aŶ aŶalǇsis of the ilŵ aloŶg the liŶes of 
ĐoŶĐepts suĐh as tellaďilitǇ, leǀels of Ŷaƌƌaiǀe, the doŵiŶaŶt aŶd the speĐtatoƌ s͛ eǆpeĐtaioŶs. 
The eǆaŵiŶaioŶ of these ĐoŶĐepts ǁill eǆplaiŶ hoǁ ŵiŶiŵalisŵ fuŶĐioŶs as appƌoaĐhed fƌoŵ 
the poiŶt of ǀieǁ of Ŷaƌƌaiǀe theoƌǇ aŶd ĐoŵpƌeheŶsioŶ, aŶd ǁhat ĐoŶseƋueŶĐes it has foƌ 
the seaƌĐh foƌ ƌeleǀaŶĐe of aŶ eǀeŶt. TheŶ the iŶdiŶgs aďout the aĐt stƌuĐtuƌe of the ilŵ, 
ǁhiĐh ĐoŶiŶue to suppoƌt the oďseƌǀaioŶs ŵade duƌiŶg the aŶalǇsis of Goodbye, Dragon Inn, 

ǁill ďe looked at. Hoǁeǀeƌ, ĐoŶĐeƌŶiŶg the desĐƌipioŶ of the ilŵ´s stƌuĐtuƌe, it is iŵpoƌtaŶt to 
stƌess that Liverpool doesŶ͛t ĐoŶtaiŶ aŶǇ ĐoŵpliĐaiŶg aĐioŶ, oŶlǇ a set-up, a deǀelopŵeŶt, a 
Đliŵaǆ aŶd Ƌuite a loŶg epilogue. Liverpool ĐoŶsists ŵaiŶlǇ of loŶg shots that aƌe oteŶ staiĐ. 
“iŵilaƌlǇ to Goodbye, Dragon Inn, oteŶ a shot eƋuals aŶ episode iŶ this ilŵ. 

This Đhapteƌ ǁill ĐoŶĐlude ǁith a disĐussioŶ of the issue of pƌeseŶĐe - iŶ sloǁ ilŵs otheƌ 
stƌategies of eǆpeƌieŶĐiŶg aƌt aƌe also at ǁoƌk, Ŷot oŶlǇ the speĐtatoƌ´s seaƌĐh foƌ ƌeleǀaŶĐe 
oƌ iŶteƌpƌetaioŶ of aŶ uteƌaŶĐe. Thus theƌe ǁill ďe a depaƌtuƌe fƌoŵ puƌe stƌuĐtuƌal aŶalǇsis 
of ilŵ´s Ŷaƌƌaiǀe, ǁhiĐh is aĐtuallǇ the ŵaiŶ iŶteŶioŶ heƌeiŶ. Hoǁeǀeƌ, as stƌessed iŶ the 
iŶtƌoduĐtoƌǇ paƌt of the pƌojeĐt, eǀeƌǇ aƌisiĐ deĐisioŶ is ŵade iŶ oƌdeƌ to aĐhieǀe ĐeƌtaiŶ 
efeĐts. As it ǁill ďe deŵoŶstƌated, iŶ Liverpool the ƌealŵ of ǁeak iŵpliĐatuƌes ďeĐoŵes so 
uŶpƌediĐtaďle that at ĐeƌtaiŶ poiŶts the plot giǀes ǁaǇ to otheƌ, ŶoŶ-Ŷaƌƌaiǀe stƌategies iŶ 
oƌdeƌ to faĐilitate the aƌisiĐ eǆpeƌieŶĐe.

298 No Man´s Land – The Cinema of Lisandro Alonso, Harvard Film Archive, htp://hĐl.haƌǀaƌd.edu/hfa/
ilŵs/ϮϬϬϵoĐtdeĐ/aloŶso.htŵl (accessed 05.11.2013).
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Ϯ. ϭ. MiŶiŵalisŵ aŶd sloǁ ĐiŶeŵa

IŶ oƌdeƌ to deŵoŶstƌate the ĐoŶseƋueŶĐes of ŵiŶiŵalisŵ foƌ the pƌoĐess of ĐoŵiŶg to gƌips 
ǁith sloǁ ĐiŶeŵa, this aƌisiĐ appƌoaĐh ŵust iƌst ďe deiŶed. As “aŶdƌa BeƌĐhtel oďseƌǀes iŶ 
heƌ ďook aďout ŵiŶiŵalisŵ iŶ liteƌatuƌe aŶd ilŵ, Ƌuite dispaƌate pheŶoŵeŶa aƌe suďsuŵed 
uŶdeƌ this ŶoioŶ. Thus it is ŵaŶdatoƌǇ to alǁaǇs speĐifǇ iŶ ǁhiĐh disĐipliŶe it is used.  
Hoǁeǀeƌ, ǁhat uŶites theŵ all is the eŵphasis oŶ the esseŶial aŶd, ĐoŶseƋueŶtlǇ, as a ĐeƌtaiŶ 
foƌŵ of aďstƌaĐioŶ.299 IŶ Đase of the ĐiŶeŵa it is aŶ aestheiĐ appƌoaĐh faǀouƌiŶg loŶg takes, 
esĐheǁiŶg of Đuts, ŵoioŶless ĐhaƌaĐteƌs aŶd ŵiŶiŵal aĐioŶ that all eŶaďle deĐeleƌaioŶ.ϯϬϬ

 

CleaƌlǇ these featuƌes aƌe ǀeƌǇ Đlose to the ĐhaƌaĐteƌisiĐs of sloǁ ĐiŶeŵa, aŶd thus it is Ŷot 
suƌpƌisiŶg that the efeĐt aĐhieǀed oŶ the ǀieǁeƌ thƌough ŵiŶiŵalisŵ as ǁell as sloǁ ĐiŶeŵa 
is the saŵe – the fƌeedoŵ of iŵagiŶaioŶ.ϯϬϭ IŶ lookiŶg foƌ the histoƌiĐal ƌoots of this appƌoaĐh 
iŶ ilŵ histoƌǇ, BeƌĐhtel paƌtlǇ Ŷaŵes the saŵe aƌists of the aǀaŶt-gaƌde as FlaŶagaŶ did iŶ 
his seaƌĐh foƌ the aŶĐestoƌs of sloǁ ĐiŶeŵa. “he ŵeŶioŶs ƌepƌeseŶtaiǀes of stƌuĐtuƌal ilŵ 
suĐh as AŶdǇ Waƌhol, ďut also eŶlaƌges the ield ďǇ ŶaŵiŶg difeƌeŶt ƌepƌeseŶtaiǀes of the 
iŶteƌŶaioŶal aǀaŶt-gaƌde suĐh as “ǇlǀiŶa BoissoŶŶas ;FƌaŶĐeͿ, Lutz Moŵŵaƌtz ;GeƌŵaŶǇͿ, 
Jaŵes BeŶŶiŶg ;U“AͿ, aŵoŶg otheƌs. “he also disĐoǀeƌs a teŶdeŶĐǇ toǁaƌds ŵiŶiŵalisŵ iŶ 
aƌthouse ĐiŶeŵa, aŶd puts ChaŶtal AkeƌŵaŶŶ, AleǆaŶdeƌ “okuƌoǀ, Fƌed KeleŵeŶ, Bela Taƌƌ 
aŶd “aƌuŶas Baƌtas oŶ heƌ list. BeƌĐhtel Đoŵpletes the list ǁith ƌepƌeseŶtaiǀes of the so-Đalled 
BeƌliŶ “Đhool ;HeŶŶeƌ WiŶĐkleƌ, JaŶ Kƌügeƌ, AŶgela “ĐhaŶleĐ, Chƌisoph HoĐhhäuseƌ, BeŶjaŵiŶ 
HeiseŶďeƌg, ChƌisiaŶ Petzold aŶd Thoŵas AƌslaŶͿ, aŶd the aƌists ǁoƌkiŶg foƌ the AustƌiaŶ 
pƌoduĐioŶ ĐoŵpaŶǇ coop 99 ;JessiĐa HausŶeƌ, Baƌďaƌa AlďeƌtͿ as ŵeŵďeƌs of this aƌisiĐ 
teŶdeŶĐǇ iŶ GeƌŵaŶ-speakiŶg ĐouŶtƌies.ϯϬϮ This studǇ s͛ posiioŶ is that the eŶlaƌgiŶg of the list 
of Ŷaŵes, as eǆpƌessed iŶ the iŶtƌoduĐtoƌǇ Đhapteƌ iŶ ƌegaƌds to estaďlishiŶg the ŶoioŶ of sloǁ 
ĐiŶeŵa, Đlaƌiies less thaŶ ŵight ďe eǆpeĐted as the aƌisiĐ appƌoaĐhes of these ilŵŵakeƌs 
aƌe Ƌuite diǀeƌse. It seeŵs ƌatheƌ that ǁe should oŶlǇ ǁoƌk ǁith a ǀeƌǇ geŶeƌal desĐƌipioŶ of 
ŵiŶiŵalisŵ as ofeƌed ǁithiŶ the thƌee seŶteŶĐes aďoǀe. “eĐoŶdlǇ, it is ŵoƌe useful to addƌess 
a paƌiĐulaƌ eǆaŵple aŶd sĐƌuiŶize hoǁ the ŵiŶiŵalisŵ Đoŵes aďout iŶ this paƌiĐulaƌ Đase. 
Thus, oŶ to the desĐƌipioŶ of the ilŵ Liverpool.

 Ϯ.Ϯ. DesĐripioŶ of the ilŵ´s struĐture

The setup (minutes 1 - 33)

A ǀeƌǇ daƌk shot ǁith tǁo seated ŵeŶ plaǇiŶg Đoŵputeƌ gaŵes, ǁith a thiƌd ;iŶ a ǁhite t-shiƌtͿ 
ďehiŶd theŵ, out of foĐus. The thiƌd ŵaŶ staŶds up aŶd leaǀes. As ǁe ǁill lateƌ get to kŶoǁ, 
this thiƌd ŵaŶ is Faƌƌel, the ŵaiŶ ĐhaƌaĐteƌ of the ilŵ. 

299 �a�dra �erch�el  �a�dra �erch�el �a�dra �erch�el Die Kunst der Reduktion. Minimalismus in Literatur und Film, �aarbrücke�, 2008,  p. 6.
300 �bid., p. 31. �bid., p. 31.�bid., p. 31.
301 �bid., p. 33. �bid., p. 33.�bid., p. 33.
302 �bid., p. 38�39. �bid., p. 38�39.�bid., p. 38�39.
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Cut to the Ŷeǆt episode - Faƌƌel looks foƌ food iŶ the Đupďoaƌd. IŶ the Ŷeǆt shot he is sill 
seaƌĐhiŶg foƌ soŵethiŶg iŶ aŶotheƌ ƌooŵ; he iŶds a paĐkage of ŵilk ;?Ϳ aŶd sliĐes a sausage. 
IŶ the Ŷeǆt shot he passes ďǇ the Đupďoaƌd.

Cut to a Ŷeǁ sĐeŶe. Tǁo ŵeĐhaŶiĐs iŶ aŶ eŶgiŶe ƌooŵ. OŶe tells the otheƌ to ĐheĐk the ƌuddeƌ s͛ 
oil leǀel at the steƌŶ. As the ŵeĐhaŶiĐ ǁalks thƌough the ship he disĐoǀeƌs Faƌƌel sleepiŶg 
ďetǁeeŶ the pipes aŶd Đhases hiŵ aǁaǇ ;Ϯ shotsͿ. 

Faƌƌel takes his Đoat fƌoŵ the ǁaƌdƌoďe aŶd leaǀes. IŶ the Ŷeǆt shot he paiŶts a pieĐe of ŵetal 
ǁith ƌed Đolouƌ. As peƌ a Đolleague s͛ suggesioŶ, he goes to get soŵe Đofee. Neǆt shot is oŶ 
the deĐk of a ĐoŶtaiŶeƌ ship; Faƌƌel Đoŵes out oŶto the deĐk aŶd looks oǀeƌ the ƌail. OŶ the 
ďƌidge; the ĐaptaiŶ eŶteƌs. Fƌoŵ the sailoƌs ǁe leaƌŶ that theǇ sill haǀe seǀeŶ houƌs to sail ill 
Ushuaia. Faƌƌel sits at the helŵ of the ship. He asks the ĐaptaiŶ peƌŵissioŶ foƌ a shoƌe leaǀe 
at Ushuaia ďeĐause he ǁaŶts to ǀisit his ƌelaiǀes – he hasŶ͛t seeŶ his ŵotheƌ foƌ Ǉeaƌs, he 
doesŶ´t eǀeŶ kŶoǁ if she is sill aliǀe ;ŵiŶ. ϵ of the ilŵͿ. Faƌƌel also ŵeŶioŶs that his ŵotheƌ 
liǀes Ŷeǆt to the saǁŵill. A ǀeƌǇ loŶg shot of the Đaƌgo ship sailiŶg thƌough the ǁateƌ. The suŶ 
is shiŶiŶg.  Faƌƌel iŶ his ĐaďiŶ. He puts oŶ his oǀeƌalls aŶd his Đoat, sits oŶ his ďed, seeŵs to ďe 
lost iŶ thougth – these aĐiǀiies aƌe ilŵed iŶ theiƌ eŶiƌe duƌaioŶ.

OŶ the deĐk at Ŷight. Faƌƌel sŵokes, liĐkeƌiŶg lights fƌoŵ the shoƌe ;out of foĐusͿ iŶ the 
ďaĐkgƌouŶd ;tǁo shots of Faƌƌel fƌoŵ difeƌeŶt aŶglesͿ. LoŶg shot of the haƌďouƌ. Cut to Faƌƌel 
sill oŶ deĐk, ďut the ship is Ŷoǁ iŶ the haƌďouƌ. Faƌƌel gatheƌs up soŵe pieĐes of ŵetal fƌoŵ 
the deĐk, ďut this is haƌdlǇ disĐeƌŶiďle as the shot is ǀeƌǇ daƌk.  

Cut to Faƌƌel´s ĐaďiŶ. He eŶteƌs ǁith a toǁel iŶ haŶd, seeŵiŶglǇ ƌight fƌoŵ the shoǁeƌ. As he 
is ǁeaƌiŶg a ǁhite shiƌt, ǁe ĐaŶ iŶfeƌ that he is pƌepaƌiŶg to leaǀe. He paĐks his ďag. He puts 
a ďotle of ǀodka iŶ his ďag ateƌ takiŶg a gulp fƌoŵ it ;as the ilŵ deǀelops, this ďeĐoŵes a 
ƌuŶŶiŶg gagͿ. He also puts soĐks iŶ the ďag aŶd doŶs a Đoat. TheŶ he looks aƌouŶd as if to ĐheĐk 
that he hasŶ͛t foƌgoteŶ aŶǇthiŶg, sǁitĐhes of the light aŶd leaǀes.

OŶ deĐk Faƌƌel ƌegisteƌs iŶ a jouƌŶal aŶd leaǀes. IŶ daƌkŶess, Faƌƌel heads doǁŶ the staiƌs, a 
Đold ǁiŶd is ďloǁiŶg. IŶ the Ŷeǆt shot he depaƌts eǀeŶ fuƌtheƌ fƌoŵ the ship. Fƌoŵ Ŷoǁ oŶ the 
shots teŶd to ďe loŶgeƌ as the aĐioŶ oŶ the ship aŶd iŶ ŵost episodes ĐoŶsisted of tǁo shots. 
AŶ aďaŶdoŶed spot ďehiŶd a house ǁith gaƌďage stƌeǁŶ aďout oŶ the sŶoǁ. Faƌƌel takes a 
sŵalleƌ ďag out of the ďiggeƌ oŶe aŶd ƌepaĐks. He also takes a gulp fƌoŵ his ǀodka ďotle. TheŶ 
he hides the ďig ďag ďehiŶd soŵe ďoaƌds aŶd heads of. The Ŷeǆt shot is a shoƌt oŶe depiĐiŶg 
Faƌƌel staŶdiŶg oŶ the stƌeet iŶ the Ŷight. Faƌƌel eats at a taďle iŶ a ĐaŶteeŶ ǁith a laƌge ǁildlife 
ŵuƌal depiĐiŶg autuŵŶ ǁoods ďehiŶd hiŵ. He takes a ĐlaŶdesiŶe gulp fƌoŵ his ďotle of 
ǀodka aŶd also pouƌs soŵe iŶto his glass of ďeeƌ.

IŶ the iƌst shot ǁe see tǁo spaƌselǇ dƌessed ǁoŵeŶ siiŶg at a ďaƌ, ďut the folloǁiŶg shot 
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suggests that this Đould ďe Faƌƌel s͛ suďjeĐiǀe ǀieǁ – he sits at a taďle aŶd ǁatĐhes a stƌiptease 
peƌfoƌŵaŶĐe that ĐaŶ ďe oďseƌǀed fƌoŵ the shadoǁs oŶ the ǁall. 

The Ŷeǆt ŵoƌŶiŶg, Faƌƌel is asleep iŶ aŶ old, aďaŶdoŶed ďus. A Đlose-up of hiŵ foƌ a ŵiŶute aŶd 
a half as he ǁakes up. AŶotheƌ ϭ.ϱ ŵiŶute loŶg shot as he sǁigs fƌoŵ the ǀodka ďotle, sŵokes 
aŶd looks thƌough the ǁiŶdoǁ. A paŶ oǀeƌ the haƌďouƌ folloǁs Faƌƌel passiŶg the ĐoŶtaiŶeƌs.

IŶ the Ŷeǆt shot Faƌƌel asks a tƌuĐkeƌ if a tƌuĐk is goiŶg to TolhuiŶ. The dƌiǀeƌ suggests that 
soŵeoŶe at Pastoƌiza s͛ ŵight ďe goiŶg iŶ that diƌeĐioŶ. Faƌƌel also asks if the ǁaǇ to the 
saǁŵill is opeŶ aŶd gets a posiiǀe aŶsǁeƌ.

Faƌƌel aƌƌiǀes at the ĐaŶteeŶ. IŶ the iƌst shot he ǁaƌŵs his haŶds at the stoǀe iŶ the Đoƌƌidoƌ. 
IŶ the Ŷeǆt oŶe he dƌiŶks a Đup of Đofee iŶ the ĐaŶteeŶ. MeŶ aƌe plaǇiŶg Đaƌds; a giƌl is also 
ǁaiiŶg foƌ the tƌuĐk. As ǁe heaƌ it aƌƌiǀiŶg, the giƌl staŶds up aŶd leaǀes, Faƌƌel folloǁs heƌ. 
The episode lasts foƌ alŵost fouƌ ŵiŶutes – a ŵiŶute foƌ the iƌst shot aŶd alŵost thƌee foƌ the 
seĐoŶd.

The giƌl aŶd Faƌƌel aƌƌiǀe at the latďed tƌuĐk. The giƌl sits iŶ the ĐaďiŶ; Faƌƌel Đliŵďs oŶto the 
ďaĐk of the tƌuĐk aŶd sits doǁŶ oŶ soŵe logs. EǆĐepioŶallǇ, this episode is ilŵed usiŶg a 
ŵoǀiŶg Đaŵeƌa ;loŶg shotͿ. Faƌƌel has Ŷoǁ fouŶd tƌaŶspoƌtaioŶ that Ŷot oŶlǇ ǁill ďƌiŶg hiŵ 
hoŵe, ďut ǁill also ĐaƌƌǇ oŶ the stoƌǇ.

Development (minutes 33 - 48)

Cut to the Ŷeǆt shot – a ŵediuŵ loŶg shot - Faƌƌel aŶd aŶotheƌ ŵaŶ dƌiǀe thƌough the ǁiŶteƌ 
laŶdsĐape. The loƌƌǇ stops, the ŵaŶ Đliŵďs of. As the ǀehiĐle sets iŶ ŵoioŶ, the Đaŵeƌa 
ƌefƌaŵes the laŶdsĐape. The laŶdsĐape sĐeŶe Đould ďe iŶteƌpƌeted as Faƌƌel s͛ suďjeĐiǀe ǀieǁ, 
ďut ateƌ a ŵiŶute the Đaŵeƌa paŶs to the let aŶd ǁe disĐoǀeƌ Faƌƌel siiŶg oŶ the logs. He 
seeŵs fƌozeŶ, so he takes his ǀodka ďotle out aŶd takes a gulp. The tƌip lasts foƌ altogetheƌ 
tǁo aŶd a half ŵiŶutes.

Cut to a staiĐ, ǀeƌǇ loŶg shot of a ǁiŶteƌ laŶdsĐape dƌaped iŶ ateƌŶooŶ suŶ. IŶ the faƌ 
distaŶĐe, the loƌƌǇ appƌoaĐhes. As the ǀehiĐle ƌeaĐhes the foƌegƌouŶd of the fƌaŵe, it stops 
aŶd Faƌƌel steps out of the ĐaďiŶ. Cut to aŶotheƌ peƌspeĐiǀe, paƌallel to the ƌoad. He Đoŵes 
to the foƌegƌouŶd aŶd Đaƌǀes soŵethiŶg oŶto a deƌeliĐt footďall gate, fƌosted oǀeƌ ǁith sŶoǁ. 
;Oƌ ŵaǇďe he is lookiŶg foƌ aŶ old eŶgƌaǀiŶg of his, ďut this is just aŶ iŶteƌpƌetaioŶ ďased oŶ 
ouƌ eǆpeƌieŶĐesͿ.

Faƌƌel aƌƌiǀes at a ƌusted-out ĐoŶtaiŶeƌ. He stops aŶd dƌiŶks fƌoŵ his ďotle. TheŶ he ĐoŶiŶues 
his jouƌŶeǇ aŶd eǆits oŶ the let. Faƌƌel aƌƌiǀes at a house, ďut theŶ goes aǁaǇ. Cut to a ŵaŶ 
ǁho ǁatĐhes Faƌƌel leaǀiŶg. ;Thƌoughout the ilŵ ǁe get Ŷo eǆplaŶaioŶ of ǁho this ĐhaƌaĐteƌ 



73II. Case Studies - 2. Liverpool

is, aŶd his ƌelaioŶship to Faƌƌel. AŶ aƌiĐle aďout the ilŵ states that Tƌujillo is his fatheƌ,ϯϬϯ ďut 
iŶ the ilŵ ǁe iŶd Ŷo pƌoof of thatͿ.

Cut to a ŵaŶ ǁith a pushĐaƌt. OŶ his ǁaǇ he ŵeets Faƌƌel ǁho asks if theƌe is aŶǇ possiďilitǇ 
of geiŶg food. Although the ŵaŶ ǁith the pushĐaƌt goes of iŶ aŶotheƌ diƌeĐioŶ, the Đaŵeƌa 
folloǁs hiŵ foƌ a ǁhile. 

Cut to a ĐaŶteeŶ. Thƌough the ǁiŶdoǁ ǁe see Faƌƌel appƌoaĐhiŶg. He eŶteƌs. The host pƌoŵises 
to ďƌiŶg hiŵ soŵethiŶg to eat. Faƌƌel sits doǁŶ aŶd ǁaits. The host seƌǀes food, Faƌƌel eats. Cut 
to a ŵediuŵ Đlose-up of Faƌƌel eaiŶg. Faƌƌel is siiŶg at a ďateƌed ƌed taďle agaiŶst a gƌeeŶ 
ǁall that foƌŵs a ǀeƌǇ ǁell-ďalaŶĐed ĐoŵposiioŶ. Of-sĐƌeeŶ ǁe heaƌ a telephoŶe sǇsteŵ.

Cut to the kitĐheŶ. The host opeƌates the telephoŶe sǇsteŵ. The talk ĐoŶĐeƌŶs the sŶoǁ aŶd that 
Tƌujillo aŶd VelazƋuez haǀe to ƌouŶd up the sheep. TheǇ ǁill Ŷeed ŵoƌe fuel. TheŶ the speakeƌ 
fƌoŵ afaƌ asks hoǁ NazaƌeŶa is doiŶg aŶd the host aŶsǁeƌs that theƌe is Ŷo iŵpƌoǀeŵeŶt. Cut 
to Faƌƌel at the taďle. A ŵaŶ, ǁhoŵ ǁe saǁ oďseƌǀiŶg Faƌƌel ;TƌujilloͿ, Đoŵes iŶ aŶd ďƌiŶgs 
soŵe ǁood foƌ the stoǀe. He looks at Faƌƌel. Caŵeƌa ƌetuƌŶs to Faƌƌel. Cut to aŶotheƌ ǀieǁ of 
the ĐaŶteeŶ. A giƌl ǁith a pot Đoŵes iŶ. “he eǆĐhaŶges looks ǁith Faƌƌel aŶd haŶds the pot to 
the host ;Ŷaŵed Toƌƌes, as ǁe just leaƌŶedͿ. As the giƌl ǁaits she keeps eǆĐhaŶgiŶg looks ǁith 
Faƌƌel. Tƌujillo Đoŵes out of the kitĐheŶ aŶd saǇs that he ǁill aĐĐoŵpaŶǇ heƌ hoŵe. He saǇs 
heƌ Ŷaŵe – it is AŶalia.

Cut to a ǁiŶdoǁ of a house. Late eǀeŶiŶg. Faƌƌel sŶeaks up, dƌiŶks fƌoŵ his ďotle. He sees the 
giƌl ;AŶaliaͿ ĐoŵiŶg iŶ aŶd hides hiŵself. AŶalia sǁitĐhes oŶ a litle laŵp aŶd Đaƌƌies it thƌough 
the ƌooŵ, aŶd theŶ she sǁitĐhes of the doǁŶlighteƌ. Faƌƌel hides ďehiŶd the ǁiŶdoǁ aŶd 
dƌiŶks.

Climax (minutes 49 - 64)

The Ŷeǆt ŵoƌŶiŶg, Faƌƌel is asleep iŶ the latƌiŶe. 

Cut to the Ŷeǆt shot, ǁhiĐh ǁill last foƌ tǁo ŵiŶutes. Caŵeƌa is posiioŶed iŶ the house, it 
ĐatĐhes a sĐeŶe thƌough the ǁiŶdoǁ of tǁo ŵeŶ ;oŶe of theŵ is the host, ToƌƌesͿ ĐaƌƌǇiŶg 
Faƌƌel. TheǇ ďƌiŶg hiŵ iŶto the house aŶd put hiŵ oŶ a ďed ;the Đaŵeƌa ŵoǀes ǁith theŵͿ. 
Toƌƌes puts ŵoƌe ǁood iŶto the stoǀe. Tƌujillo Đoǀeƌs Faƌƌel ǁith ďlaŶkets aŶd asks hiŵ ǁhat 
he is doiŶg heƌe. AŶalia ǁas ďoƌŶ shoƌtlǇ ateƌ he let. NoďodǇ ǁould kŶoǁ hiŵ aŶǇŵoƌe. Not 
eǀeŶ his ŵotheƌ. “he is siĐk. Tƌujillo saǇs a ĐƌuĐial phƌase: ͞You let ŵe oŶe heĐk of a legaĐǇ .͟ 
He asks ǁhat Faƌƌel is hopiŶg to iŶd. Faƌƌel sleeps. Tƌujillo leaǀes.

303 Viole�a Kovacsics, Adam Nayma� Shore leave: Lisandro Alonso´s Liverpool i� CinemaScope, available 
a�  htp://ĐiŶeŵa-sĐope.Đoŵ/ĐiŶeŵa-sĐope-ŵagaziŶe/iŶteƌǀieǁs-shoƌe-leaǀe-lisaŶdƌo-aloŶsos-liǀeƌpool/ 
(Accessed 02.10.2012).
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Cut to the outside. ‘aďďits aƌe hoppiŶg iŶ the sŶoǁ iŶside a feŶĐe. AŶalia goes to theŵ.

Cut to the house. Faƌƌel is siiŶg oŶ the ďed. He staŶds up aŶd takes the pot of ŵaté tea. He 
puts oŶ his shoes, dƌiŶks soŵe ŵoƌe tea, aŶd puts oŶ his Đoat. Faƌƌel goes to the dooƌ aŶd 
opeŶs it, staŶds iŶ the dooƌǁaǇ. TheŶ he ƌetuƌŶs aŶd takes his ďag, looks aƌouŶd aŶd leaǀes.

Cut to the ĐaŶteeŶ s͛ kitĐheŶ. Faƌƌel aƌƌiǀes aŶd ďuǇs a loaf of ďƌead. As Faƌƌel leaǀes, Toƌƌes 
goes to the ǁiŶdoǁ, looks out aŶd looks at the ŵoŶeǇ Faƌƌel gaǀe hiŵ.

AŶalia s͛ ƌooŵ. “he sits at the taďle aŶd ǁƌites. The dooƌ oŶ the let opeŶs aŶd Faƌƌel Đoŵes iŶ. 
He ďƌiŶgs heƌ the ďƌead. He ofeƌs heƌ a pieĐe. “he doesŶ͛t seeŵ distuƌďed. Faƌƌel asks ǁhat 
she is dƌaǁiŶg, she aŶsǁeƌs that it is a heaƌt. Faƌƌel looks aƌouŶd the ƌooŵ. “he asks hiŵ foƌ 
ŵoŶeǇ. Faƌƌel leaǀes the ƋuesioŶ uŶaŶsǁeƌed.

Cut to the Ŷeǆt ƌooŵ. Faƌƌel eŶteƌs. Theƌe aƌe tǁo ďeds, Faƌƌel s͛ ŵotheƌ lies oŶ oŶe of theŵ. 
Ateƌ soŵe hesitaioŶ Faƌƌel sits doǁŶ ďeside heƌ. The old ǁoŵaŶ asks if his legs huƌt. Faƌƌel 
ƌespoŶds ďǇ askiŶg if she kŶoǁs ǁho he is. “he aŶsǁeƌs that she sees a lot of people she 
doesŶ͛t kŶoǁ oƌ ƌeĐogŶize. He saǇs his Ŷaŵe, ďut she doesŶ͛t ƌeĐogŶize hiŵ. Faƌƌel puts a 
ďlaŶket oǀeƌ heƌ haŶd. Faƌƌel looks aƌouŶd ďut she asks hiŵ to leaǀe it like it is. Faƌƌel ƌepeats 
his Ŷaŵe oŶĐe ŵoƌe, ďut she sill doesŶ͛t ƌeĐogŶize hiŵ. “he asks hiŵ to ƌepeat the Ŷaŵe, ďut 
sill, ŶothiŶg. He ĐheĐks if she has a feǀeƌ; she saǇs he has Đold haŶds. Faƌƌel staŶds up aŶd 
leaǀes ateƌ he heaƌs AŶalia askiŶg ǁhetheƌ he is goiŶg to giǀe heƌ soŵe ŵoŶeǇ fƌoŵ the Ŷeǆt 
ƌooŵ. The sĐeŶe lasts foƌ alŵost thƌee ŵiŶutes. 

Cut to AŶalia s͛ ƌooŵ. Faƌƌel takes soŵe ŵoŶeǇ out of his ǁallet aŶd giǀes it to heƌ. AŶalia puts 
oŶ heƌ Đoat aŶd leaǀes the house. Faƌƌel looks at heƌ thƌough the ǁiŶdoǁ. He puts ŵoƌe ǁood 
iŶto the stoǀe. TheŶ he takes a photo fƌoŵ the shelf, puts it iŶ his ďag, puts oŶ his Đoat aŶd 
eǆits thƌough the dooƌ oŶ the let. Foƌ half a ŵiŶute the Đaŵeƌa liŶgeƌs oŶ the eŵptǇ ƌooŵ.

A sŶoǁǇ ƌoad iŶ the ǀillage. Faƌƌel tƌies to oǀeƌtake AŶalia. He ĐatĐhes up to heƌ Ŷeǆt to a ďaƌŶ 
aŶd ĐheĐks if she has the ŵoŶeǇ ǁith heƌ. TheŶ he giǀes heƌ soŵethiŶg, ďut iŶ the loŶg shot 
it isŶ͛t ƌeĐogŶizaďle ;ǁe lateƌ disĐoǀeƌ it is a keǇ ĐhaiŶͿ. He saǇs that he is leaǀiŶg. The Đaŵeƌa 
aĐĐoŵpaŶies hiŵ aŶd iŶ aŶotheƌ loŶg shot he disappeaƌs ďehiŶd a hill. The shot lasts foƌ ŵoƌe 
thaŶ tǁo ŵiŶutes.

Epilogue (minutes 64 - 84)

Faƌƌel s͛ fatheƌ sits at the ǁiŶdoǁ aŶd peels oŶioŶs.

Cut to the saǁŵill ;ŵeŶioŶed eaƌlieƌ iŶ the ilŵ, ǁe see foƌ the iƌst iŵeͿ. MeŶ aƌe ĐuiŶg 
ǁood. AŶalia Đoŵes iŶ aŶd Đƌosses the hall. OŶe of the ŵeŶ goes to heƌ aŶd saǇs she should 
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go to the ĐaŶteeŶ, he ǁill Đoŵe shoƌtlǇ. AŶalia eǆits oŶ the ƌight, ďut the Đaŵeƌa sill liŶgeƌs 
oŶ the sĐeŶe.

Motheƌ s͛ ƌooŵ. Tƌujillo feeds heƌ. “he asks hiŵ to dip soŵe ďƌead. He iŶsists that she has to 
eat. AŶalia Đoŵes iŶ aŶd sits doǁŶ oŶ the Ŷeǆt ďed. AŶalia is seŶt to get diŶŶeƌ fƌoŵ Toƌƌes. 
Tƌujillo eǆpƌesses ƌelief oǀeƌ Faƌƌel s͛ depaƌtuƌe.

Cut to the ĐaŶteeŶ. Toƌƌes aŶd a ǀisitoƌ sit at a taďle. AŶalia Đoŵes it ǁith a pot aŶd, ǁithout 
ĐoŵŵeŶt, Toƌƌes takes it aŶd heads toǁaƌds the kitĐheŶ. The stƌaŶgeƌ asks if she likes the 
ŵusiĐ, she agƌees. Toƌƌes Đoŵes ďaĐk ǁith a pot, AŶalia leaǀes.  Toƌƌes ƌetuƌŶs to his plaĐe at 
the taďle aŶd ofeƌs giŶ to the stƌaŶgeƌ. He asks if eǀeƌǇthiŶg is OK at the saǁŵill ;the thiƌd 
iŵe iŶ the ilŵ ǁheŶ the saǁŵill is ŵeŶioŶed!Ϳ, aŶd Toƌƌes ƌespoŶds that theǇ haǀe a lot 
to do these daǇs, ďut aƌe ƌuŶŶiŶg out of ǁood ďeĐause deliǀeƌǇ is ǀeƌǇ sloǁ. Aƌe theǇ goiŶg 
to iǆ the eŶgiŶe oŶ “atuƌdaǇ? – Yes, a ŵeĐhaŶiĐ is ĐoŵiŶg oŶ “atuƌdaǇ. He also asks aďout 
Tƌujillo. Toƌƌes ƌespoŶds that he is alǁaǇs ƌuŶŶiŶg ateƌ aŶiŵals aŶd that Tƌujillo is lookiŶg ateƌ 
NazaƌeŶa.

AŶalia Đoŵes iŶto the ƌooŵ of Faƌƌel s͛ ŵotheƌ holdiŶg a laŵp. “he takes of heƌ Đlothes aŶd 
lies doǁŶ oŶ the ďed. “he tuƌŶs of the light. Caŵeƌa liŶgeƌs oŶ the sĐeŶe. Tƌujillo shoǀels 
sŶoǁ. He puts the shoǀel aside aŶd goes iŶto the house.

Cut to the Ŷeǆt shot - a ŵaŶ staŶdiŶg Ŷeǆt to a feŶĐe sŵokiŶg. IŶ the ďaĐkgƌouŶd, AŶalia Đoŵes 
out of the laǀatoƌǇ. The ŵaŶ Đalls to heƌ, ďut she doesŶ´t aŶsǁeƌ. AŶalia sits doǁŶ Ŷeǆt to the 
feŶĐe aŶd Đaƌǀes soŵethiŶg iŶto the ǁood. “he staŶds up aŶd leaǀes.

A loŶg shot iŶ the ǁoods. AŶalia aŶd heƌ gƌaŶdfatheƌ Tƌuijllo aƌe lookiŶg foƌ tƌapped aŶiŵals. 
This iŵe theǇ haǀe Ŷo ďag. OŶ the suggesioŶ of the gƌaŶdfatheƌ theǇ go aŶd look foƌ foǆes. 
Cut to the Ŷeǆt shot. It is a loŶg shot iŶ the sŶoǁǇ ǁoods. GƌaŶdfatheƌ has Đaught a foǆ that 
lies iŶ the tƌap.

Mediuŵ Đlose-up of AŶalia as she staŶds Ŷeǆt to a tƌee. “he looks ďaĐk toǁaƌds heƌ gƌaŶdfatheƌ. 
He asks heƌ to huƌƌǇ up; he has Đaught a ǀeƌǇ ŶiĐe foǆ. The Đaŵeƌa ƌefƌaŵes so that theǇ ďoth 
aƌe iŶ the shot.

Cut to the Ŷeǆt loŶg shot. Faƌƌel s͛ fatheƌ adǀises AŶalia to ďe Đaƌeful oŶ the sŶoǁ. As theǇ 
ŵaƌĐh, the Đaŵeƌa folloǁs theŵ aŶd sooŶ ǁe see the ǀillage iŶ the ďaĐkgƌouŶd. The Đaŵeƌa 
liŶgeƌs oŶ the sĐeŶe uŶil ďoth haǀe ƌeaĐhed a ďaƌŶ.

Cut to the ďaƌŶ iŶteƌioƌ. AŶalia aŶd Tƌujillo eŶteƌ aŶd set doǁŶ the tƌaps. Tƌujillo asks AŶalia to 
go aŶd feed the sheep.

Cut to the aƌea ǁith sheep. AŶalia Đoŵes ǁith haǇ aŶd spƌeads it foƌ the sheep. TheŶ she 
Đoŵes to the fƌoŶt of the shot aŶd looks aƌouŶd as if ƌeassuƌiŶg heƌself that ŶoďodǇ ĐaŶ see 
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heƌ. The Đaŵeƌa ƌefƌaŵes aŶd ǁe see a keǇ ƌiŶg ǁith the Ŷaŵe Liverpool iŶ heƌ haŶds. “he 
tuƌŶs it as if tƌǇiŶg to iŶd out ǁhat it is oƌ ǁhat it is foƌ ;as ǁe ĐaŶŶot see heƌ faĐe, this ĐaŶ ďe 
oŶlǇ ouƌ iŶteƌpƌetaioŶͿ. EŶd of the ilŵ.

Ϯ. ϯ. TellaďilitǇ of the storǇ

As it ďeĐoŵes oďǀious fƌoŵ the desĐƌipioŶ of the ilŵ Liverpool, AloŶso s͛ appƌoaĐh to the 
stagiŶg is siŵilaƌ to that of Tsai MiŶg LiaŶg – the ilŵ is doŵiŶated ďǇ staiĐ loŶg shots aŶd 
eǆteŶded takes. Hoǁeǀeƌ, ǁhat difeƌs ĐoŵpletelǇ is AloŶso s͛ haŶdliŶg of the Ŷaƌƌaiǀe. IŶ 
ƌegaƌd to the stǇlisiĐs, “peƌďeƌ aŶd WilsoŶ saǇ that ͞“tǇlisiĐ difeƌeŶĐes aƌe just difeƌeŶĐes iŶ 
the ǁaǇ ƌeleǀaŶĐe is aĐhieǀed.͟ ϯϬϰ As AŵeƌiĐaŶ philosopheƌ AŶŶa ChƌisiŶa ‘iďeiƌo stƌesses, all 
these difeƌeŶĐes iŶ the desigŶ of a ŵessage aƌe doŶe foƌ a ƌeasoŶ - aĐĐoƌdiŶg to the ƌeleǀaŶĐe 
theoƌǇ staŶĐe, foƌŵ also ĐoŶtƌiďutes to the ĐoŶteŶt.ϯϬϱ

As the desĐƌipioŶ of the ilŵ Liverpool suggests, it is a siŵple stoƌǇ, spaƌselǇ told. A sailoƌ 
ƌeĐeiǀes shoƌe leaǀe aŶd uses it to ǀisit his ill ŵotheƌ, aŶd upoŶ leaǀiŶg giǀes his alleged daughteƌ 
a sŵall pƌeseŶt. IŶ teƌŵs of tellaďilitǇ it is a plot ǁith a high ƌeleǀaŶĐe – it is aŶ aƌĐhetǇpal stoƌǇ 
aďout soŵeoŶe ǁho ƌetuƌŶs hoŵe ;lost soŶ, foƌ eǆaŵpleͿ, aŶd ǁe as eǆpeƌieŶĐed ǀieǁeƌs 
kŶoǁ that suĐh stoƌies ĐoŶtaiŶ a huge Ŷaƌƌaiǀe poteŶial ;tellaďilitǇͿ.ϯϬϲ What folloǁs is aŶ 
ateŵpt to eǆplaiŶ hoǁ the ŵutual ĐoŶdiioŶalitǇ of the ilŵ s͛ foƌŵ aŶd ĐoŶteŶt Ŷot oŶlǇ 
stƌuĐtuƌes the ilŵ iŶto aĐts, ďut also plaǇs ǁith the ǀieǁeƌ s͛ eǆpeĐtaioŶs. IŶ otheƌ ǁoƌds, hoǁ 
the huge Ŷaƌƌaiǀe poteŶial of the stoƌǇ is uŶdeƌŵiŶed ďǇ the ŵiŶiŵalisiĐ aƌisiĐ desigŶ, thus 
fƌustƌaiŶg the Ŷaƌƌaiǀe eǆpeĐtaioŶs of the audieŶĐe. A deŵoŶstƌaioŶ of this iƌst ƌeƋuiƌes a 
look at the issues of ŶaƌƌatologǇ folloǁed ďǇ the appliĐaioŶ of the theoƌǇ of ƌeleǀaŶĐe to this 
ilŵ eǆaŵple.

Ϯ. ϰ. Leǀels of Ŷarraiǀe

IŶ the pƌeǀious Đhapteƌ the ilŵ Goodbye, Dragon Inn ǁas used as aŶ eǆaŵple of sloǁ ĐiŶeŵa 
ǁheƌe, iŶ ƌeleǀaŶĐe-theoƌǇ teƌŵs, the thiƌd stage of the ĐoŵpƌeheŶsioŶ pƌoĐess – that of 
the ĐoŶstƌuĐioŶ of iŵpliĐated ĐoŶĐlusioŶs – took plaĐe ǁith delaǇ, ďeĐause the ĐoŶteǆtual 
iŶfoƌŵaioŶ Ŷeeded ǁas usuallǇ Ŷot aĐĐessiďle to the ǀieǁeƌ duƌiŶg the ilŵ sĐƌeeŶiŶg. 
Liverpool is a ĐouŶteƌ eǆaŵple to Goodbye, Dragon Inn, ďeĐause if iŶ the Đase of Tsai MiŶg-

304 �a� �perber, �eidre �ilso�  �a� �perber, �eidre �ilso� Relevance. Communication and Cognition, 2�d edi�io�, Oxford, 1995, p. 224.
305 A��a Chirs�i�a Ribeiro Relevance Theory and Poetic Effects i� Philosophy and Literature, Vol. 37, No 1, 
2013, p. 108.
306 �h�s, �ellabili�y is clearly a ca�e�ory �hich also depe�ds o� o�r c�l��ral co��ex� k�o�led�e. �ore o� �his  �h�s, �ellabili�y is clearly a ca�e�ory �hich also depe�ds o� o�r c�l��ral co��ex� k�o�led�e. �ore o� �his �h�s, �ellabili�y is clearly a ca�e�ory �hich also depe�ds o� o�r c�l��ral co��ex� k�o�led�e. �ore o� �his 
s�bjec� by Pe�er Hüh� Revision of Event and Eventfulness from Fri, 13 September, 2013 i� Pe�er Hüh� e� al. 
(eds.) The Living Handbook of Narratology, Hamb�r�, available a� htp://ǁǁǁ.lhŶ.uŶi-haŵďuƌg.de/Ŷode/ϯϵ/
ƌeǀisioŶs/ϭϴϵ/ǀieǁ  (Accessed 10.11.2013).
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LiaŶg´s ilŵ it ǁas oďǀious that theƌe is a huge aŵouŶt of paƌateǆt Ŷeeded iŶ oƌdeƌ to 
ĐoŵpletelǇ ĐoŵpƌeheŶd the ilŵ, theŶ iŶ AloŶso s͛ Đase eǀeƌǇthiŶg is alƌeadǇ theƌe – oŶsĐƌeeŶ. 
But, if iŶ the Đase of Goodbye, Dragon Inn the ilŵŵakeƌ took ŵoƌe iŵe aŶd delaǇed the Đut 
iŶ shoǁiŶg the oŶsĐƌeeŶ aĐiǀiies, thus ĐƌeaiŶg eǆteŶsiǀe desĐƌipioŶs of the aĐiǀiies ďǇ 
ĐiŶeŵaiĐ ŵeaŶs, theŶ AloŶso uses ŵiŶiŵalisŵ as his aƌisiĐ appƌoaĐh. IŶ teƌŵs of Ŷaƌƌaiǀe 
ĐoŶstƌuĐioŶ, this appƌoaĐh ĐaŶ ďe aŶalǇzed applǇiŶg the ŵodel of difeƌeŶt leǀels of iĐioŶal 
Ŷaƌƌaiǀe as deǀeloped ďǇ GeƌŵaŶ liteƌaƌǇ sĐholaƌs Maias MaƌiŶez aŶd MiĐhael “Đhefel. 
Pƌioƌ to aŶ eǆplaŶaioŶ of the MaƌiŶez/“Đhefel theoƌǇ, let s͛ ĐoŶsideƌ soŵe of the episodes iŶ 
the setup that depiĐt Faƌƌel s͛ staǇ iŶ Ushuaia.

Ateƌ Faƌƌel has let the ship theƌe is a shot of hiŵ takiŶg a gulp fƌoŵ his ǀodka-ďotle aŶd 
hidiŶg it, ďut, as this aĐioŶ is ilŵed usiŶg a ŵediuŵ loŶg shot, ǁe ĐaŶŶot assess ǁheƌe it is. 
CoŶtƌaƌǇ to tƌadiioŶal ediiŶg gƌaŵŵaƌ, theƌe is Ŷo estaďlishiŶg shot as aŶ iŶtƌoduĐioŶ to 
the episode that ƌeǀeals the seiŶg ǁheƌe the sĐeŶe takes plaĐe, ǁhiĐh ǁould peƌhaps eǀeŶ 
deliǀeƌ aŶ eǆplaŶaioŶ as to ǁhǇ Faƌƌel is theƌe. 

The Ŷeǆt episode is a loŶg shot iŶ a ĐaŶteeŶ ǁheƌe Faƌƌel eats his suppeƌ. The ŵuƌal ďehiŶd hiŵ 
ŵaǇ Đƌeate laughteƌ foƌ the ǀieǁeƌ, ďut it is laughteƌ foƌ laughteƌ s͛ sake. It does Ŷot ĐoŶtƌiďute 
eitheƌ to the eǆplaŶaioŶ of Faƌƌel s͛ ǁheƌeaďouts oƌ to the stoƌǇ s͛ deǀelopŵeŶt.

The Ŷeǆt episode depiĐts Faƌƌel iŶ a stƌiptease ďaƌ ;Ϯ shotsͿ.  As it is ilŵed ǁith a ŵediuŵ 
loŶg shot ǁith Ŷo ĐoŶŶeĐiǀe shots ďetǁeeŶ the pƌeǀious ĐaŶteeŶ episode aŶd the folloǁiŶg 
oŶe ǁith Faƌƌel aǁakiŶg iŶ a ďus the Ŷeǆt ŵoƌŶiŶg, ǁe ĐaŶ iŶfeƌ that this ǁas ǁhat AloŶso 
ĐoŶsideƌs ƌeleǀaŶt foƌ the oǀeƌall tƌajeĐtoƌǇ of the stoƌǇ. As theƌe aƌe Ŷo estaďlishiŶg shots, Ŷo 
passage episodes that ǁould eǆplaiŶ hoǁ aŶd ǁhǇ Faƌƌel ŵoǀes fƌoŵ oŶe aĐiǀitǇ to the Ŷeǆt, 
ǁe ĐaŶ deduĐe that this fƌagŵeŶted appƌoaĐh to stagiŶg is AloŶso s͛ sigŶatuƌe.

The suggesioŶ aďoǀe is that the stoƌǇ as suĐh fosteƌs tellaďilitǇ, ďut let s͛ ĐoŶsideƌ these thƌee 
episodes as Ŷaƌƌaiǀe eǀeŶts aŶd assess theiƌ degƌee of ŶaƌƌaiǀitǇ. As ŵeŶioŶed, MaƌiŶez/
“Đhefel deǀeloped theiƌ ŵodel ďǇ disiŶguishiŶg ďetǁeeŶ fouƌ leǀels of ŶaƌƌaiǀeϯϬϳ that ďeloŶg 
to the ƌealŵ of ͞the ǁhat͟ aŶd tǁo leǀels of ͞the ǁhǇ͟:ϯϬϴ

ϭ. EƌeigŶis/eǀeŶt – aŶ eleŵeŶtaƌǇ eŶitǇ of aŶǇ Ŷaƌƌaiǀe ǁoƌk of aƌt. 

Ϯ. GesĐheheŶ/stoƌǇ – eǀeŶts foƌŵ a stoƌǇ ǁheŶ theǇ folloǁ oŶe ateƌ the otheƌ ĐhƌoŶologiĐallǇ.

ϯ. GesĐhiĐhte/plot – a stoƌǇ of eǀeŶts tuƌŶs iŶto a plot ǁheŶ the eǀeŶts folloǁ oŶe aŶotheƌ Ŷot 
oŶlǇ ĐhƌoŶologiĐallǇ, ďut also addiioŶallǇ displaǇiŶg a Đausal deteƌŵiŶaioŶ.

307 No�e �ha� �he �ar�i�ez/�cheffel model differs comple�ely from �ha� Gérard Ge�e��e ��ders�a�ds ��der �he 
�o�io� of �arra�ive levels. �ore o� �ha�: Joh� Pier Narrative levels i� Pe�er Hüh� e� al. (eds.) Living Handbook 
of Narratology, Hamb�r�, htp://ǁǁǁ.lhŶ.uŶi-haŵďuƌg.de/aƌiĐle/Ŷaƌƌaiǀe-leǀels (Accessed 11.10.2013).
308 �ark�s K�h�  �ark�s K�h� Filmnarratologie. Ein erzähltheoretisches Analysemodell, �erli�, 2011, p. 66.
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ϰ. HaŶdluŶgssĐheŵa/plot sĐheŵe– is a gloďal sĐheŵa that is ĐhaƌaĐteƌisiĐ Ŷot oŶlǇ of the 
ǁhole ǁoƌk, ďut also foƌ gƌoups of aƌt ǁoƌks ;foƌ eǆaŵple, tǇpes of teǆts, geŶƌesͿ.

ϱ. EƌzähluŶg/ŶaƌƌaioŶ – the eǀeŶts iŶ theiƌ suĐĐessioŶ as told iŶ the teǆt.

ϲ. Das EƌzähleŶ /ŶaƌƌaiŶgϯϬϵ – the pƌeseŶtaioŶ of a plot iŶ a paƌiĐulaƌ ŵediuŵ.ϯϭϬ

As the thƌee episodes deŵoŶstƌate, the ŵiŶiŵalisiĐ Ŷaƌƌaiǀe is Đƌeated ďǇ looseŶiŶg the 
Đausal ĐhaiŶ ďetǁeeŶ the ǀaƌious depiĐted eǀeŶts. Theƌe is Ŷo jusiiĐaioŶ as to ǁhǇ Faƌƌel is 
pƌeĐiselǇ doiŶg the thiŶgs he does. As these eǀeŶts folloǁ oŶe ateƌ the otheƌ ǁe ĐaŶ assuŵe 
that theǇ ďeloŶg to the saŵe stoƌǇ, ďut the leǀel of plot is ǀeƌǇ ǁeak – the Đausal Đues ďetǁeeŶ 
the oŶsĐƌeeŶ eǀeŶts aƌe haƌdlǇ disĐeƌŶiďle oƌ ŵissiŶg ĐoŵpletelǇ. This looseŶiŶg of the Đausal 
ĐhaiŶ ďetǁeeŶ eǀeŶts ĐaŶ ďe oďseƌǀed duƌiŶg the eŶiƌe leŶgth of the ilŵ, although theƌe aƌe 
also soŵe ǀeƌǇ ĐlassiĐ hiŶts foƌ fuƌtheƌ stoƌǇ deǀelopŵeŶt. Foƌ eǆaŵple, ǁheŶ Faƌƌel asks the 
ŵaŶ ǁith the pushĐaƌt aďout geiŶg luŶĐh iŶ the ǀillage, iŶ the Ŷeǆt shot ǁe see hiŵ eŶteƌ a 
ĐaŶteeŶ. 

LookiŶg at the paƌiĐulaƌ eǀeŶts iŶ these thƌee episodes – dƌiŶkiŶg, eaiŶg, ǁatĐhiŶg – ǁe 
ĐaŶŶot assigŶ a high degƌee of ŶaƌƌaiǀitǇ to theŵ peƌ se. But pƌeĐiselǇ heƌeiŶ lies the Đƌuǆ 
of the ŵateƌ. NaŵelǇ, as ŵeŶioŶed iŶ the iŶtƌoduĐioŶ, ŵost theoƌists Ŷaŵe ĐhaŶge as aŶ 
iŵpoƌtaŶt ĐoŶdiioŶ foƌ ŶaƌƌaiǀitǇ. But these aĐiǀiies, pƌeseŶted as solo aĐiǀiies ǁith Ŷo 
ŶaƌƌaiǀelǇ eǆplaiŶed Đausal liŶks ďetǁeeŶ theŵ, aĐtuallǇ teŶd to ďe a foƌŵ of desĐƌipioŶ. 
Although the stoƌǇ oďǀiouslǇ pƌoĐeeds, the oŶsĐƌeeŶ eǀeŶts do Ŷot aĐiǀelǇ ǁoƌk toǁaƌds the 
stoƌǇ s͛ fuƌtheƌ Ŷaƌƌaiǀe deǀelopŵeŶt aďout a lost soŶ ƌetuƌŶiŶg hoŵe. “iŵplǇ put, the paĐe 
of the Ŷaƌƌaiǀe is sloǁed doǁŶ aŶd this also ĐoŶtƌiďutes to the ilŵ s͛ stƌuĐtuƌed looseŶess.

This teŶdeŶĐǇ toǁaƌds suĐh ŵiŶiŵalisiĐ Ŷaƌƌaiǀe desigŶ ĐaŶ ďe fouŶd iŶ seǀeƌal ilŵs 
ƌegaƌded as ďeloŶgiŶg to sloǁ ĐiŶeŵa. Hoǁeǀeƌ, ǁhat has to ďe to uŶdeƌliŶed heƌe is the faĐt 
that ƌegaƌdless of ǁhiĐh aƌisiĐ teŶdeŶĐǇ is iŶ ƋuesioŶ – ŵiŶiŵalisŵ oƌ paƌaŵetƌiĐitǇ –the 
ĐhaƌaĐteƌisiĐ featuƌe of sloǁ ilŵs folloǁiŶg the sĐheŵa of MaƌiŶez/ “Đhefel, is that these 
ilŵs ĐaŶ ďe desĐƌiďed as stoƌies ďeĐause the eǀeŶts folloǁ oŶe aŶotheƌ ĐhƌoŶologiĐallǇ, ďut 
the leǀel of the plot ŵaǇ ďe ǀeƌǇ ǁeak. The liŶeaƌitǇ of the ŶaƌƌaioŶ is staŶdaƌd iŶ sloǁ ĐiŶeŵa 
aŶd thus the faĐt that eǀeƌǇ eǀeŶt teŶds to deŵoŶstƌate soŵe kiŶd of a deǀelopŵeŶt oǀeƌ a 
ĐeƌtaiŶ peƌiod of iŵe seƌǀes as a suiĐieŶt Đausal ĐoŶŶeĐioŶ foƌ plot ĐoŶstƌuĐioŶ.

309 For �he E��lish �ra�sla�io� of �he �erms �sed by �ar�i�ez/�cheffel � �sed �he s���es�io� offered by Rola�d 
�eidele Organizing the Perspectives: Focalization and the Superordinate Narrative System in Theatre and 
Drama i� Pe�er Hüh�, �olf �chmid, Jör� �chö�er� (eds.) Poinf of View, Perspective and Focalization: Modelling 
Mediation in the Narrative, �erli�, Ne� York, 2009, p. 222. 
310 �ark�s K�h�  �ark�s K�h� �ark�s K�h� Filmnarratologie. Ein erzähltheoretisches Analysemodell, �erli�, 2011, p. 66.
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Ϯ. ϱ. Authorial iŶteŶioŶs aŶd disappoiŶted eǆpeĐtaioŶs

A disĐussioŶ of the ŵoƌe geŶeƌal issue of ƌeleǀaŶĐe theoƌǇ is ǁaƌƌaŶted heƌe, ŶaŵelǇ that of 
authoƌial iŶteŶioŶs, aŶd the ǁish is to deǀelop this ŶoioŶ ďǇ takiŶg the listeŶeƌ/ǀieǁeƌ out. 

Paul H. GƌiĐe stated that oŶe of the ĐeŶtƌal featuƌes of ŵost huŵaŶ ĐoŵŵuŶiĐaioŶ, eitheƌ 
ǀeƌďal oƌ ŶoŶ-ǀeƌďal, is the eǆpƌessioŶ aŶd ƌeĐogŶiioŶ of iŶteŶioŶs.ϯϭϭ “peƌďeƌ aŶd WilsoŶ 
fuƌtheƌ deǀelop this Đlaiŵ stƌessiŶg the iŵpoƌtaŶĐe of eǆpeĐtaioŶs, ǁhiĐh uteƌaŶĐes 
autoŵaiĐallǇ geŶeƌate iŶ listeŶeƌs, thus leadiŶg theŵ to the iŶteŶded ŵeaŶiŶg.ϯϭϮ The ĐeŶtƌal 
Đlaiŵ that disiŶguishes the ƌeleǀaŶĐe theoƌǇ staŶĐe fƌoŵ that of GƌiĐe is the stateŵeŶt that ͞ the 
eǆpeĐtaioŶs of ƌeleǀaŶĐe ƌaised ďǇ aŶ uteƌaŶĐe aƌe pƌeĐise eŶough aŶd pƌediĐtaďle eŶough, 
to guide the heaƌeƌ toǁaƌds the speakeƌ s͛ ŵeaŶiŶg .͟ϯϭϯ As eǆplaiŶed iŶ the iŶtƌoduĐioŶ, this 
seaƌĐh foƌ ƌeleǀaŶĐe takes plaĐe aloŶg the liŶes of osteŶsiǀe siŵuli that posiiǀelǇ ĐhaŶge the 
ĐogŶiiǀe eŶǀiƌoŶŵeŶt of the listeŶeƌ. 

A deŵoŶstƌaioŶ of hoǁ AloŶso plaǇs ǁith the ǀieǁeƌ s͛ eǆpeĐtaioŶs ƌeƋuiƌes a ƌetuƌŶ to the 
iŶtƌoduĐtoƌǇ episode of the ilŵ, ďeĐause it sheds a Ŷeǁ light oŶ the ǁaǇ iŶ ǁhiĐh AloŶso 
distƌiďutes ͞osteŶsiǀe siŵuli .͟

It is ǀeƌǇ uŶusual foƌ a ilŵ to iŶtƌoduĐe the ŵaiŶ ĐhaƌaĐteƌ ǁithout shoǁiŶg hiŵ at the ĐeŶtƌe 
of the shot. EǀeŶ ŵoƌe, it is ǀeƌǇ uŶusual to shoǁ the ŵaiŶ pƌotagoŶist at the ďegiŶŶiŶg of 
the ilŵ out of foĐus, oŶ the faƌ ƌight of the shot. It ĐoŶtƌadiĐts the tƌadiioŶal ĐoŵposiioŶ 
pƌiŶĐiples of a ilŵ shot. AĐĐoƌdiŶg to ĐoŵposiioŶal teĐhŶiƋues, ouƌ ateŶioŶ is guided to 
the tǁo ŵeŶ plaǇiŶg Đoŵputeƌ gaŵes. TheǇ aƌe situated at the ĐeŶtƌe of the shot; theǇ speak 
to eaĐh otheƌ aŶd ŵoǀe theiƌ haŶds. These aƌe pƌeĐiselǇ the poiŶts iŶ a shot ǁe aƌe usuallǇ 
atƌaĐted to.ϯϭϰ Ouƌ ŵoioŶ piĐtuƌe eǆpeƌieŶĐes also Đƌeate a supposiioŶ that ǁhat these ŵeŶ 
aƌe saǇiŶg ǁill giǀe us hiŶts foƌ stoƌǇ deǀelopŵeŶt, ďut that isŶ͛t the Đase. “o these tǁo ŵeŶ 
oŶlǇ diǀeƌt ouƌ ateŶioŶ fƌoŵ Faƌƌel. OŶlǇ ateƌ ŵuliple ǀieǁiŶgs the audieŶĐe ĐaŶ ŶoiĐe that 
the ƌeallǇ iŵpoƌtaŶt iŶfoƌŵaioŶ – the ilŵ s͛ leadiŶg iguƌe, Faƌƌel, siiŶg at the faƌ ƌight of the 
shot aŶd theŶ leaǀiŶg – is aĐtuallǇ of ouƌ ƌadaƌ.

The thiƌd episode of Liverpool folloǁs the iƌst oŶe iŶ its oƌgaŶizaioŶal pƌiŶĐiples. Theƌe ǁe 
see tǁo ŵeĐhaŶiĐs iŶ aŶ eŶgiŶe ƌooŵ. OŶe tells the otheƌ to ĐheĐk the ƌuddeƌ s͛ oil leǀel at 
the steƌŶ. As the ŵeĐhaŶiĐ goes thƌough the ship he disĐoǀeƌs Faƌƌel sleepiŶg ďetǁeeŶ the 
pipes aŶd Đhases hiŵ aǁaǇ. As the ilŵ has just staƌted aŶd ǁe as aŶ audieŶĐe aƌe sill uŶsuƌe 
ǁho the ŵaiŶ ĐhaƌaĐteƌ of the ilŵ is, ǁe paǇ ŵoƌe ateŶioŶ to the talk of the tǁo ŵeŶ, 

311 �eidre �ilso�, �a� �perber Relevance theory i� La�re�ce R. Hor� & Gre�ory �ard (eds.) Handbook of 
Pragmatics, Oxford, 2004, available a�  htp://ǁǁǁ.daŶ.speƌďeƌ.fƌ/?p=ϵϯ (Accessed 14.07.2013) .
312 �bid.
313 �bid.
314 �im �mi�h Watching you watch There will be blood i� �avid �ord�ell Observations on ilm art, 14.02. 
2011, available a� htp://ǁǁǁ.daǀidďoƌdǁell.Ŷet/ďlog/ϮϬϭϭ/ϬϮ/ϭϰ/ǁatĐhiŶg-Ǉou-ǁatĐh-theƌe-ǁill-ďe-ďlood/ 
(Accessed 23.09.2012).
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peƌhaps eǀeŶ eǆpeĐiŶg that leakiŶg oil ǁill haǀe soŵethiŶg to do ǁith the stoƌǇ. Thus, ǁe ŵaǇ 
oǀeƌlook the aĐiǀitǇ iŶ the Đoƌƌidoƌ ďetǁeeŶ the pipes ǁheŶ the ŵeĐhaŶiĐ Đhases Faƌƌel aǁaǇ.

IŶ Ŷaƌƌaiǀe teƌŵs theŶ, these iƌst shots aǁakeŶ false eǆpeĐtaioŶs iŶ the ǀieǁeƌ. OŶlǇ do ǁe 
gƌaduallǇ Đoŵe to uŶdeƌstaŶd ǁho the ilŵ s͛ lead ĐhaƌaĐteƌ is.

IŶ Liverpool theƌe is also the haŶdliŶg of a theŵe ĐoŵpletelǇ ďased oŶ false eǆpeĐtaioŶs, 
ŶaŵelǇ that of the saǁŵill. IŶ the ilŵ the saǁŵill is ŵeŶioŶed Ƌuite oteŶ. Foƌ eǆaŵple, 
at the ďegiŶŶiŶg, iŶ the disĐussioŶ ǁith the ĐaptaiŶ aďout Faƌƌel s͛ shoƌe leaǀe, aŶd lateƌ iŶ 
Ushuaia ǁheŶ Faƌƌel is lookiŶg foƌ a Đaƌ to take hiŵ to his ǀillage. TheŶ ǁe heaƌ aďout it 
iŶ the phoŶe Đalls iŶ the ĐaŶteeŶ. AddiioŶallǇ, at the ďegiŶŶiŶg of the epilogue theƌe is a 
shoƌt episode ǁheƌe the Đaŵeƌa folloǁs the dailǇ ǁoƌk at the saǁŵill. The faĐt that Faƌƌel 
ƌefeƌs to the saǁŵill tǁiĐe ƌaises the eǆpeĐtaioŶ that this is a daŶgliŶg Đause, ďut as the ilŵ 
deǀelops this supposiioŶ is Ŷot aiƌŵed. What s͛ ŵoƌe, the episode iŶ the saǁŵill does Ŷot 
seeŵ to ƌelate to aŶǇ stoƌǇliŶe. OŶe ŵight eǀeŶ saǇ – it has a puƌelǇ deĐoƌaiǀe puƌpose. We 
see the saǁŵill ǁheŶ the stoƌǇ folloǁs AŶalia as she tƌaǀels thƌough the ǀillage, aŶd foƌ Ŷo 
uŶdeƌstaŶdaďle ƌeasoŶs she passes ďǇ it. This is the seĐoŶd false daŶgliŶg Đause iŶ this ilŵ 
;the iƌst ǁas the leakiŶg puŵp iŶ the seĐoŶd episode of the ilŵͿ. It seeŵs that ďuildiŶg up 
suĐh false daŶgliŶg Đauses aŶd, ĐoŶseƋueŶtlǇ, disappoiŶiŶg ǀieǁeƌ s͛ eǆpeĐtaioŶs, is oŶe of 
the Ŷaƌƌaiǀe stƌategies Ŷot oŶlǇ of AloŶso, ďut of sloǁ ĐiŶeŵa altogetheƌ. Moƌe suĐh ŵoŵeŶts 
iŶ Liverpool Đould ďe Đited, foƌ eǆaŵple, iŶ the epilogue Tƌujillo eǆpƌesses ƌelief aďout Faƌƌel s͛ 
depaƌtuƌe, ďut Ŷeitheƌ ďefoƌe Ŷoƌ ateƌǁaƌds do ǁe leaƌŶ the Đause of his disĐoŶteŶt ǁith 
Faƌƌel.

Thus, usiŶg the teƌŵ of the Ŷotaďle GeƌŵaŶ liteƌaƌǇ sĐholaƌ fƌoŵ the CoŶstaŶĐe “Đhool, HaŶs-
‘oďeƌt Jauss, the hoƌizoŶ of eǆpeĐtaioŶs ;EƌǁaƌtuŶgshoƌizoŶtͿ has ďeeŶ ǀiolated. ϯϭϱ Jauss 
states that the ƌeadeƌ s͛ hoƌizoŶ of eǆpeĐtaioŶs is foƌŵed Ŷot oŶlǇ ďǇ geŶeƌiĐ ĐoŶǀeŶioŶs, 
ďut also the stǇle oƌ the foƌŵ ĐoŶtƌiďutes to the ďuildiŶg of theŵ.ϯϭϲ Jauss has oteŶ ďeeŶ 
ĐƌiiĐized foƌ his ďelief that it is possiďle to oďjeĐifǇ the suďjeĐiǀe hoƌizoŶ of eǆpeĐtaioŶs.ϯϭϳ

 

EŶglish sĐholaƌ MiĐhael ToolaŶ suggests the teƌŵ ͞gƌaded eǆpeĐtaioŶs.͟ ϯϭϴ His posiioŶ is 
pƌoduĐiǀe foƌ aŶalǇsis of sloǁ ĐiŶeŵa, ďeĐause, as eǆplaiŶed iŶ the iŶtƌoduĐioŶ, though 
the eduĐated ĐiŶeŵa ǀieǁeƌ is the aƌĐhetǇpal ǀieǁeƌ of sloǁ ilŵs, ǁe sill eŶĐouŶteƌ ǀeƌǇ 
dispaƌate eǆpeĐtaioŶs toǁaƌds a ilŵ aŵoŶg difeƌeŶt ŵeŵďeƌs of this gƌoup. 

315 ��� �o�e �ha� � do �o� i��e�d �o follo� Ja�ss’ �rai� of �ho��h� �ha� co��ec�s �he viola�io� of �he spec�a�or’s 
expec�a�io�s �o�ards �ovel�y, �h�s a�alyzi�� i� as a si�� of aes�he�ic val�e. For more o� �his see Rober� C. Hol�b 
Reception Theory: a critical introduction, Lo�do�, 1984, p. 62�63 a�d Ha�s Rober� Ja�ss Literary History as 
Challenge to Literary Theory i� Ha�s Rober� Ja�ss Toward an Aesthetic of Reception, �ri�h�o�, 1982, p. 25�45.
316 Ha�s Rober� Ja�ss Literary History as Challenge to Literary Theory in Ha�s Rober� Ja�ss Toward an 
Aesthetic of Reception, �ri�h�o�, 1982, p. 24.
317 Ralf �ch�eider Reception Theory i� �avid Herma�, �a�fred Jah�, a�d �arie�La�re Rya� (eds.) Routledge 
Encyclopedia of Narrative Theory, Lo�do�, 2005, p. 493.
318 “��b�le de�rees of varyi�� expec�a�io�, as �o �ha� �ill happe�, �o �hom a�d �he� (e�c.)”� �ichael �oola� 
Graded Expectations: On the Textual and Structural Shaping of Readers´ Narrative Experience i� Joh� Pier 
(ed.) The Dynamics of Narrative Form: Studies in Anglo-American Narratology, �erli�, 2004, p. 216.
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Ϯ. ϲ. Weak iŵpliĐatures: doŵiŶaŶt aŶd iŶ aďuŶdaŶĐe

Let s͛ oŶĐe agaiŶ ĐoŶsideƌ oŶe of the Đoƌe stateŵeŶts of the ƌeleǀaŶĐe theoƌǇ. NaŵelǇ, that 
the listeŶeƌ atƌiďutes ƌeleǀaŶĐe to aŶ uteƌaŶĐe. Hoǁeǀeƌ, if the iŶteŶioŶ of the seŶdeƌ of 
the ŵessage is Ŷot Đleaƌ ;stƌoŶgͿ oƌ if the ŵessage Đƌeates Ŷuŵeƌous iŵpliĐaioŶs, theŶ suĐh 
uteƌaŶĐes ďeloŶg to the ƌealŵ of ǁeak iŵpliĐaioŶs. This appƌoaĐh is tǇpiĐal foƌ aƌt, aŶd 
“peƌďeƌ aŶd WilsoŶ disĐusses this issue uŶdeƌ the headiŶg of poeiĐ efeĐt.ϯϭϵ

The aƌguŵeŶt heƌe is that siŶĐe the ŵiǆ-up of keƌŶels aŶd satellitesϯϮϬ takes plaĐe peƌŵaŶeŶtlǇ 
aŶd, ĐoŶseƋueŶtlǇ, the eǆpeĐtaioŶs of the audieŶĐe aƌe ĐoŶstaŶtlǇ disappoiŶted, the possiďle 
ŵaƌkeƌs foƌ the ǀieǁeƌ s͛ oƌieŶtaioŶ iŶ seaƌĐh foƌ the ƌeleǀaŶĐe of the stoƌǇ s͛ eǀeŶts iŶ Liverpool 

ďeĐoŵe ŵoƌe aŶd ŵoƌe fuzzǇ. IŶ ƌeleǀaŶĐe-theoƌǇ teƌŵs, it ďeĐoŵes haƌdeƌ aŶd haƌdeƌ to 
disiŶguish ďetǁeeŶ ǁeak aŶd stƌoŶg iŵpliĐatuƌes. Foƌ eǆaŵple, the seǀeƌal phoŶe Đalls iŶ 
the ĐaŶteeŶ s͛ kitĐheŶ, although staged iŶ a ŵaŶŶeƌ tǇpiĐal foƌ stƌoŶg iŵpliĐatuƌes iŶ a ƌeal-life 
situaioŶ, theǇ haǀe Ŷo ƌeleǀaŶĐe foƌ plot deǀelopŵeŶt aŶd thus ďeĐoŵe ǁeak iŵpliĐatuƌes – 
the ǀieǁeƌ ĐaŶ assigŶ ƌeleǀaŶĐe to theŵ if theǇ ǁish to. 

A Đleaƌeƌ eǆaŵple is the shoƌt episode shoƌtlǇ ateƌ Faƌƌel gets of the tƌuĐk iŶ his Ŷaiǀe ǀillage. 
He studies soŵethiŶg oŶ a fƌozeŶ, ďƌokeŶ-doǁŶ footďall gate. As theƌe is Ŷo Đlose-up to eǆplaiŶ 
ǁhat Faƌƌel sees oƌ does, the ǀieǁeƌ has to iŶteƌpƌet the sĐeŶe. 

At this poiŶt it is useful to iŶtƌoduĐe the ĐoŶĐepts of gapϯϮϭ oƌ iŶdeteƌŵiŶaĐǇ322. 

‘oŵaŶ IŶgaƌdeŶ desĐƌiďes the aĐiǀitǇ of illiŶg iŶ a plaĐe of iŶdeteƌŵiŶaĐǇ as ĐoŶĐƌeizaioŶ. 
IŶ aŶǇ Đase, IŶgaƌdeŶ ĐoŶsideƌs ĐoŶĐƌeizaioŶs as aĐiǀiies of iŶdiǀidual ƌeadeƌs, thus takiŶg 
iŶto aĐĐouŶt peƌsoŶal ŵoods, eǆpeƌieŶĐes oƌ otheƌ faĐtoƌs that ĐaŶ haǀe aŶ efeĐt oŶ the aĐt 
of ĐoŶĐƌeizaioŶ. Not tǁo ĐoŶĐƌeizaioŶs of eǀeŶ the saŵe ƌeadeƌ ǁill thus ďe ideŶiĐal.323

IŶ liteƌatuƌe, a gap is deiŶed as a shit ďetǁeeŶ the ƌeal aŶd the iĐioŶal ǁoƌld.ϯϮϰ WheŶ suĐh 
shits oĐĐuƌ, the ƌeadeƌ has to ill theŵ iŶ ǁith his iŵagiŶaioŶ.

As ilŵ is a ǀisual aƌt that shoǁs seeŵiŶglǇ eǀeƌǇthiŶg, suĐh gaps seeŵ to ďe iŵpossiďle. 
WolfgaŶg Iseƌ stƌesses this iŶ speakiŶg aďout ilŵ adaptaioŶs. To his ŵiŶd ilŵ giǀes us 
eǀeƌǇthiŶg, so the ǀieǁeƌ does Ŷot haǀe to iŶǀest iŶ oƌdeƌ to Đoŵplete the iŵage.ϯϮϱ

319 �eidre �ilso�, �a� �perber Relevance theory i� La�re�ce R. Hor� &  Gre�ory �ard (eds.) Handbook of 
Pragmatics, Oxford, 2004, available a�  htp://ǁǁǁ.daŶ.speƌďeƌ.fƌ/?p=ϵϯ (Accessed 14.07.2013).
�������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������������
321 �olf�a�� �ser  �olf�a�� �ser �olf�a�� �ser Der Akt des Lesens. Theorie ästhetischer Wirkung, ���ich, 1976, p. 313 (“Leers�ele” may 
also be �ra�sla�ed as “bla�ks” as �ra�sla�ed by Rober� C. Hol�b i� Rober� C. Hol�b Reception Theory: a critical 
introduction, Lo�do�, 1984, p. 92.)
322 Roma� ���arde� The Cognition of the literary Work of Art, Eva�s�o�, 1973, p. 50, ori�i�ally p�blished i� 
Polish i� 1937. (�� Germa� – U�bes�imm�hei�ss�elle).
323 Rober� C. Hol�b Reception Theory: a critical introduction, Lo�do�, 1984, p. 26.
324 �of�a�� �ser  �of�a�� �ser Die Appellstruktur der Texte, Ko�s�a�z, 1970, p. 12.
325 �olf�a�� �ser  �olf�a�� �ser Der Lesevorgang. Eine phänomenologische Perspektive i� Rai�er �ar�i�� (ed.) 
Rezeptionsästhetik. Theorie und Praxis, ���ich, 1994, p. 263
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But Ŷot eǀeƌǇthiŶg ĐaŶ ďe shoǁŶ oŶ the sĐƌeeŶ. AĐiǀiies suĐh as thiŶkiŶg, loŶgiŶg, ďoƌedoŵ 
oƌ aŶǆietǇ aƌe haƌd to illustƌate oŶ the sĐƌeeŶ, although theƌe aƌe tƌadiioŶal pƌiŶĐiples of ilŵ 
gƌaŵŵaƌ aŶd aĐiŶg thƌough ǁhiĐh these states of ŵiŶd ĐaŶ ďe deŵoŶstƌated. OteŶ theǇ aƌe 
aƌiĐulated ǀeƌďallǇ oƌ eǆplaiŶed ďǇ the pƌeǀious oƌ folloǁiŶg episodes. As Belá Balázs stated, 
iŶ filŵ:

geŶügt auĐh die ďedeutuŶgsǀollste EiŶstelluŶg ŶiĐht, uŵ deŵ Bild seiŶe gaŶze 
BedeutuŶg zu geďeŶ. Diese ǁiƌd letzteŶ EŶdes ǀoŶ deƌ PositioŶ des Bildes zǁisĐheŶ deŶ 
aŶdeƌeŶ BildeƌŶ eŶtsĐhiedeŶ… Das Bild ďekoŵŵt iŶ jedeŵ Fall uŶd uŶǀeƌŵeidliĐh seiŶe 
BedeutuŶg duƌĐh seiŶe “telluŶg iŶ deƌ AssoziatioŶsƌeihe…die Bildeƌ siŶd…gleiĐhsaŵ 
ŵit eiŶeƌ BedeutuŶgsteŶdeŶz geladeŶ, die siĐh iŵ AugeŶďliĐk ihƌeƌ BeƌühƌuŶg ŵit deŵ 
aŶdeƌeŶ Bild auslöst.ϯϮϲ

This studǇ iŶ faĐt ǁishes to stƌess the posiioŶ ofeƌed ďǇ liteƌaƌǇ sĐholaƌ Doƌothee KiŵŵiĐh 
that gaps iŶ ilŵ ĐaŶ ďe fouŶd oŶ tǁo leǀels – theǇ ĐaŶ ďe situated ďetǁeeŶ the shots ;iŶ the 
ediiŶgͿ aŶd iŶ the plot stƌuĐtuƌe.ϯϮϳ As ǁe see iŶ Liverpool, gaps ĐaŶ ďe fouŶd oŶ ďoth leǀels. 
The ŵissiŶg Đlose-up that ǁould eǆplaiŶ ǁhat Faƌƌel sees oŶ the footďall gate ĐaŶ ďe seeŶ as a 
gap iŶ the shot seƋueŶĐe. Also, the ŵissiŶg iŶfoƌŵaioŶ of ǁhǇ Faƌƌel s͛ fatheƌ is ƌelieǀed that 
he has let ĐaŶ ďe ƌegaƌded as a gap iŶ the plot. The ǀieǁeƌ is let ǁith a teaseƌ - ͞a heĐk of a 
legaĐǇ ,͟ as Faƌƌel s͛ fatheƌ eǆpƌessed it.

IŶ aŶǇ Đase, iŶ Liverpool ǁe eŶĐouŶteƌ Ƌuite ĐlassiĐ gaps, ďut it s͛ iŵpoƌtaŶt to highlight 
aŶotheƌ deiŶiioŶ of gaps iŶ the ilŵ as seeŶ ďǇ Doƌothee KiŵŵiĐh. “he eǆplaiŶs a passage iŶ 
“iegfƌied KƌaĐaueƌ s͛ Theory of Film aďout soŵe shots iŶ “eƌgei EiseŶsteiŶ s͛ Batleship PoteŵkiŶ 

;ϭϵϮϱͿ as folloǁs: shots iŶ this ilŵ that tƌaŶspoƌt ŵuliple assoĐiaioŶs aŶd thus aƌe deǀoid of 
deteƌŵiŶed ŵeaŶiŶg ĐaŶ ďe uŶdeƌstood as gaps.328 This paƌiĐulaƌ uŶdeƌstaŶdiŶg of a gap – a 
ĐeƌtaiŶ aďuŶdaŶĐe of possiďle ŵeaŶiŶgs - ĐaŶ ďe fouŶd iŶ sloǁ ilŵs. Foƌ eǆaŵple, seǀeƌal 
situaioŶs iŶ Goodbye, Dragon Inn ĐaŶ ďe iŶteƌpƌeted as haǀiŶg aŶ eǆĐess of assoĐiaioŶs. The 
ĐoŶĐept of a gap that has to ďe illed out ďǇ a ƌeadeƌ/ǀieǁeƌ is Đoŵpaiďle ǁith the ŶoioŶ of 
ǁeak iŵpliĐatuƌes as uŶdeƌstood ďǇ the ƌeleǀaŶĐe theoƌǇ.

It ǁas Ŷoted that iŶ ĐoŵpaƌisoŶ to Goodbye, Dragon Inn, iŶ Liverpool eǀeƌǇthiŶg Ŷeeded 
to uŶdeƌstaŶd the stoƌǇ is oŶsĐƌeeŶ. Heƌe the thesis ƌeƋuiƌes ŵodiiĐaioŶ: iŶ Liverpool 

theƌe aƌe a lot of gaps that the ǀieǁeƌ has to ill ďǇ usiŶg theiƌ kŶoǁledge aŶd applǇiŶg the 
iŶteƌpƌetaioŶ pƌoĐeduƌe. But Ŷote that theƌe aƌe alŵost Ŷo eǆplaŶaioŶ as to ǁhiĐh diƌeĐioŶ 
the iŶteƌpƌetaioŶ should take, aŶd ǁhat ǁould ďe the ƌight eǆplaŶaioŶ foƌ the oŶsĐƌeeŶ 

326 �el� ��lazs  �el� ��lazs Der Geist des Films, Halle, 1930, p. 46.
327 �oro�hee Kimmich  �oro�hee Kimmich �oro�hee Kimmich Die Bildlichkeit der Leerstelle. Bemerkungen zur Leerstellenkonzeption in der frühen 
Filmtheorie, 2003, p. 4, available a� htp://ǁǁǁ.uŶi-tueďiŶgeŶ.de/ileadŵiŶ/UŶi_TueďiŶgeŶ/FakultaeteŶ/
Neuphilologie/DeutsĐhes_“eŵiŶaƌ/AďteiluŶgeŶ/Neueƌe_dt_Liteƌatuƌ/Hoŵepages/KiŵŵiĐh/DokuŵeŶte/
BildliĐhkeit_deƌ_Leeƌstelle.pdf (Accessed 11.11.2013).
328 �oro�hee Kimmich  �oro�hee Kimmich �oro�hee Kimmich Die Bildlichkeit der Leerstelle. Bemerkungen zur Leerstellenkonzeption in der frühen 
Filmtheorie. 2003, p. 4, available a� htp://ǁǁǁ.uŶi-tueďiŶgeŶ.de/ileadŵiŶ/UŶi_TueďiŶgeŶ/FakultaeteŶ/
Neuphilologie/DeutsĐhes_“eŵiŶaƌ/AďteiluŶgeŶ/Neueƌe_dt_Liteƌatuƌ/Hoŵepages/KiŵŵiĐh/DokuŵeŶte/
BildliĐhkeit_deƌ_Leeƌstelle.pdf (Accessed 11.11.2013) , p. 15.
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aĐiǀiies. EǀeŶ ŵoƌe, ĐoŶtƌaƌǇ to Goodbye, Dragon Inn, iŶ Liverpool oŶe ĐaŶ uŶdeƌstaŶd the 
stoƌǇ ǁithout aŶ addiioŶal efoƌt of illiŶg iŶ the gaps. This is so ďeĐause the gaps iŶ the Tsai 
MiŶg-LiaŶg ilŵ ǁeƌe oteŶ ƌelated to keƌŶel eǀeŶts of the stoƌǇ, ďut iŶ Liverpool these spots of 
iŶdeteƌŵiŶaĐǇ ŵaiŶlǇ afeĐt satellite eǀeŶts.

OďǀiouslǇ, iŶ all these Đases the ƌole of the ǀieǁeƌ iŶ ŵakiŶg out the plot is ĐƌuĐial. The degƌee 
of ĐoŶideŶĐe AloŶso has iŶ his ǀieǁeƌs is siŵilaƌ to that of Tsai MiŶg-LiaŶg. EǀeŶ ŵoƌe, as 
AloŶso deĐlaƌes: ͞MǇ ilŵs aƌeŶ͛t Ŷaƌƌaiǀes. I oďseƌǀe people, difeƌeŶt ŵoŵeŶts, aŶd I put 
theŵ all togetheƌ iŶ the ilŵ. The audieŶĐe has to iŵagiŶe oƌ Đƌeate soŵethiŶg siiŶg iŶ the 
Đhaiƌ.͟ 329

“peakiŶg aďout Liverpool iŶ paƌiĐulaƌ he eǀeŶ tops that ďǇ saǇiŶg: ͞It s͛ oŶlǇ the audieŶĐe ǁho 
ĐaŶ ŵake the ĐoŶŶeĐioŶ ďetǁeeŶ Faƌƌel, the giƌl aŶd the keǇĐhaiŶ. If theƌe s͛ soŵe poǁeƌ 
iŶ that sĐeŶe, it Đoŵes fƌoŵ the speĐtatoƌ, Ŷot fƌoŵ the fƌaŵe oƌ ǁhateǀeƌ.͟ ϯϯϬ AŶd iŶallǇ: 
͞AŶǇoŶe ĐaŶ Đƌeate the ŵeaŶiŶg that theǇ͛d like, aŶd eǀeŶ ƌegisteƌ depths that aƌeŶ͛t theƌe.͟ ϯϯϭ

This last ƋuotaioŶ of AloŶso Đould seƌǀe as a Đaƌte ďlaŶĐhe foƌ a ilŵ sĐholaƌ to deǀelop 
sǇŵptoŵaiĐ iŶteƌpƌetaioŶs332 of Liverpool, ďut, as eǆpƌessed iŶ the iŶtƌoduĐioŶ, that is Ŷot 
this eŶdeaǀouƌ s͛ iŶteŶioŶ. IŶstead, this studǇ ǁould like to fuƌtheƌ the ŶoioŶ of iŶteƌpƌetaioŶ 
iŶ aŶotheƌ diƌeĐioŶ, ŶaŵelǇ to stƌess its iŵpoƌtaŶĐe foƌ the pƌoĐess of ĐoŵpƌeheŶsioŶ. 
The ĐoŶĐept of gaps has ďeeŶ iŶtƌoduĐed. Fƌoŵ the poiŶt of ǀieǁ of ĐogŶiiǀe ŶaƌƌatologǇ, 
aŶǇ Đut ďetǁeeŶ the shots ĐaŶ ďe ƌegaƌded as a gap, ǁhiĐh gets illed thƌough the pƌoĐess 
of ĐoŶĐƌeizaioŶ ;‘oŵaŶ IŶgaƌdeŶͿ.333 KuhŶ, ƋuoiŶg fƌoŵ difeƌeŶt souƌĐes, uŶdeƌliŶes 
the iŵpoƌtaŶĐe of ĐoŶteǆt aŶd ďaĐkgƌouŶd kŶoǁledge foƌ the pƌoĐess of ĐoŶĐƌeizaioŶ/ 
ŵoiǀaioŶ. The ǀieǁeƌ s͛ gloďal kŶoǁledge aŶd ƌeliaŶĐe oŶ the ĐogŶiiǀe sĐheŵata is deĐisiǀe 
foƌ illiŶg gaps. ϯϯϰ IŶ the Đhapteƌ aďout Goodbye, Dragon Inn this issue ǁas looked at, aŶd ŵoƌe 
ǁill ďe uŶǀeiled iŶ the Đhapteƌ aďout the ilŵ Colossal Youth. Foƌ the iŵe ďeiŶg the disĐussioŶ 
ŵust ǀeeƌ iŶ aŶotheƌ diƌeĐioŶ.

‘etuƌŶiŶg to the ƋuesioŶ of iŶteƌpƌetaioŶ - depeŶdiŶg oŶ the iŵpoƌtaŶĐe ǁe allot to it, the 
ƋuesioŶ of ŵiŶiŵal ĐoŶdiioŶs foƌ ŶaƌƌaiǀitǇ ĐaŶ ďe ďƌoaĐhed fƌoŵ aŶotheƌ peƌspeĐiǀe. 
TƌadiioŶallǇ, foƌ a ĐhaiŶ of eǀeŶts to foƌŵ a stoƌǇ at least oŶe ĐhaŶge of state ďetǁeeŶ theŵ 

329 �ichael G�ille� Liverpool. An interview with Lisandro Alonso i� Twitch, available a� htp://tǁitĐhilŵ.
Đoŵ/ϮϬϬϵ/Ϭϴ/liǀeƌpooliŶteƌǀieǁ-ǁith-lisaŶdƌo-aloŶso.htŵl (Accessed 27.09.2012).
330 �arre� H��hes Who´s John Ford? i� Senses of Cinema, 14.04.2009, htp://seŶsesofĐiŶeŵa.Đoŵ/ϮϬϬϵ/ϱϬ/
lisaŶdƌo-aloŶso-iŶteƌǀieǁ/ (Accessed 23.09.2012).
331 Viole�a Kovacsics, Adam Nayma� Shore leave: Lisandro Alonso´s Liverpool i� Ci�ema�cope, available 
a� htp://ĐiŶeŵa-sĐope.Đoŵ/ĐiŶeŵa-sĐope-ŵagaziŶe/iŶteƌǀieǁs-shoƌe-leaǀe-lisaŶdƌo-aloŶsos-liǀeƌpool/ 
(Accessed 02.10.2012).
332 Abo�� levels of i��erpre�a�io� see �avid �ord�ell Making Meaning: Inference and Rhetoric in the 
Interpretation, Cambrid�e, �ass., 1989, p. 8�9.
333 �olf �chmid Narrativity and Eventfulness i� �om Ki�d�, Ha�s�Harald �üller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, �erli�, 2003, p. 20.
334 �ark�s K�h�  �ark�s K�h� Filmnarratologie. Ein erzähltheoretisches Analysemodell, �erli�, 2011, p. 68.
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has to ďe eǆisteŶt.ϯϯϱ Hoǁeǀeƌ, foƌ eǆaŵple, Meiƌ “teƌŶďeƌg goes eǀeŶ so faƌ as to ŵaiŶtaiŶ 
that ͞You ŵaǇ sipulate oŶe/tǁo/thƌee eǀeŶts, ĐausalitǇ aŶd so foƌth, ďut the ǀeƌǇ ƋuesioŶ of 
ǁhetheƌ theƌe is aŶǇ ĐausalitǇ iŶ the teǆt oƌ Ŷot ƌeŵaiŶs a ŵateƌ of iŶteƌpƌetaioŶ.͟ ϯϯϲ

“teƌŶďeƌg s͛ staŶĐe touĐhes aŶotheƌ issue that is highlǇ ĐoŶtested iŶ Ŷaƌƌaiǀe theoƌǇ. NaŵelǇ, 
to ǁhat degƌee is the stoƌǇ pƌeseŶted ďǇ the authoƌs, oƌ does it haǀe to ďe ĐoŵpletelǇ 
ĐoŶstƌuĐted ďǇ the ƌeadeƌ? “teƌŶďeƌg ďases his appƌoaĐh oŶ a ǀeƌǇ geŶeƌal deiŶiioŶ of 
Ŷaƌƌaiǀe – ͞siŶĐe a Ŷaƌƌaiǀe is a ĐoŶstƌuĐt of ouƌ ŵiŶds, aŶǇ sigŶ oƌ aŶǇ ĐolleĐioŶ of sigŶs is a 
Ŷaƌƌaiǀe if it pƌoduĐes iŶ us suspeŶse, ĐuƌiositǇ oƌ suƌpƌise͟ϯϯϳ. This studǇ s͛ posiioŶ is that iŶ 
teƌŵs of ilŵ, suĐh a ďƌoad deiŶiioŶ is Ŷot useful as aƌtǁoƌks teŶd to haǀe soŵe kiŶd of a foƌŵ 
giǀeŶ ďǇ the authoƌ. Hoǁeǀeƌ, ǁhat the difeƌeŶt sloǁ ĐiŶeŵa eǆaŵples haǀe deŵoŶstƌated 
aŶd ǁill ĐoŶiŶue to do so thƌoughout this studǇ is the teŶdeŶĐǇ that, iŶ ĐoŵpaƌisoŶ to 
ŵaiŶstƌeaŵ Ŷaƌƌaiǀes, ilŵŵakeƌs allot ŵoƌe fƌeedoŵ to theiƌ ǀieǁeƌs aŶd thus alloǁ foƌ 
ŵoƌe iŶteƌpƌetaioŶ. AloŶso s͛ ƋuotaioŶs ĐoŶiƌŵ this asseƌioŶ. This studǇ ďelieǀes that 
uiliziŶg a ŵiŶiŵalisiĐ appƌoaĐh as the aƌisiĐ desigŶ of a stoƌǇ gƌaŶts gƌeateƌ iŵpoƌtaŶĐe to 
the ǀieǁeƌ s͛ iŶteƌpƌetaioŶ. Hoǁeǀeƌ, as ǁill ďe deŵoŶstƌated lateƌ, the fƌeedoŵ giǀeŶ to the 
audieŶĐes of sloǁ ĐiŶeŵa ĐaŶ ǀaƌǇ iŶ degƌee.

‘etuƌŶiŶg to the ƌeleǀaŶĐe theoƌǇ - the faĐt that Ŷeeds to ďe highlighted iŶ this ƌespeĐt is 
“peƌďeƌ s͛ stateŵeŶt that the shaƌed ƌespoŶsiďilitǇ that lies at the Đoƌe of ǁeak iŵpliĐatuƌes 
is Ŷot a sigŶ of pooƌ ĐoŵŵuŶiĐaioŶ: ͞It ŵaǇ ďe just the degƌee of ĐoŵŵuŶiĐaioŶ that suits 
ďoth speakeƌ aŶd heaƌeƌ.͟ 338

 

IŶteƌǀieǁs ǁith AloŶso also ƌeǀeal ĐoŶĐƌete ƌefeƌeŶĐes aďout the geŶesis of the ilŵ Liverpool. 
Foƌ eǆaŵple, he eǆplaiŶs that the idea of the ilŵ aĐtuallǇ staƌted ǁith aŶ iŵage of a saǁŵill 
he saǁ iŶ a Ŷeǁspapeƌ. He ǁaŶted to ilŵ iŶ this eŶǀiƌoŶŵeŶt.339 He also eǆplaiŶs hoǁ the 
Liǀeƌpool keǇ ƌiŶg fouŶd its plaĐe iŶ the ilŵ:

WheŶ I ǁas ǁoƌkiŶg oŶ the post-pƌoduĐioŶ of Fantasma iŶ Chile, I saǁ a Beatles Đoǀeƌ 
ďaŶd Đalled The Sounds of Liverpool. IŶ the ǀeŶue theƌe ǁas a ǇouŶg ǁoŵaŶ ǁith a 
leaƌŶiŶg disaďilitǇ ďeggiŶg foƌ ŵoŶeǇ. The iŵage of these thiŶgs Đaŵe togetheƌ aŶd 
just ǁouldŶ͛t go aǁaǇ. Fƌoŵ theƌe I ďegaŶ to thiŶk aďout Liǀeƌpool as a poƌt ĐitǇ aŶd 
theŶ aďout poƌt Điies iŶ AƌgeŶiŶa aŶd that s͛ hoǁ I Đaŵe to Ushuaia, ǁhiĐh has a loŶg 
histoƌǇ of EŶglish iŵŵigƌaŶts. Filŵ-ŵakiŶg is aďout these elusiǀe liŶks.ϯϰϬ

335 �olf �chmid Narrativity and Eventfulness i� �om Ki�d�, Ha�s�Harald �üller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, �erli�, 2003, p. 19.
336 �eir ��er�ber�  �eir ��er�ber� �eir ��er�ber� Reconceptualizing narratology. Arguments for a Functionalist and Constructivist Approach 
to Narrative i� Enthymema, �V, 2011, available a� htp://ƌiǀiste.uŶiŵi.it/iŶdeǆ.php/eŶthǇŵeŵa/aƌiĐle/
ǀieǁ/ϭϭϴϲ , p. 46 (Accessed 2.02.2014).
337  �bid., p. 48.
338 �eirdre �ilso�, �a� �perber Truthfulness and Relevance, available a�  htp://ǁǁǁ.daŶ.speƌďeƌ.fƌ/ǁp-
ĐoŶteŶt/uploads/ϮϬϬϵ/Ϭϵ/ǁilsoŶ_speƌďeƌ.pdf  (Accessed 12.03.2014), p. 24
339 R. Emme� ��ee�ey The Rumpus interview with Lisandro Alonso i� The Rumpus available a� htp://
theƌuŵpus.Ŷet/ϮϬϬϵ/ϬϮ/the-ƌuŵpus-iŶteƌǀieǁ-ǁith-lisaŶdƌo-aloŶso/ (Accessed 02.10.2012).
340 �aria �el�ado The London Film Festival. Interview-Liverpool i� Sight and Sound, available a� htp://old.
ďi.oƌg.uk/sightaŶdsouŶd/featuƌe/ϰϵϰϴϳ (Accessed 02.10.2013).
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Thus, the idea of osteŶsiǀe siŵuli as supposed ďǇ “peƌďeƌ aŶd WilsoŶ eǆpeƌieŶĐes a kiŶd of 
defeat – the saǁŵill aŶd the keǇ ƌiŶg aƌe iŶ this ilŵ ďeĐause the diƌeĐtoƌ ǁaŶted theŵ to ďe. 
What ƌeleǀaŶĐe ĐaŶ this Đƌeate foƌ a ǀieǁeƌ s͛ uŶdeƌstaŶdiŶg of the plot? CaŶ ǁe sill speak of 
poeiĐ efeĐt? We ĐaŶŶot siŵplǇ ĐoŶiŶue to aƌgue that it is foƌ the sake of déĐoƌ. ‘atheƌ, the 
ďelief heƌeiŶ is that iŶ suĐh Đases, siŵilaƌlǇ to Đases ǁheŶ the diƌeĐtoƌ Đhooses Ŷot to Đut thus 
ĐƌeaiŶg a post-aĐioŶ lag, the ƌeleǀaŶĐe theoƌǇ ƌeaĐhes its liŵits. CoŶseƋueŶtlǇ, Ŷot eǀeƌǇthiŶg 
uŶusual iŶ a ilŵ s͛ desigŶ that does Ŷot oďeǇ the pƌiŶĐiple of ƌeleǀaŶĐe ĐaŶ ďe eǆplaiŶed ďǇ 
poeiĐ efeĐt. “oŵe aƌisiĐ ĐhoiĐes aƌe oďǀiouslǇ ĐoŵpletelǇ aƌďitƌaƌǇ. CoŶseƋueŶtlǇ, although 
this studǇ aƌgues that ǁe ĐaŶ iŶd siŵilaƌ stƌuĐtuƌes to the aĐt sĐheŵe iŶ sloǁ ĐiŶeŵa, the 
ĐoŶjuŶĐioŶs ďetǁeeŶ theŵ aŶd the ĐausalitǇ ďetǁeeŶ eǀeŶts haǀe to ďe ƌedeiŶed. AŶ 
eǆplaŶaioŶ of Liverpool´s aĐt stƌuĐtuƌe is theƌeďǇ Đalled foƌ.

Ϯ.ϳ. EǆplaŶaioŶ of the aĐt sĐheŵe

As iŶ Goodbye Dragon Inn, the setup is the loŶgest paƌt of the ilŵ, ǁith all the otheƌ paƌts 
eƋuallǇ of the saŵe leŶgth of soŵe tǁelǀe to siǆteeŶ ŵiŶutes. It seeŵs that iŶ sloǁ ĐiŶeŵa 
the setup ŵakes up the loŶgest paƌt of the ilŵ – heƌe it takes ϯϮ ŵiŶutes to ƌeaĐh the Ŷeǆt 
paƌt of the ilŵ. This ŵaǇ ďe ĐoŶŶeĐted to the faĐt that sloǁ ĐiŶeŵa ĐoŶsists of oďseƌǀaioŶal 
ilŵs, aŶd oďseƌǀaioŶ takes iŵe. The stoƌǇ ŵaiŶlǇ deǀelops out of oďseƌǀaioŶ. Theƌe aƌe 
oŶlǇ tǁo Đlues that fosteƌ the Ŷaƌƌaiǀe deǀelopŵeŶt of the ilŵ: the aĐtual plot ďegiŶs ǁith 
Faƌƌel s͛ Đhat ǁith the ĐaptaiŶ ďeĐause it deiŶes the goal foƌ Faƌƌel s͛ ĐhaƌaĐteƌ – he ǁaŶts to 
ƌetuƌŶ hoŵe. ;Note that this is the loŶgest dialogue sĐeŶe iŶ aŶǇ of AloŶso s͛ ilŵs to date.Ϳ The 
seĐoŶd Ŷaƌƌaiǀe hiŶt eǆpƌessed ǀeƌďallǇ Đoŵes at the ďegiŶŶiŶg of the Đliŵaǆ ǁheŶ ǁe leaƌŶ 
that AŶtalia ǁas ďoƌŶ shoƌtǇ ateƌ Faƌƌel s͛ depaƌtuƌe. Fƌoŵ this hiŶt, dƌaǁiŶg fƌoŵ life aŶd 
ĐiŶeŵa ǀieǁiŶg eǆpeƌieŶĐe, the ǀieǁeƌ ĐaŶ iŶfeƌ that AŶalia is Faƌƌel s͛ daughteƌ.

IŶ Liverpool ǁe also eŶĐouŶteƌ a stagiŶg stƌategǇ that ĐaŶ ďe ŵaƌked as a tuƌŶiŶg poiŶt. 
NaŵelǇ, ǁheƌeas iŶ the setup ǁe eŶĐouŶteƌ eŶĐlosed spaĐes ;oŶ the ship, iŶ the toǁŶͿ, at the 
ďegiŶŶiŶg of the deǀelopŵeŶt ǁe eŶjoǇ the ǀast laŶdsĐapes of Teƌƌa del Fuego. “o this is aŶ 
eǆaŵple ǁithiŶ sloǁ ĐiŶeŵa ǁheƌe a stǇlisiĐ juǆtaposiioŶ ĐaŶ seƌǀe as a tuƌŶiŶg poiŶt.

As the ilŵ lasts foƌ oŶlǇ ϴϰ ŵiŶutes, it laĐks oŶe paƌt of the fouƌ-aĐt sĐheŵa. That of the 
ĐoŵpliĐaiŶg aĐioŶ. As KƌisiŶ ThoŵpsoŶ states, duƌiŶg the ĐoŵpliĐaiŶg aĐioŶ the heƌo sill 
ǁoƌks toǁaƌd his goal, ďut iŶ oƌdeƌ to aĐhieǀe it, he has to ĐhaŶge taĐiĐs.ϯϰϭ IŶ Liverpool this 
paƌt is ŵissiŶg. IŶstead, the deǀelopŵeŶt ďegiŶs ateƌ a leŶgthǇ setup that depiĐts Faƌƌel s͛ 
life oŶ the Đaƌgo ship aŶd his iƌst Ŷight iŶ Ushaia. It eŶĐoŵpasses Faƌƌel s͛ aƌƌiǀal iŶ the ǀillage 
aŶd his iƌst daǇ at hoŵe. Quiet ĐlassiĐallǇ it ĐoƌƌespoŶds to the liŶes of aĐioŶ liŶes iŶ the 

341 Kris�i� �hompso� Storytelling in the New Hollywood. Understanding Classical Narrative Technique, 
Cambrid�e, �ass., 1999. p. 28.
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deǀelopŵeŶt as laid out ďǇ KƌisiŶ ThoŵpsoŶ. NaŵelǇ, iŶ deǀelopŵeŶt, ͞all the pƌeŵises 
ƌegaƌdiŶg the goals aŶd the liŶes of aĐioŶ haǀe ďeeŶ iŶtƌoduĐed.͟ ϯϰϮ Heƌe ǁe eŶĐouŶteƌ 
Faƌƌel s͛ Ŷaiǀe ǀillage, its people aŶd the peƌsoŶs ǁho ǁill ďe iŵpoƌtaŶt lateƌ iŶ the stoƌǇ ;iŶ 
the ĐliŵaǆͿ. It is his daughteƌ AŶalia, his fatheƌ aŶd the host Toƌƌes, ǁith his ŵotheƌ ďeiŶg 
ŵeŶioŶed iŶ the ĐoŶǀeƌsaioŶ ďetǁeeŶ Toƌƌes aŶd his paƌtŶeƌ oŶ the telephoŶe sǇsteŵ. IŶ 
this poiŶt Liverpool ĐoƌƌespoŶds to the Ŷaƌƌaiǀe sĐheŵas of ĐlassiĐal HollǇǁood ilŵŵakiŶg. 
The deǀelopŵeŶt eŶds ǁith the episode that iŶds Faƌƌel hidiŶg ďehiŶd the house.

AĐtuallǇ, a seĐoŶd stoƌǇliŶe is estaďlished at the ďegiŶŶiŶg of the Đliŵaǆ – ǁheŶ ǁe leaƌŶ 
eŶough to suspeĐt that AŶalia Đould ďe his daughteƌ. Foƌ the ŶaƌƌaioŶ it is the Ŷeǆt daŶgliŶg 
Đause that ǁill ďe ƌesolǀed lateƌ oŶ. But Ŷote that Faƌƌel s͛ goal iŶ ƌegaƌds to the stoƌǇliŶe is Ŷot 
aƌiĐulated. We ĐaŶ oŶlǇ guess fƌoŵ his aĐioŶs – ďuǇiŶg ďƌead foƌ AŶalia, giǀiŶg heƌ ŵoŶeǇ aŶd 
a keǇ ĐhaiŶ – that he aŶiĐipates soŵe kiŶd of a ĐoŶtaĐt ǁith his daughteƌ. This stoƌǇliŶe desigŶ 
ĐoƌƌespoŶds to AloŶso s͛ ilŵŵakiŶg pƌaĐiĐe of siŵplǇ ǁaŶiŶg to oďseƌǀe the ĐhaƌaĐteƌs.ϯϰϯ

The episode ǁheƌe Faƌƌel iŶallǇ sees his ŵotheƌ is a peĐuliaƌ oŶe. We ĐaŶ atƌiďute Đliŵaǆ 
to this sĐeŶe, usiŶg Ŷot oŶlǇ ouƌ ƌeal-life eǆpeƌieŶĐe ;ŵeeiŶg oŶe s͛ ŵotheƌ ĐaŶ ďe a ĐƌuĐial 
aĐiǀitǇͿ, ďut also ďǇ usiŶg ouƌ liteƌaƌǇ/ĐiŶeŵaiĐ eǆpeƌise. It ǁas Faƌƌel s͛ goal to ŵeet his 
ŵotheƌ aŶd foƌ that this sĐeŶe iŶds Đlosuƌe. As KƌisiŶ ThoŵpsoŶ puts it ͞the aĐioŶ shits 
iŶto a stƌaighfoƌǁaƌd pƌogƌess toǁaƌd the iŶal ƌesoluioŶ ,͟ ďut ǁhat is ŵissiŶg heƌe is 
a ĐoŶĐeŶtƌated seƋueŶĐe of high aĐioŶ.ϯϰϰ The sĐeŶe ďetǁeeŶ Faƌƌel aŶd his ŵotheƌ eǀeŶ 
laĐks the eŵoioŶal iŶteŶsitǇ that ǁould ďe the Ŷoƌŵ iŶ suĐh seƋueŶĐes ǁithiŶ ŵaiŶstƌeaŵ 
HollǇǁood ilŵs. This faĐt ĐoŶtƌasts Liverpool to the foƌŵeƌ, although soŵe ilŵ ĐƌiiĐs sill 
speak aďout Liverpool as a ŵelodƌaŵa, aŶd AloŶso ŵight agƌee ǁith theŵ:

͞I thiŶk I tell a ǀeƌǇ sad stoƌǇ aďout this sailoƌ ǁho s͛ a fatheƌ, aŶd this giƌl ǁho s͛ his daughteƌ. I 
didŶ͛t tell the stoƌǇ iŶ a ĐoŵŵoŶplaĐe ǁaǇ, ďut I thiŶk theƌe s͛ a stoƌǇ theƌe.͟ ϯϰϱ

IŶ the Đliŵaǆ ďoth stoƌǇliŶes get Đlosuƌe. Faƌƌel eŶĐouŶteƌs his ŵotheƌ as ǁas his goal ƌight 
fƌoŵ the ďegiŶŶiŶg, aŶd giǀes soŵe ŵoŶeǇ aŶd a souǀeŶiƌ to his supposed daughteƌ. These 
aƌe tǁo tuƌŶiŶg poiŶts, oŶe foƌ eaĐh stoƌǇliŶe. As ďoth stoƌǇliŶes iŶd Đlosuƌe, Faƌƌel ĐaŶ leaǀe. 
What is ǀeƌǇ uŶusual iŶ the Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ of the ilŵ is the faĐt that the stoƌǇ does 
Ŷot folloǁ Faƌƌel as he goes aǁaǇ, ďut staǇs iŶ the ǀillage aŶd shits the foĐus fƌoŵ Faƌƌel to his 
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daughteƌ. EǀeŶ ŵoƌe, although the epilogue deliǀeƌs aŶ eǆplaŶaioŶ of ǁhat Faƌƌel has giǀeŶ 
to heƌ, it is, as ǁas ŵeŶioŶed, a puƌelǇ aƌďitƌaƌǇ oďjeĐt ;ďoth the ĐhoiĐe of a keǇ ĐhaiŶ aŶd 
the iŶsĐƌipioŶ Liverpool oŶ itͿ, ǁhiĐh has Ŷo iŵpliĐaioŶs foƌ the ilŵ s͛ plot. This paƌt of the 
ilŵ foƌŵs aŶ eǆteŶsiǀe epilogue lasiŶg tǁeŶtǇ ŵiŶutes. But the eŶiƌe epilogue Đould also ďe 
ĐoŶsideƌed a post-aĐioŶ lag, as a geŶeƌal Ŷaƌƌaiǀe stƌategǇ used ďǇ AloŶso. 

Ϯ. ϴ. DeiŶiioŶ of post-aĐioŶ lag

IŶ the ilŵ s͛ deǀelopŵeŶt theƌe s͛ a sĐeŶe ǁheƌe Faƌƌel ŵeets a ŵaŶ ǁith a pushĐaƌt. Although 
the ŵaŶ ǁith the pushĐaƌt goes iŶ a difeƌeŶt diƌeĐioŶ thaŶ Faƌƌel, the Đaŵeƌa folloǁs the 
ŵaŶ foƌ a ǁhile. “uĐh ŵoŵeŶts of delaǇed Đut, ǁheŶ a ĐhaƌaĐteƌ eǆits the fƌaŵe, aƌe Đalled 
post-aĐioŶ lags aŶd aƌe ǀeƌǇ iŵpoƌtaŶt to LisaŶdƌo AloŶso ďeĐause it is suĐh ŵoŵeŶts that 
giǀe speĐtatoƌs iŵe to thiŶk aďout the ilŵ:

DuƌiŶg that pause he Đoŵes to ƌealize that ĐiŶeŵaiĐ laŶguage eǆists, ďeĐause he is 
ŵade to feel the pƌeseŶĐe of the Đaŵeƌa. AŶd if the ǀieǁeƌ feels the eǆisteŶĐe of the 
Đaŵeƌa, he is also feeliŶg the pƌeseŶĐe of the diƌeĐtoƌ. WheŶ he s͛ ŵade aǁaƌe of all 
that, a ǀieǁeƌ is foƌĐed to thiŶk aďout ĐiŶeŵaiĐ laŶguage. That is alǁaǇs iŵpoƌtaŶt 
to ŵe – that is to saǇ -, ŵakiŶg the speĐtatoƌ ƌealize that, oǀeƌ aŶd ďeǇoŶd ǁhat is 
happeŶiŶg to the iĐioŶal ĐhaƌaĐteƌ, theƌe is alǁaǇs soŵeoŶe else ǁho is ŶaƌƌaiŶg the 
stoƌǇ.ϯϰϲ

Although it is Ŷot this studǇ s͛ iŶteŶioŶ to disĐuss AloŶso s͛ sigŶatuƌe oƌ to delǀe iŶto aŶ 
iŶteƌpƌetaioŶ of Faƌƌel s͛ stoƌǇ, this ƋuotaioŶ fƌoŵ aŶ iŶteƌǀieǁ ǁith the ilŵŵakeƌ ĐaŶ also 
ďe ǀieǁed iŶ teƌŵs of Ŷaƌƌaiǀe theoƌǇ, aŶd ĐaŶ shed Ŷeǁ light oŶ hoǁ ƌeleǀaŶĐe is aĐhieǀed 
iŶ sloǁ ĐiŶeŵa Ŷaƌƌaiǀes. As Ŷoted, ďesides the pƌoposiioŶal aitudes ĐoŵŵuŶiĐated ǀia 
laŶguage, “peƌďeƌ aŶd WilsoŶ also speak of ŶoŶ-pƌoposiioŶal aitudes. Aƌt ĐiŶeŵa iŶ geŶeƌal 
aŶd sloǁ ĐiŶeŵa iŶ paƌiĐulaƌ ǁith post-aĐioŶ lag as a ĐhaƌaĐteƌisiĐ featuƌe, ƌepƌeseŶt a 
pƌiŵe eǆaŵple of this kiŶd of ĐoŵŵuŶiĐaioŶ. NaŵelǇ, the liŶgeƌiŶg of the Đaŵeƌa oŶ the shot 
ateƌ the aĐioŶ has iŶished opeŶs the dooƌ to ŶoŶ-pƌoposiioŶal efeĐts.  These aƌe deiŶed 
as efeĐts that do Ŷot Ǉield ŵeŶtal ƌepƌeseŶtaioŶs as theǇ ǁould ǁith pƌoposiioŶal efeĐts, 
ǁhiĐh aƌe eǆpƌessed as deŵoŶstƌaiǀe iŶfeƌeŶĐes. IŶstead, ŶoŶ-pƌoposiioŶal efeĐts, ďased oŶ 
ŶoŶ-deŵoŶstƌaiǀe iŶfeƌeŶĐes, tƌiggeƌ eŵoioŶs.ϯϰϳ

This studǇ ǁould like to fuƌtheƌ eǆpaŶd oŶ this issue ďǇ ƌetuƌŶiŶg to the deiŶiioŶ of response 

as ofeƌed ďǇ Nigel Faďď. As response he suďsuŵes all suĐh pheŶoŵeŶa as eŵoioŶal ƌespoŶse, 
eǀaluaiǀe aitudes, iŵpƌessioŶs of iŶteŶsitǇ, pƌofuŶditǇ, suďliŵitǇ, aǁaƌeŶess of epiphaŶies, 
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poeiĐ eǆpeƌieŶĐe aŶd aestheiĐ pleasuƌe.ϯϰϴ
 

But if these eǆteŶded shots of delaǇed oƌ seeŵiŶglǇ useless aĐiǀiies aƌe put iŶ the foƌegƌouŶd, 
theŶ theǇ also aĐƋuiƌe a Ŷaƌƌaiǀe sigŶiiĐaŶĐe aŶd fuŶĐioŶ as theǇ deĐisiǀelǇ afeĐt the ǁaǇ 
ǁe eǆpeƌieŶĐe a ilŵ. “ǁiss liŶguist MoesĐhleƌ has deŵoŶstƌated that ǁe ĐaŶŶot sepaƌate 
pƌoposiioŶal efeĐts fƌoŵ the ŶoŶ-pƌoposiioŶal – theǇ aƌe ͞iŶtƌiŶsiĐallǇ ǁeďďed .͟ϯϰϵ

 

Post-aĐioŶ lag as the tuƌŶiŶg poiŶt of a stoƌǇ is oŶe of the possiďiliies. AŶotheƌ, pƌoposed 
heƌe, ĐoŶĐeƌŶs the ƋuesioŶ of hoǁ to Đoŵe to teƌŵs ǁith a sloǁ ĐiŶeŵa ilŵ. If iŶ ouƌ seaƌĐh 
foƌ the ƌeleǀaŶĐe of oŶsĐƌeeŶ aĐiǀiies ǁe aƌƌiǀe at the ĐoŶĐlusioŶ that ǁeak iŵpliĐatuƌes 
ĐaŶŶot ďe ƌegaƌded as a ield of shaƌed ƌespoŶsiďilitǇ ďetǁeeŶ the authoƌ aŶd the ǀieǁeƌ, theŶ 
the ǀaƌietǇ of possiďle response is Ŷuŵeƌous.

Ϯ. ϵ. A Ŷeǁ iŶteŶsitǇ of ǁatĐhiŶg?

Filŵ ĐƌiiĐs as ǁell as ilŵ eŶthusiasts haǀe pƌoďleŵs desĐƌiďiŶg AloŶso s͛ ilŵs ;aŶd otheƌ sloǁ 
ĐiŶeŵa ilŵsͿ. The folloǁiŶg ƋuotaioŶ is a pƌiŵe eǆaŵple – suĐh seŶteŶĐes Đould ďe ǁƌiteŶ 
aďout alŵost aŶǇ sloǁ ĐiŶeŵa ilŵ:

“eiŶe Filŵe ďieteŶ auĐh aŵ EŶde keiŶe LösuŶg füƌ ihƌe ‘ätsel aŶ. “ie ďeǁegeŶ siĐh 
ǀielŵehƌ zuƌüĐk zu eiŶeŵ UƌspƌuŶg, dahiŶ ǁo BedeutuŶg uŶd “iŶŶ keiŶe ‘olle spieleŶ, 
ǁo die Bildeƌ siĐh selďst geŶug siŶd uŶd ŶiĐhts ďedeuteŶ ǁolleŶ. DaduƌĐh eŶtsteht eiŶe 
Ŷeue IŶteŶsität des “eheŶs.ϯϱϬ

“uƌe, theƌe is a Ŷaƌƌaiǀe iŶ these ilŵs that ĐaŶ ďe aŶalǇsed as eǆeŵpliied aďoǀe. But this ͞ Ŷeǁ 
iŶteŶsitǇ of ǁatĐhiŶg͟ is a Ŷaƌƌaiǀe stƌategǇ that is as iŵpoƌtaŶt as the Ŷaƌƌaiǀe tools – aŶd 
ďeĐoŵe oďǀious if ǁe ĐoŶsideƌ the iŵpoƌtaŶĐe of post-aĐioŶ lag iŶ Liverpool aŶd otheƌ sloǁ 
ĐiŶeŵa ilŵs. But this iŶteŶsitǇ of the iŵageƌǇ is haƌd to deiŶe iŶ ǁoƌds aŶd to deteĐt iŶ oƌdeƌ 
to aŶalǇse. As PilkiŶgtoŶ poiŶts out, the efeĐts geŶeƌated ďǇ response aƌe ͞ ŵaƌgiŶal ǀaƌiaioŶs 
iŶ salieŶĐe .͟ϯϱϭ TheǇ aƌe ͞a ŵateƌ of degƌee ƌatheƌ thaŶ soŵethiŶg thaŶ ĐaŶ ďe pƌeĐiselǇ 
ŵeasuƌed .͟ϯϱϮ CoŶseƋueŶtlǇ, takiŶg iŶto aĐĐouŶt the highlǇ iŶdiǀidual ƌeaĐioŶs to a ilŵ, ǁheŶ 
the edge of ǁeak ŶaƌƌaiǀitǇ is ƌeaĐhed the possiďilitǇ of ŵodelliŶg ŵoƌe oƌ less uŶifoƌŵ aŶd 
pƌediĐtaďle ǀieǁeƌ ƌeaĐioŶs to a ĐeƌtaiŶ ilŵ ďeĐoŵes uŶfeasiďle. Thus, iŶ the last paƌt of this 
Đhapteƌ I ĐaŶŶot ƌefeƌ to episodes oƌ eǀeŶts fƌoŵ Liverpool, ďeĐause ŵǇ peƌsoŶal ƌeaĐioŶs 
ŵaǇ difeƌ fƌoŵ those of otheƌ ǀieǁeƌs. This studǇ ĐaŶ oŶlǇ poiŶt to a ĐeƌtaiŶ diƌeĐioŶ iŶ teƌŵs 
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of ǁhat Đould happeŶ iŶ the Đase of a ŶoŶpƌoposiioŶal efeĐt geŶeƌated ďǇ a post-aĐioŶ lag. 
The ƌeaĐioŶs Đould ďe ŵaŶifold, aŶd so ǁhat Ŷeeds to ďe highlighted is the issue of pƌeseŶĐe 
oŶlǇ as a theoƌeiĐal ĐoŶĐept ǁithout ͞ƌeal life eǆaŵples .͟ This also helps aŶsǁeƌ the ƋuesioŶ 
of ǁhǇ ǀieǁeƌs aƌe eageƌ to ǁatĐh suĐh a Đoŵpleǆ ǁoƌk of aƌt as sloǁ ĐiŶeŵa.

Ϯ. ϭϬ. What Do Pictures Want?

If aƌt-house aŶd sloǁ ĐiŶeŵa ilŵs do Ŷot use the usual aƌisiĐ deǀiĐes faǀouƌed ďǇ the puďliĐ, 
ǁhǇ aƌe people ƌeadǇ to speŶd tǁo oƌ ŵoƌe houƌs ǁatĐhiŶg peĐuliaƌ, ǁeightǇ ilŵs?

Ed TaŶ speaks of the stƌuĐtuƌe of iŶteƌest - that a lot of theoƌists Ŷaŵe iŶteƌest as the ďasiĐ 
eŵoioŶ ͞ǁhiĐh ĐaŶŶot ďe ƌeduĐed to oŶe oƌ ŵoƌe otheƌ eŵoioŶs.͟ ϯϱϯ  IŶteƌest dƌiǀes us to 
eǆpeƌieŶĐe otheƌ desiŶies iŶ the iĐioŶal ǁoƌld aŶd to saisfǇ ouƌ ĐuƌiositǇ. IŶteƌest is the 
ŵaiŶ eŵoioŶ foƌ ǀieǁiŶg ďoth ŵaiŶstƌeaŵ aŶd aƌt-house ilŵs, aŶd iŶteƌest is useful if oŶe 
seeks aŶ eǆplaŶaioŶ as to ǁhǇ ǁe ǁaŶt to ǁatĐh the ilŵ thƌough to the eŶd. Hoǁeǀeƌ, puƌe 
iŶteƌest as the ŵaiŶ dƌiǀiŶg foƌĐe iŶ ĐhoosiŶg to ǁatĐh a ilŵ is Ŷot suiĐieŶt.

IŶ the Đase of the sloǁ ĐiŶeŵa ǁith its peĐuliaƌ Ŷaƌƌaiǀes, oŶe of the stƌategies foƌ uŶdeƌstaŶdiŶg 
suĐh ǁoƌks of aƌt Đould ďe the ĐoŶĐept of the aƌtǁoƌk as a gaŵe. Heƌe the ŶoioŶ of EƌŶst 
GoŵďƌiĐh is useful ďeĐause he states that ͞ Ŷo ƌepƌeseŶtaioŶ ĐaŶ ďe uŶdeƌstood ďǇ the ǀieǁeƌ 
uŶless soŵe kiŶd of eǆisiŶg sĐheŵa is aǀailaďle ǁithiŶ ǁhiĐh eleŵeŶts of the ǁoƌk of aƌt 
ĐaŶ ďe plaĐed.͟ ϯϱϰ IŶ the Đase of sloǁ ŶaƌƌaioŶ, gaŵe stƌuĐtuƌes ĐaŶ foƌŵ oŶe of the ŵaiŶ 
Ŷaƌƌaiǀe stƌategies. The ilŵ Les favoris de la Lune ďǇ Otaƌ IosseliaŶi ;FƌaŶĐe, ϭϵϴϰͿ is the ŵost 
oďǀious eǆaŵple ďeĐause the ilŵ s͛ ŵaiŶ stoƌǇ is ĐoŶŶeĐted ǁith oďjeĐts – hoǁ theǇ ĐhaŶge 
the oǁŶeƌs aŶd/oƌ ďƌeak doǁŶ. But the ǀieǁeƌ oŶlǇ ƌeĐogŶizes this ǀeƌǇ uŶusual Ŷaƌƌaiǀe 
pateƌŶ oǀeƌ the Đouƌse of iŵe. 

The iŶteƌest stƌuĐtuƌe is ĐoŶŶeĐted ǁith the ƋuesioŶ of ǁhǇ ǁe ǁatĐh ilŵs. ‘eĐƌeaioŶ is the 
ŵaiŶ ƌeasoŶ iŶ the Đase of ŵaiŶstƌeaŵ HollǇǁood ilŵs, ďut ǁhat of aƌt-house ilŵs? As these 
ilŵs haǀe a ǀeƌǇ loose ;soluteͿ Ŷaƌƌaiǀe stƌuĐtuƌe aŶd stoƌǇ, ĐaŶ ǁe asseƌt that ǁe ǁatĐh these 
ilŵs iŶ oƌdeƌ to iŶfoƌŵ ouƌselǀes aďout the ǁaǇ otheƌ people liǀe oƌ aďout ĐiƌĐuŵstaŶĐes that 
aƌe uŶfaŵiliaƌ to us? Is this a suiĐieŶt eǆplaŶaioŶ? Caƌl PlaŶiŶga addƌesses this ƋuesioŶ, 
eǆplaiŶiŶg that Ŷo esseŶial ͞ǀieǁiŶg pleasuƌe ,͟ as he Đalls it, eǆists. IŶstead theƌe aƌe ǀaƌious 
kiŶds of pleasuƌe that ĐaŶ ďe oďtaiŶed duƌiŶg ilŵ ǀieǁiŶg, aŶd he douďts that a siŶgle theoƌǇ 
Đould suŵ up all of theŵ.ϯϱϱ He Ŷaŵes soŵe as ĐogŶiiǀe plaǇ, ǀisĐeƌal eǆpeƌieŶĐe, sǇŵpathǇ, 
Ŷaƌƌaiǀe saisfaĐioŶs, aŶd ƌeleǆiǀitǇ.ϯϱϲ

IŶ the ďook What Do PiĐtures WaŶt?, W.J.T. MitĐhell eǆaŵiŶes the ǀital sigŶs iŶ iŵages – the 

353 Ed �. �a� Emotiona and the Structure of Narrative Film, �ah�ah, 1996, p. 85.
354 �bid., p. 34.
355 Pla��i��a, Carl Moving Viewers: American Film and the Spectator´s Experience, �erkeley, 2009, p. 39.
356 �bid., p. 39.. 39.
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issue that iŵage as ageŶĐǇ ŵakes Đlaiŵs oŶ us as ǀieǁeƌs.ϯϱϳ Although MitĐhell ŵaiŶlǇ ǁƌites 
aďout staiĐ iŵages – paiŶiŶg aŶd photogƌaphs – this is also tƌaĐeaďle iŶ ilŵ studies. His 
posiioŶ ĐaŶ ďe liŶked to the suďjeĐt ŵateƌ of ilŵ as aŶ ageŶĐǇ, as elaďoƌated upoŶ ďǇ JeŶŶifeƌ 
Baƌkeƌϯϱϴ, ViǀiaŶ “oďĐhaĐkϯϱϵ aŶd otheƌs. But these ideas, as ǁell as the ĐoŶĐept of the ƌetuƌŶed 
gaze deǀeloped ďǇ Wheeleƌ WiŶstoŶ DiǆoŶϯϲϬ, ǁill Ŷot ďe of ŵuĐh help iŶ uŶdeƌstaŶdiŶg sloǁ 
ĐiŶeŵa.

The issue of ǁhǇ ǁe ǁaŶt to ǁatĐh suĐh loŶg, ͞ďoƌiŶg͟ ilŵs, is also ĐoŶŶeĐted to the ƋuesioŶ 
of ilŵ sĐholaƌ ŵethodologǇ, ǁhiĐh ǁill ďe touĐhed upoŶ lateƌ oŶ. Foƌ Ŷoǁ ǁe should appƌoaĐh 
this ƋuesioŶ fƌoŵ aŶotheƌ poiŶt of ǀieǁ – oŶe situated iŶ the ďƌoadeƌ deǀelopŵeŶts of ƌeĐeŶt 
ilŵ theoƌǇ; ŵoƌe pƌeĐiselǇ, the uŶease ǁith the ilŵ theoƌǇ pƌedoŵiŶaŶt siŶĐe the ϭϵϴϬs ǁheŶ 
all gƌaŶd Ŷaƌƌaiǀes ǁeƌe deĐlaƌed as haǀiŶg eŶded.ϯϲϭ IŶ ilŵ theoƌǇ, the puďlishiŶg of MakiŶg 
MeaŶiŶg. IŶfereŶĐe aŶd RhetoriĐ iŶ the IŶterpretaioŶ of CiŶeŵa ;ϭϵϴϵͿ ďǇ Daǀid Boƌdǁell 
ǁas ƌegaƌded as a ǁateƌshed. But it is Ŷot as useful foƌ this pƌojeĐt s͛ eŶdeaǀouƌ, ďeĐause 
Boƌdǁell takes ilŵ theoƌǇ iŶ aŶotheƌ diƌeĐioŶ. BǇ deiŶiŶg histoƌiĐal ĐiŶeŵa poeiĐs iŶstead 
of ĐƌiiĐal iŶteƌpƌetaioŶ as a Ŷeǁ ǁaǇ dealiŶg ǁith ilŵs, Boƌdǁell sets a goal to eǆploƌe ͞hoǁ, 
iŶ deteƌŵiŶate ĐiƌĐuŵstaŶĐes, ilŵs aƌe put togetheƌ, seƌǀe speĐiiĐ fuŶĐioŶs, aŶd aĐhieǀe 
speĐiiĐ efeĐts.͟ ϯϲϮ This posiioŶ ĐaŶ oŶlǇ ďe applied iŶ aŶalǇsiŶg ĐlassiĐal HollǇǁood ĐiŶeŵa, 
ǁhiĐh has a ƌigoƌous aestheiĐs sǇsteŵ. But is it useful foƌ sloǁ ĐiŶeŵa, ǁheƌe the Ŷaƌƌaiǀe 
goals ƌeŵaiŶ uŶĐleaƌ aŶd the puƌposes of the diƌeĐtoƌ aƌe aŵďiguous?

Ϯ.ϭϭ. ProduĐioŶ of preseŶĐe as a ŵoǀe agaiŶst iŶterpretaioŶ

The posiioŶ of GeƌŵaŶ-AŵeƌiĐaŶ liteƌaƌǇ theoƌist HaŶs UlƌiĐh GuŵďƌeĐht is useful, although 
he does Ŷot ofeƌ a ŵethodologǇ of hoǁ to aŶalǇze aƌtǁoƌks. His poiŶt of depaƌtuƌe ĐaŶ also ďe 
ĐiƌĐuŵsĐƌiďed as the oŶe ͞agaiŶst iŶteƌpƌetaioŶ͟ – his ďook deƌiǀes fƌoŵ the Ŷeed to pƌeseŶt 
aŶ alteƌŶaiǀe posiioŶ to ͞the uŶĐoŶtested ĐeŶtƌalitǇ of iŶteƌpƌetaioŶ.͟ ϯϲϯ His pƌoposiioŶ is 
ǁoƌth ƋuoiŶg heƌe at leŶgth:

 …oďjeĐts of aestheiĐ eǆpeƌieŶĐe ;aŶd heƌe it ďeĐoŵes iŵpoƌtaŶt, oŶĐe agaiŶ, to iŶsist 
that I aŵ speakiŶg of `liǀed eǆpeƌieŶĐe,` oƌ ErlebenͿ aƌe ĐhaƌaĐteƌized ďǇ aŶ osĐillaioŶ 
ďetǁeeŶ pƌeseŶĐe efeĐts aŶd ŵeaŶiŶg efeĐts. […]

EsseŶial is the poiŶt that, ǁithiŶ this speĐiiĐ ĐoŶstellaioŶ, ŵeaŶiŶg ǁill Ŷot ďƌaĐket, ǁill Ŷot 
ŵake the pƌeseŶĐe efeĐts disappeaƌ, aŶd that the – uŶďƌaĐketed – phǇsiĐal pƌeseŶĐe of thiŶgs 

357 �illiam J.�homas.�i�chell What Do Pictures Want?: The Lives and Loves of the Images, Chica�o, 2006, p. 
6.
358 Je��ifer �arker The Tactile Eye: Touch and the Cinematic Experience, �erkeley, 2009.
359 Vivia� �obchack Carnal Thoughts: Embodiment and Moving Image Culture, �erkeley, 2004.
360 �heeler �i�s�o� �ixo� It Looks at You: The Returned Gaze of Cinema, Alba�y, 1995.
361 Jea��Fra��ois Lyo�ard Jea��Fra��ois Lyo�ard The Postmodern Condition: A Report on Knowledge, �a�ches�er, 1979.
362 �avid �ord�ell �ord�ell Making Meaning: Inference and Rhetoric in the Interpretation of Cinema, Cambrid�e, 
�ass., 1989 p. 266� 267.
363 Ha�s Ulrich G�mbrech� Production of Presence, ��a�ford, 2004, p. XV.
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;of a teǆt, of a ǀoiĐe, of a ĐaŶǀas ǁith Đoloƌs, of a plaǇ peƌfoƌŵed ďǇ a teaŵͿ ǁill Ŷot uliŵatelǇ 
ƌepƌess the ŵeaŶiŶg diŵeŶsioŶ. Noƌ is the ƌelaioŶ ďetǁeeŶ pƌeseŶĐe efeĐts aŶd ŵeaŶiŶg 
efeĐts a ƌelaioŶ of ĐoŵpleŵeŶtaƌitǇ, iŶ ǁhiĐh a fuŶĐioŶ assigŶed to eaĐh side iŶ ƌelaioŶ 
to the otheƌ ǁould giǀe the Đo-pƌeseŶĐe of the tǁo sides the staďilitǇ of a stƌuĐtuƌal pateƌŶ. 
‘atheƌ, ǁe ĐaŶ saǇ that the teŶsioŶ/ osĐillaioŶ ďetǁeeŶ pƌeseŶĐe efeĐts aŶd ŵeaŶiŶg efeĐts 
eŶdoǁs the oďjeĐt of aestheiĐ eǆpeƌieŶĐe ǁith a ĐoŵpoŶeŶt of pƌoǀoĐaiǀe iŶstaďilitǇ aŶd 
uŶƌest.ϯϲϰ

It is iŵpoƌtaŶt to Ŷote that the pƌeseŶĐe efeĐts, as GuŵďƌeĐht desĐƌiďes theŵ, appeal 
eǆĐlusiǀelǇ to the seŶses aŶd theƌefoƌe ǁe ĐaŶŶot eƋuate theŵ ǁith Einfühlung  - a ƌeaĐioŶ 
ǁhiĐh takes plaĐe iŶ ouƌ iŵagiŶaioŶ.ϯϲϱ

 

IŶteƌesiŶglǇ, GuŵďƌeĐht also seeks to aŶsǁeƌ the ƋuesioŶ aďout the speĐiiĐ appeal of 
aestheiĐ eǆpeƌieŶĐe. His hǇpothesis is that ͞ǁhat ǁe Đall ͚aestheiĐ eǆpeƌieŶĐe͛ alǁaǇs 
pƌoǀides us ǁith a ĐeƌtaiŶ feeliŶg of iŶteŶsitǇ that ǁe ĐaŶŶot iŶd iŶ the histoƌiĐallǇ aŶd 
ĐultuƌallǇ speĐiiĐ eǀeƌǇdaǇ ǁoƌlds that ǁe iŶhaďit.͟ ϯϲϲ

 

IŶ his posiioŶ GuŵďƌeĐht ƌefeƌs ďaĐk to the FƌeŶĐh philosopheƌ JeaŶ-LuĐ NaŶĐǇ, ǁho, as 
GuŵďƌeĐht states, ofeƌs the ŵost ĐoŶǀiŶĐiŶg aŶsǁeƌ to the ƋuesioŶ of ǁhat it is that fasĐiŶates 
us iŶ the oďjeĐts of aestheiĐ eǆpeƌieŶĐe. NaŶĐǇ, iŶ his ďook The Birth to PreseŶĐe, aƌgues that 
theƌe is ŶothiŶg ͞ŵoƌe iƌesoŵe todaǇ thaŶ the pƌoduĐioŶ of Ǉet aŶotheƌ ŶuaŶĐe of ŵeaŶiŶg 
[…]. What iŶ ĐoŶtƌast ǁe ŵiss iŶ a ǁoƌld so satuƌated ǁith ŵeaŶiŶg […] aƌe […] pheŶoŵeŶa 
aŶd iŵpƌessioŶs of pƌeseŶĐe.͟ ϯϲϳ AddiioŶallǇ, ǁƌiiŶg iŶ aŶotheƌ ďook aďout iŵages aŶd theiƌ 
Ƌualiies, NaŶĐǇ foƌŵulates the efeĐt iŶtƌiŶsiĐ to iŵages as the poǁeƌ of the iŵage.ϯϲϴ

 

It is iŵpoƌtaŶt to Ŷote that these stateŵeŶts shouldŶ͛t ďe geŶealogiĐallǇ liŶed ǁith, foƌ 
eǆaŵple, Bela Balazs, ‘udolf AƌŶheiŵ, the ŶoioŶ of photogénie oƌ otheƌ ƌepƌeseŶtaiǀes of 
eaƌlǇ ilŵ theoƌǇ, ǁho ǁƌote aďout the speĐiiĐitǇ of the ilŵiĐ iŵage. TheǇ tƌied to jusifǇ ilŵ 
as aŶ aƌt foƌŵ ǁhiĐh ǁas the assigŶŵeŶt of the daǇ. IŶ this Đase, the disĐussioŶ is Ŷot aďout 
the speĐiiĐitǇ of ĐiŶeŵaiĐ iŵage, ďut aďout the ateŵpt to ǀaloƌize the ƌesistaŶĐe to ŵeaŶiŶg.

Ϯ.ϭϮ. Verigo of the detail

The deǀotees of photogénie, iŶ ĐoŶtƌast to the otheƌ ilŵ theoƌists Ŷaŵed aďoǀe, saǁ the 
poǁeƌ of ilŵ as ĐoŵiŶg Ŷot fƌoŵ the iŵage itself, ďut fƌoŵ the ilŵed oďjeĐts.ϯϲϵ ‘oďeƌt ‘aǇ 
desigŶates this as verigo of the detail, aŶd ĐoŶŶeĐts it to the third meaning ĐoŶĐept deǀeloped 
ďǇ ‘olaŶd Baƌthes.ϯϳϬ  OďjeĐts depiĐted ďǇ the ilŵ Đaŵeƌa ĐaŶ haǀe a thiƌd ŵeaŶiŶg – the 

364 Ha�s Ulrich G�mbrech� Production of Presence, ��a�ford, 2004, p. 107 – 108.
365 �bid., p. XV.
366 �bid., p. 99. �bid., p. 99.
367 �bid., p. 105. �bid., p. 105.
368 Jea��L�c Na�cy  Jea��L�c Na�cy Am Grund der Bilder, Zürich, 2006, p. 15
369 Jea� Eps�ei� On Certain Characteristics of Pho�o�é�ie i� Richard Abel (ed.) French Film Theory and 
Criticism. A History/ Anthology, Vol. � 1907 – 1939, Pri�ce�o�, 1988, p. 317.
370 Rober� Ray How a Film Theory Got Lost and Other Mysteries in Cultural Studies, �loomi���o�, 2001 p. 
114.



92II. Case Studies - 2. Liverpool

ǀieǁeƌ ĐaŶ see difeƌeŶt oďjeĐts, although ǁhat these oďjeĐts aƌe sigŶifǇiŶg ƌeŵaiŶs uŶĐleaƌ.

 ͞[…] the thiƌd ŵeaŶiŶg, the oŶe ǁhiĐh appeaƌs ͞iŶ eǆĐess,͟  as a suppleŵeŶt ŵǇ iŶtelleĐioŶ 
ĐaŶŶot Ƌuite aďsoƌď, a ŵeaŶiŶg ďoth peƌsisteŶt aŶd fugiiǀe, appaƌeŶt aŶd eǀasiǀe͟ as 
Baƌthes puts it.ϯϳϭ It is iŵpoƌtaŶt to Ŷote, that, as Baƌthes ǁƌites, the thiƌd ŵeaŶiŶg ͞is outside 
;aƌiĐulatedͿ laŶguage, ďut sill ǁithiŶ iŶteƌloĐuioŶ. […] What [the thiƌd ŵeaŶiŶg] distuƌďs, 
steƌilizes, is ŵetalaŶguage ;ĐƌiiĐisŵͿ. We ĐaŶ ofeƌ seǀeƌal ƌeasoŶs foƌ this. Fiƌst of all, [the 
thiƌd ŵeaŶiŶg…] is disĐoŶiŶuous, iŶdifereŶt to the stoƌǇ aŶd to the oďǀious ŵeaŶiŶg ;as 
sigŶiiĐaioŶ of the stoƌǇͿ. ͟ϯϳϮ

 

This stateŵeŶt poiŶts to the uŶease ǁith iŶteƌpƌetaioŶ as iŶ the ǁƌiiŶgs of GuŵďƌeĐht aŶd 
NaŶĐǇ. Fuƌtheƌ folloǁiŶg Baƌthe s͛ stƌuggle ǁith the iŶdeiŶaďle iŶ aƌt ǁoƌks, the ǁell-kŶoǁŶ 
ŶoioŶ of punctum is ǁoƌth ŵeŶioŶiŶg. PuŶĐtuŵ ƌefeƌs to the oďjeĐts iŶ iŵages ;ǀeƌigo of 
the detail agaiŶ!Ϳ, ǁhiĐh stƌike the ǀieǁeƌ. TheǇ aƌe Ŷot plaŶŶed oƌ plaĐed iŶ a sĐeŶe iŶ oƌdeƌ 
to eǀoke punctum, it is alƌeadǇ pƌeseŶt iŶ the iŵage. But punctum also ƌeƋuiƌes the ǀieǁeƌ s͛ 
gaze so that it ĐaŶ Đoŵe to the foƌe.ϯϳϯ Theƌe s͛ Ŷo deŶǇiŶg that the eǆpeƌieŶĐe of ǀieǁiŶg 
sloǁ ĐiŶeŵa ĐaŶ ďe desĐƌiďed as ͞to ďe stƌiĐkeŶ ďǇ the punctum .͟ Hoǁeǀeƌ, this studǇ ǁould 
like to poiŶt to the ŶoioŶ of ďliŶd ield, ǁhiĐh Baƌthes sees as oŶe of the atƌiďutes of the 
punctum. BliŶd ield is the eǆteƌŶal life of the people photogƌaphed ;the teƌŵ hors-champs 

fƌoŵ ilŵ theoƌǇ Đould ďe a ĐoŵpaƌisoŶͿ. It ĐoŶŶeĐts the iŵage to ƌeal life, aŶd iŶ doiŶg so 
Đƌeates the possiďilitǇ to see the uŶeǆpeĐted.ϯϳϰ IŶteƌesiŶglǇ, despite his aǀeƌsioŶ to ilŵ, 
Baƌthes aĐkŶoǁledges ďliŶd ield as a ĐoŵpoŶeŶt of ilŵ, though at the saŵe iŵe he states 
that iŶ ilŵ, as the ilŵiĐ iŵages ǁhizz iŶ fƌoŶt of ouƌ eǇes, the ǀieǁeƌ has Ŷo iŵe to disĐoǀeƌ 
punctum iŶ theŵ.ϯϳϱ “uƌpƌisiŶglǇ, Baƌthes͛ stateŵeŶt ďƌiŶgs us ďaĐk to his essaǇ aďout third 

meaning, ǁheƌe he deĐlaƌes that the ƌeal ilŵiĐ ǀalue ĐaŶ oŶlǇ ďe fouŶd iŶ ilŵ sills.ϯϳϲ Baƌthes 
eǆplaiŶs it as folloǁs:

 The still giǀes us the inside of the fƌagŵeŶt. […]. It is Ŷot a speĐiŵeŶ ĐheŵiĐallǇ  
eǆtƌaĐted fƌoŵ the ilŵ´s suďstaŶĐe, ďut ƌatheƌ the tƌaĐe of a supeƌioƌ distriďuioŶ of 
featuƌes of ǁhiĐh the ilŵ, eǆpeƌieŶĐed iŶ its aŶiŵated loǁ, ǁould ƌeallǇ ďe Ŷo ŵoƌe  
thaŶ oŶe teǆt aŵoŶg otheƌs. The sill, theŶ, is a fƌagŵeŶt of a seĐoŶd teǆt whose  existence 

never exceeds the fragment; ilŵ aŶd sill ŵeet iŶ a paliŵpsest ƌelaioŶ, ǁithout ouƌ 
ďeiŶg aďle to saǇ that oŶe is above the otheƌ oƌ that oŶe is extracted fƌoŵ the otheƌ. 
FiŶallǇ, the sill dissolǀes the ĐoŶstƌaiŶt of ilŵiĐ iŵe.ϯϳϳ

This last assuŵpioŶ ĐoŶŶeĐts his opiŶioŶ to sloǁ ĐiŶeŵa. “oŵe of the ilŵs assoĐiated ǁith 

371 Rola�d �ar�hes The Third Meaning i� Rola�d �ar�hes The Responsibility of Forms, Ne� York, 1985, p. 43�
44.
372 �bid., p. 55., p. 55.
�������������������������������Camera Lucida. Piezīme par fotogrāiju,��īg�,�����6,����5�,�55,�68�[���������������La 
chamber claire. Note sur la photographie, 1980].
374 �bid., p. 68� 72. �bid., p. 68� 72.
��5����������������������������Camera Lucida. Piezīme par fotogrāiju,��īg�,����6,����68�[���������������La chamber claire. 
Note sur la photographie. 1980].
376 Rola�d �ar�hes The Third Meaning i� Rola�d �ar�hes The Responsibility of Forms, Ne� York, 1985, p. 60�
61.
377 Rola�d �ar�hes The Third Meaning i� Rola�d �ar�hes The Responsibility of Forms, Ne� York, 1985, p. 61.
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this pheŶoŵeŶoŶ use loŶg, staiĐ shots, ǁheƌe ͞ŶothiŶg happeŶs .͟  Like ilŵ sills, these 
ilŵiĐ iŵages also tƌǇ to stop the ilŵiĐ iŵe - iŶ Ŷaƌƌaiǀe theoƌǇ suĐh shots aŶd episodes aƌe 
desigŶated as dead iŵe. The ǀieǁeƌ iŶ ďoth Đases - that of ilŵ sills aŶd of sloǁ ĐiŶeŵa - is let 
ǁith a ŵissioŶ to sĐruiŶize aŶd study ;to use Baƌthes͛ teƌŵsͿ these iŵages. DuƌiŶg this pƌoĐess 
the punctum ĐaŶ stƌike hiŵ, aŶd this is oŶe of the eǆplaŶaioŶs foƌ the pleasuƌe deƌiǀed fƌoŵ 
sloǁ ĐiŶeŵa.

Ϯ.ϭϯ. ͞Pleasure, pleasure, ǁhat else should ďriŶg oŶe aŶǇǁhere?͟ ϯϳϴ

As the issue of pleasuƌe iŶ ĐiŶeŵa aƌises, it is iŵpoƌtaŶt to Ŷote that it does Ŷot seeŵ pƌoduĐiǀe 
to aŶalǇze it usiŶg the ideas of psǇĐhoaŶalǇsis oƌ ideologǇ ĐƌiiĐisŵ. ‘atheƌ, it s͛ pƌefeƌaďle to 
ƌefeƌ to ViĐtoƌ Nell aŶd his ďook Lost iŶ a Book. Although he talks aďout ƌeadiŶg, soŵe of his 
ideas ĐaŶ ďe applied to the ilŵ eǆpeƌieŶĐe as ǁell. He speaks aďout lucid ƌeadiŶg as ƌeadiŶg 
foƌ pleasuƌe. ‘egaƌdiŶg ŵoƌe sophisiĐated ƌeadeƌs,ϯϳϵ theƌe is the paƌadoǆ that theǇ ĐaŶ put 
theŵselǀes iŶ a ƌeadiŶg tƌaŶĐe ǁhile ƌeadiŶg light liteƌatuƌe as ǁell as ǀeƌǇ deŵaŶdiŶg ǁoƌks.ϯϴϬ

 

Although it is deďataďle ǁhetheƌ sophisiĐated ĐiŶeŵa audieŶĐes ĐaŶ deƌiǀe aŶǇ pleasuƌe 
fƌoŵ a staŶdaƌdized HollǇǁood pƌoduĐioŶ, the ŵost iŵpoƌtaŶt poiŶt Nell ŵakes is that Ǉou 
as aŶ audieŶĐe aƌe alloǁed to eŶjoǇ the aƌtǁoƌk ǁithout ďeiŶg disseĐted ďǇ psǇĐhoaŶalǇsis oƌ 
ĐoŶĐepts of ideologǇ.

‘etuƌŶiŶg to the opeŶiŶg ƋuesioŶ ͞What Do PiĐtures WaŶt? ,͟ it ĐaŶ ďe stated that oŶe of 
the ƌeasoŶs ǁe ǁatĐh sloǁ ilŵs is the hope of disĐoǀeƌiŶg aƌƌesiŶg iŵages/details aŶd also 
– situaioŶs – ǁhiĐh stƌike us ǁith theiƌ punctum oƌ iŶteŶsitǇ, oƌ the poǁeƌ of the iŵage as 
a pƌeseŶĐe efeĐt ;usiŶg GuŵďƌeĐht s͛ teƌŵͿ. The leŶgthǇ episode at the saǁŵill iŶ Liverpool 

ŵaǇ ďe suĐh aŶ episode, although the ƋuesioŶ ƌeŵaiŶs ǁhetheƌ all ǀieǁeƌs ǁill assigŶ suĐh 
a pƌeseŶĐe efeĐt to it. What ƌeŵaiŶs uŶdeƌ ƋuesioŶ at this poiŶt is the issue of the ŵeaŶiŶg 
of efeĐts. CaŶ theǇ opeƌate ĐoŶĐuƌƌeŶtlǇ ǁith pƌeseŶĐe efeĐts? The assuŵpioŶ heƌeiŶ is that 
this peƌŵaŶeŶt osĐillaioŶ ďetǁeeŶ the tǁo sǇsteŵs ĐaŶ ďe ƌegaƌded as a ƌeĐepioŶ sǇsteŵ of 
sloǁ ĐiŶeŵa. AŶd last ďut Ŷot least, ǁe ĐaŶ also ǁatĐh these ilŵs foƌ puƌe pleasuƌe.

378 Oscar �ilde The Importance of Being Earnest��L�����,���1��[1895]�
379 �� �he case of slo� ci�ema �hese “sophis�ica�ed readers” are ci�ema�ed�ca�ed vie�ers as �he �a��ral �� �he case of slo� ci�ema �hese “sophis�ica�ed readers” are ci�ema�ed�ca�ed vie�ers as �he �a��ral 
�u��������������������������m�
380 Vic�or Nell Lost in a Book. The Psychology of Reading for Pleasure, Ne� Have� a�d Lo�do�, 1988, p. X���, 
2.
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3. The Turin Horse (dir. Béla Tarr, Hungary, 2011) 381 - a stƌoŶg Đase of paƌaŵetƌiĐ ŶaƌƌaioŶ

What is ŵost stƌikiŶg duƌiŶg the iƌst, ǀeƌǇ iŶateŶiǀe look at the disĐussioŶ aďout sloǁ 
ĐiŶeŵa is the aďsolute feishizaioŶ of the loŶg take. AddiioŶallǇ, the faĐt that sloǁ ĐiŶeŵa 
ƌepƌeseŶtaiǀes ĐaŶ also ďe fouŶd oŶ the lists that tƌǇ to deliŶeate the uliŵate ƌepƌeseŶtaiǀes 
of the paƌaŵetƌiĐ ĐiŶeŵa pƌoŵpted a tuƌŶ to the ƋuesioŶ aďout the ƌelaioŶship ďetǁeeŶ the 
paƌaŵetƌiĐ ŵode of ŶaƌƌaioŶ aŶd sloǁ ĐiŶeŵa. DuƌiŶg the aŶalǇsis of the ilŵ Liverpool the 

ĐoŶĐlusioŶ Đaŵe to the foƌe that otheƌ ĐƌiiĐal ĐoŶĐepts ĐaŶ also ďe applied to sloǁ ĐiŶeŵa 
ilŵs. Theƌefoƌe a stƌoŶg suspiĐioŶ aƌose that paƌaŵetƌiĐitǇ ŵaǇ ďe Ǉet aŶotheƌ tool ǁith 
ǁhiĐh to appƌoaĐh these Đase eǆaŵples.
The aiŵ is to poŶdeƌ the issue of paƌaŵetƌiĐ ĐiŶeŵa usiŶg tǁo ǀeƌǇ Đlose, ďut aĐtuallǇ Ƌuite 
difeƌeŶt ilŵ eǆaŵples – BĠla Taƌƌ´s The Turin Horse aŶd Fƌed KeleŵeŶ´s Fallen ;ϮϬϬϱ, 
GeƌŵaŶǇ, LatǀiaͿ. “iŵplǇ put, these tǁo eǆaŵples ĐaŶ ďe ĐoŶsideƌed as tǁo difeƌeŶt tǇpes of 
the paƌaŵetƌiĐ ŵode – ǁheƌeas The Turin Horse eǆeŵpliies the paƌaŵetƌiĐ Ŷaƌƌaiǀe of the 
stƌoŶg oƌdeƌ, Fallen is a ƌepƌeseŶtaiǀe of the paƌaŵetƌiĐitǇ of ǁeak oƌdeƌ. As it ǁill ďe shoǁŶ, 
suĐh a difeƌeŶiaioŶ ĐaŶ ďe ŵade takiŶg iŶto aĐĐouŶt Ŷot oŶlǇ the stagiŶg deǀiĐes used ďǇ 
ďoth diƌeĐtoƌs, ďut also ďǇ ĐoŶsideƌiŶg the degƌee of ŶaƌƌaiǀitǇ iŶ eaĐh ilŵ. This Đhapteƌ ǁill 
opeŶ ǁith the eǆplaŶaioŶ of the ĐoŶĐept of paƌaŵetƌiĐ ĐiŶeŵa. TheŶ the ĐoŶĐept ǁill ďe 
tƌaŶslated iŶ teƌŵs of ‘eleǀaŶĐe theoƌǇ. What folloǁs is a Đlose desĐƌipioŶ of the ilŵ The 

Turin Horse ;the ilŵ Fallen ǁill ďe uŶdeƌ sĐƌuiŶǇ iŶ the Ŷeǆt ĐhapteƌͿ. AĐkŶoǁledgiŶg the 
ǀeƌǇ Đoŵpleǆ ŵise-eŶ-sĐğŶe of The Turin Horse, it ŵust ďe stƌessed that iŶ the Đase of this ilŵ 
the seeŵiŶglǇ siŵple desĐƌipioŶ is alƌeadǇ aŶ iŶteƌpƌetaioŶ. The Đaŵeƌa ŵoǀeŵeŶts that 
aƌe desĐƌiďed aŶd those that aƌe let out, the ŵoŵeŶts of stasis that ǁeƌe stƌessed aŶd so oŶ 
alƌeadǇ foƌŵ a suďjeĐiǀe ǀeƌsioŶ of the ilŵ s͛ Ŷaƌƌaiǀe aŶd its ǀisual ĐoŶstƌuĐioŶ. “iŵilaƌlǇ 
to pƌeǀious eǆaŵples, a shot iŶ this ilŵ oteŶ ƌuŶs foƌ the ǁhole duƌaioŶ of the episode. The 
Đaŵeƌa folloǁs the tǁo pƌiŶĐipal ĐhaƌaĐteƌs aŶd holds theŵ iŶ the fƌaŵe. IŶ doiŶg so, it Đaƌƌies 
out a ǁide ƌaŶge of ŵoǀeŵeŶts thƌough the spaĐe. 
The ilŵ s͛ eǀeƌǇ shot ǁill ďe desĐƌiďed ǀeƌǇ ĐaƌefullǇ, paǇiŶg ateŶioŶ Ŷot oŶlǇ to the stoƌǇ 
eǀeŶts ďut also to the stagiŶg stƌategies of the diƌeĐtoƌ.
The desĐƌipioŶ of the ilŵ is folloǁed ďǇ a disĐussioŶ aďout ƌepeated aŶd uŶiƋue eǀeŶts iŶ 
the ilŵ, highlighiŶg potato eaiŶg as a Đase eǆaŵple. TheŶ the fouƌ aĐt stƌuĐtuƌe is eǆplaiŶed, 
aŶd iŶallǇ the fƌeƋueŶĐǇ aŶd eǆĐepioŶalitǇ of eǀeŶts iŶ The Turin Horse aƌe sĐƌuiŶized. This 
seĐioŶ eŶds ǁith a ƌetuƌŶ to the peƌspeĐiǀe of the ‘eleǀaŶĐe theoƌǇ.

381 Béla Tarr´s (born 1955) irst ilm Family Nest premiered in 1977 when he was only 22. He rose to 
international acclaim in 1994 with his seven hour epic Sátántangó, and after that he has been present on the 
international ilm festival circuit with all his subsequent ilms. The ilm critics’ love for his very rigorous style 
culminated in 2011 when his ilm The Turin Horse received the Jury Grand Prix and the FIPRESCI Prize at the 
Berlin International Film Festival. 
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ϯ.ϭ. PaƌaŵeteƌiĐ ĐiŶeŵa deiŶiioŶ

The ĐoŶĐept of paƌaŵetƌiĐ ŶaƌƌaioŶ has ďeeŶ iŶtƌoduĐed iŶ Daǀid Boƌdǁell s͛ ďook NarraioŶ 
iŶ the FiĐioŶ Filŵ ;ϭϵϴϱͿ ǁith a ƌefeƌeŶĐe to Noël BuƌĐh. Theƌe he ŵaiŶtaiŶs that:  

PaƌaŵetƌiĐ ŶaƌƌaioŶ estaďlishes a disiŶĐiǀe iŶtƌiŶsiĐ Ŷoƌŵ, oteŶ iŶǀolǀiŶg aŶ 
uŶusuallǇ liŵited ƌaŶge of stǇlisiĐ opioŶs. It deǀelops this Ŷoƌŵ iŶ addiiǀe fashioŶ. 
“tǇle thus eŶteƌs iŶto shitiŶg ƌelaioŶs, doŵiŶaŶt oƌ suďoƌdiŶate, ǁith the syuzhet. The 
speĐtatoƌ is Đued to ĐoŶstƌuĐt a pƌoŵiŶeŶt stǇlisiĐ Ŷoƌŵ, ƌeĐogŶiziŶg stǇle as ŵoiǀated 
Ŷeitheƌ ƌealisiĐallǇ Ŷoƌ ĐoŵposiioŶallǇ Ŷoƌ tƌaŶsteǆtuallǇ. The ǀieǁeƌ ŵust also foƌŵ 
assuŵpioŶs aŶd hǇpothesis aďout the stǇlisiĐ deǀelopŵeŶt of the ilŵ.382

IŶ aŶ iŶteƌǀieǁ Daǀid Boƌdǁell states that ͞paƌaŵetƌiĐ ŶaƌƌaioŶ foƌ ŵe ďeĐoŵes a Đase ǁheƌe 
the deĐoƌaiǀe fuŶĐioŶ of stǇle has ďeĐoŵe paƌt of the ǁhole ilŵ s͛ oƌgaŶiziŶg pƌiŶĐiples.͟ 383

As EŶglish ilŵ sĐholaƌ Maƌk Betz ƌightlǇ ƌeŵaƌks, Boƌdǁell s͛ ĐoŶĐept of paƌaŵetƌiĐ ŶaƌƌaioŶ 
has fouŶd litle ƌeĐogŶiioŶ Ǉeaƌs ateƌ the ďook s͛ puďliĐaioŶ.384 IŶ ĐoŶtƌast to Boƌdǁell ǁho 
sees paƌaŵetƌiĐitǇ as a ŵodeƌŶist pheŶoŵeŶoŶ ĐoŶĐeƌŶiŶg oŶlǇ a feǁ ilŵs aŶd ilŵŵakeƌs, 
Betz Đlaiŵs that the paƌaŵetƌiĐ ŵode has ďeĐoŵe Ŷot oŶlǇ ǁidespƌead aŶd peƌĐeiǀaďle, 
ďut also ŵoƌe ƌeĐogŶizaďle, ǁatĐhaďle aŶd ŵaƌketaďle oǀeƌ the last tǁeŶtǇ Ǉeaƌs.385 Thus 
he pƌoposes to applǇ the teƌŵ paƌaŵetƌiĐitǇ to ilŵs ŵade ďeǇoŶd Euƌope aŶd also ŵakes a 
Đlaiŵ to uŶdeƌstaŶd ŵodeƌŶisŵ Ŷot as a histoƌiĐal peƌiod, ďut as aŶ aestheiĐ foƌŵ that ĐaŶ 
oĐĐuƌ aĐƌoss Đultuƌes aŶd iŵes.386 Hoǁeǀeƌ, eǀeŶ ǁheŶ it is oďǀious that ǁith the eŵeƌgeŶĐe 
of sloǁ ĐiŶeŵa the paƌaŵetƌiĐ ŵode of Ŷaƌƌaiǀe has oǀeƌstepped the ďoƌdeƌs of just seǀeƌal 
͞fugiiǀe͟ ilŵ eǆaŵples fƌoŵ EuƌopeaŶ ĐiŶeŵa of the ϭϵϲϬs aŶd ϭϵϳϬs, the uŶdeƌstaŶdiŶg of 
the teƌŵ heƌeiŶ sill folloǁs Boƌdǁell s͛ liŶe, ǁhiĐh is ǀeƌǇ ƌigoƌous. He ƌeseƌǀes the teƌŵ oŶlǇ foƌ 
those ilŵs ǁhiĐh Ŷaƌƌaiǀes eǆhiďit a ǀeƌǇ stƌoŶg ƌigouƌ of oƌdeƌ aŶd ƌepeiioŶ, aŶd ƌules out 
those ilŵŵakeƌs ǁhose ŶaƌƌaioŶal stǇle is Ŷot deĐisiǀelǇ pateƌŶed.ϯϴϳ Foƌ Boƌdǁell pƌeĐiselǇ 
heƌeiŶ lies the difeƌeŶĐe ďetǁeeŶ aƌt ĐiŶeŵa aŶd paƌaŵetƌiĐ ŶaƌƌaioŶ. IŶ aƌt ĐiŶeŵa the 
stǇle is sill suďoƌdiŶated to suĐh syuzhet-deiŶed fuŶĐioŶs as ĐƌeaiŶg ƌealisŵ oƌ eǆpƌessiǀe 
suďjeĐiǀitǇ, authoƌial ĐoŵŵeŶtaƌǇ oƌ a plaǇ aŵoŶg suĐh faĐtoƌs.388 AddiioŶallǇ, stǇle iŶ aƌt 
ĐiŶeŵa ďeĐoŵes ŵoƌe pƌoŵiŶeŶt agaiŶst the ďaĐkdƌop of ĐlassiĐal Ŷoƌŵs aŶd its teŶdeŶĐǇ to 
deǀiate fƌoŵ ͞eǆtƌiŶsiĐ Ŷoƌŵs of the ŵode͟389 as Boƌdǁell puts it. IŶ ĐoŶtƌast, the ilŵ stǇle iŶ 

382 David Bordwell Narration in the iction Film, Madison, 1985, p. 288-289.
383 Jacob Isak Nielsen Bordwell on Bordwell: Part IV -  Levels of Engagement in 16:9, February 2005, available 
at http://www.16-9.dk/2005-02/side11_inenglish.htm (Accessed 3.02.2014).
384 Mark Betz Beyond Europe: On parametric Transcendence in Rosalind Galt, Karl Schoonover (eds.) Global 
Art Cinema: New Theories and Histories, New York, 2010, p. 34.
385 Ibid., p. 39.
386 Ibid., p. 40.
387 Matthew Flanagan Slow Cinema: Temporality and Style in Contemporary Art and Experimental Film, 2012, 
University of Exeter, p. 134, https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed May 2013).
388 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 275.
389 Ibid., p. 275.
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paƌaŵetƌiĐ ŵode is at least eƋuallǇ iŵpoƌtaŶt to plot pateƌŶs.390

But hoǁ is it possiďle to tƌaŶslate suĐh aŶ aĐĐeŶtuated aestheiĐ fuŶĐioŶ iŶto the teƌŵiŶologǇ 
of the ‘eleǀaŶĐe theoƌǇ? 

ϯ.Ϯ. The iŶĐoƌpoƌaioŶ of stǇle iŶ ReleǀaŶĐe theoƌǇ

“uƌpƌisiŶglǇ, Boƌdǁell s͛ uŶdeƌstaŶdiŶg of the ǀieǁeƌ s͛ aĐiǀiies duƌiŶg a sĐƌeeŶiŶg of a 
paƌaŵetƌiĐ ilŵ ĐaŶ ďe ǀeƌǇ ǁell desĐƌiďed usiŶg the ‘eleǀaŶĐe theoƌǇ if ǁe deiŶe ͞ paƌaŵeteƌs, 
oƌ stǇlisiĐ pƌoĐeduƌes͟391 as osteŶsiǀe siŵuli. As “peƌďeƌ aŶd WilsoŶ state, osteŶsiǀe siŵuli 
aƌe siŵuli ǁhiĐh aƌe desigŶed to atƌaĐt the audieŶĐe s͛ ateŶioŶ aŶd help theŵ to foĐus oŶ 
the ĐoŵŵuŶiĐatoƌ s͛ iŶteŶded ŵeaŶiŶg.392 OŶ plot leǀel these ŵostlǇ ǀeƌǇ eǆteŶsiǀe duƌaioŶal 
shots eŶĐouŶteƌed iŶ ŵaŶǇ sloǁ ĐiŶeŵa ilŵs ďeaƌ Ŷo ŵeaŶiŶg, ďut theǇ aĐƋuiƌe oŶe ǁheŶ 
iŶteƌpƌeted as featuƌes of paƌaŵetƌiĐ Ŷaƌƌaiǀe. Thus WilsoŶ aŶd “peƌďeƌ s͛ thesis hold tƌue that 
͞Just as the failuƌe to pƌoǀide ƌeleǀaŶt iŶfoƌŵaioŶ at oŶe leǀel ŵaǇ ďe used as aŶ osteŶsiǀe 
siŵulus at aŶotheƌ, so the pƌoduĐioŶ of aŶ uteƌaŶĐe ǁhiĐh is appaƌeŶtlǇ uŶiŶteƌpƌetaďle at 
oŶe leǀel ŵaǇ ďe used as aŶ osteŶsiǀe siŵulus at aŶotheƌ oŶe.͟ 393

If ǁe ĐoŶsideƌ the loŶg duƌaioŶ of the shots, the laŵďoǇaŶt Đaŵeƌa ŵoǀeŵeŶts aŶd shot 
ĐoŵposiioŶs as osteŶsiǀe siŵuli, ǁhiĐh lie at the heaƌt of paƌaŵetƌiĐ stǇle, theŶ the Ŷeǆt 
ƋuesioŶ ƌegaƌds the ƌole of stǇle iŶ the ĐoŵŵuŶiĐaiǀe situaioŶ. IŶ theiƌ ǁateƌshed ďook 
RelevaŶĐe: CoŵŵuŶiĐaioŶ aŶd CogŶiioŶ DaŶ “peƌďeƌ aŶd Deiƌdƌe WilsoŶ aƌgue that ͞“tǇle 
aƌises ;..Ϳ iŶ the puƌsuit of ƌeleǀaŶĐe.͟ 394 HaǀiŶg the paƌaŵetƌiĐ ŵode of ŶaƌƌaioŶ iŶ ŵiŶd 
as a ǀeƌǇ stƌoŶg deŵoŶstƌaioŶ of the authoƌ s͛ sigŶatuƌe, the folloǁiŶg passage aďout the 
ĐoŵŵuŶiĐaiǀe ƌole of stǇle illuŵiŶates the ǀeƌǇ speĐiiĐ ƌeĐepioŶ situaioŶ of sloǁ ĐiŶeŵa 
ilŵs, loĐated ǁithiŶ the fƌaŵeǁoƌk of ilŵ fesiǀal eĐoŶoŵǇ. “iŶĐe this ƋuotaioŶ ĐaŶ ďe 
ƌegaƌded as ǀeƌǇ iŶfoƌŵaiǀe, it is ǁoƌth ƋuoiŶg heƌe at leŶgth:

Fƌoŵ the stǇle of a ĐoŵŵuŶiĐaioŶ it is possiďle to iŶfeƌ suĐh thiŶgs as ǁhat the speakeƌ 
takes to ďe the heaƌeƌ s͛ ĐogŶiiǀe ĐapaĐiies aŶd leǀel of ateŶioŶ, hoǁ ŵuĐh help 
oƌ guidaŶĐe she is pƌepaƌed to giǀe hiŵ iŶ pƌoĐessiŶg heƌ uteƌaŶĐe, the degƌee of 
ĐoŵpliĐitǇ ďetǁeeŶ theŵ, theiƌ eŵoioŶal ĐloseŶess aŶd distaŶĐe. IŶ otheƌ ǁoƌds, a 
speakeƌ Ŷot oŶlǇ aiŵs to eŶlaƌge the ŵutual ĐogŶiiǀe eŶǀiƌoŶŵeŶt she shaƌes ǁith 
the heaƌeƌ; she also assuŵes a ĐeƌtaiŶ degƌee of ŵutualitǇ, ǁhiĐh is iŶdiĐated, aŶd 
soŵeiŵes ĐoŵŵuŶiĐated, ďǇ heƌ stǇle.395

“uƌelǇ iŶ this Đase “peƌďeƌ aŶd WilsoŶ aƌe talkiŶg aďout a ƌeal-life situaioŶ, ǁhile ǁe aƌe 
ĐoŶsideƌiŶg ǁoƌks of aƌt. Neǀeƌtheless, this ƋuotaioŶ highlights the stƌoŶg ďoŶds ďetǁeeŶ 

390 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 275.
391 Noël Burch Theory of Film Practice, London, 1973, p.278.
392 Deidre Wilson, Dan Sperber Relevance theory in Laurence R. Horn &  Gregory Ward (eds.) Handbook of 
Pragmatics, Oxford, 2004, pp. 607 – 632, available at  http://www.dan.sperber.fr/?p=93 (Accessed 14.07.2013).
393 Ibid.
394 Dan Sperber, Deidre Wilson Dan Sperber, Deidre Wilson Relevance. Communication and Cognition. 2nd edition, Oxford, 1995, p. 219.
395  Ibid., p.217-218.
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the seŶdeƌ of aŶ uteƌaŶĐe aŶd its ƌeĐeiǀeƌ. IŶ the Đase of ĐiŶeŵa though, the ƋuesioŶ of 
ǁhetheƌ the ǀieǁeƌ is Đapaďle of ƌeĐogŶiziŶg these stǇlisiĐ featuƌes aƌises. OpiŶioŶs oǀeƌ this 
ƋuesioŶ difeƌ Ƌuite eǆpliĐitlǇ. Foƌ eǆaŵple, GeƌŵaŶ ĐogŶiiǀe psǇĐhologists “tepheŶ “ĐhǁaŶ 
et al. iŶ assessiŶg the ƌole of Đuts iŶ a ilŵ Đaŵe to the ĐoŶĐlusioŶ that the foƌŵal stƌuĐtuƌe 
of the ilŵ ŵateƌial is iƌƌeǀeƌeŶt foƌ the ǀieǁeƌs – the eǀeŶt-iŶheƌeŶt featuƌes of the depiĐted 
aĐiǀitǇ seƋueŶĐes ǁeƌe of faƌ ŵoƌe gƌeateƌ iŵpoƌtaŶĐe.396 

Hoǁeǀeƌ, ĐoŶĐeƌŶiŶg the paƌaŵetƌiĐ ŵode of Ŷaƌƌaiǀe, Boƌdǁell eǆpƌesses the opiŶioŶ that 
iŶ the Đase of these ilŵs the ǀieǁeƌ s͛ ŵaiŶ goal has to ďe to ŵap out the stǇlisiĐ pateƌŶ of a 
paƌiĐulaƌ ilŵ, ďut it is useless to tƌǇ to ďuild aŶ iŶteƌpƌetaioŶ of a ĐeƌtaiŶ stǇlisiĐ paƌaŵeteƌ, 
ďeĐause ͞If a ilŵ s͛ stǇlisiĐ deǀiĐes aĐhieǀe pƌoŵiŶeŶĐe, aŶd if theǇ aƌe oƌgaŶized ŵoƌe oƌ less 
aĐĐoƌdiŶg to ƌigoƌous pƌiŶĐiples, iŶdepeŶdeŶt of syuzhet Ŷeeds, theŶ ǁe Ŷeed Ŷot ŵoiǀate 
stǇle ďǇ appealiŶg to theŵaiĐ ĐoŶsideƌaioŶs.͟ ϯϵϳ

BǇ saǇiŶg this Boƌdǁell aĐts ƌadiĐallǇ agaiŶst the iŶteƌpƌetaiǀe uƌge of ilŵ ĐƌiiĐs aŶd 
uŶdeƌliŶes the aƌďitƌaƌiŶess of the stǇlisiĐ ĐhoiĐes iŶ paƌaŵetƌiĐ ŵode.398 Boƌdǁell eǆpƌesses 
the ĐoŶǀiĐioŶ that the stǇlisiĐ efeĐts Đƌeated ďǇ the paƌaŵetƌiĐ ŵode aƌe so iŵpƌessiǀe that 
ǀieǁeƌs aƌe aďle to ƌegisteƌ theŵ399 aŶd this studǇ is iŶ agƌeeŵeŶt, ďeĐause iŶ the Đase of 
paƌaŵetƌiĐ stǇle the stagiŶg featuƌes aƌe so eǆpliĐitlǇ laŵďoǇaŶt that theǇ ĐaŶŶot go uŶŶoiĐed 
ďǇ a ĐiŶeŵa-eduĐated audieŶĐe.

CuƌiouslǇ eŶough, if, aĐĐoƌdiŶg to Boƌdǁell, the stǇlisiĐ ĐhoiĐes aƌe so iŵpƌessiǀe aŶd ĐiŶeŵa 
eduĐated audieŶĐes aƌe aďle to ƌegisteƌ theŵ aŶd theiƌ ǀaƌiaioŶs thƌoughout the ilŵ, theŶ 
the seaƌĐh foƌ ƌeleǀaŶĐe iŶ a paƌaŵetƌiĐ ilŵ ďeĐoŵes a Đleaƌ-Đut aŶd easǇ task. Hoǁeǀeƌ, 
the ƋuesioŶ aƌises of ǁhetheƌ the seaƌĐh foƌ ƌeleǀaŶĐe, that is, foƌ the stǇlisiĐ pateƌŶs iŶ 
a paƌaŵetƌiĐ ilŵ is eŶough to desĐƌiďe the ǀieǁiŶg eǆpeƌieŶĐe of suĐh a ilŵ. This issue ǁill 
ďe touĐhed upoŶ lateƌ oŶ. The ilŵ s͛ stƌuĐtuƌe has to ďe desĐƌiďed as a staƌiŶg poiŶt foƌ the 
aŶalǇsis.

ϯ.ϯ. DesĐƌipioŶ of the ilŵ’s stƌuĐtuƌe

The Setup ;ŵiŶutes ϭ – ϯϬͿ
The ilŵ opeŶs ǁith a Ŷaƌƌatoƌ s͛ ǀoiĐe, ǁho, ǁhile the shot staǇs ďlaĐk, tells the stoƌǇ hoǁ iŶ 
ϭϴϴϵ iŶ TuƌiŶ, FƌiedƌiĐh NietzsĐhe ƌesĐued a hoƌse fƌoŵ a ĐaďŵaŶ. It ǁas the ďegiŶŶiŶg of his 
ŵadŶess, ďut of the hoƌse ǁe kŶoǁ ŶothiŶg. IŶ the seĐoŶd shot of the ilŵ the Đaŵeƌa paŶs 
aloŶg ǁith a hoƌse s͛ jouƌŶeǇ thƌough a sĐaŶt laŶdsĐape foƌ Ϯϱϵ seĐoŶds aŶd eŶds ǁith a fade 
out.

396 Stephen Schwan, Bärbel Garsoffky, Friedrich W. Hesse Do ilm cuts facilitate the perceptual and cognitive 
organization of activity sequences? in Memory and Cognition, 2000, 28 (2), p. 221.
397 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 283.
398 Ibid., p. 283.
399 Ibid., p. 283.
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The Ŷeǆt shot ;shot Ŷƌ. ϯͿ aŶŶouŶĐes the iƌst daǇ. Fƌoŵ Ŷoǁ oŶ the dailǇ ƌouiŶes aƌe ďeiŶg 
ƌepeated foƌ siǆ daǇs ǁith ŵiŶisĐule ĐhaŶges iŶ ǀisual desigŶ. We ĐaŶ also desĐƌiďe these dailǇ 
ƌouiŶes as paƌaŵeteƌs as it is uŶdeƌstood ďǇ Daǀid Boƌdǁell, so that the ǁhole stoƌǇ ĐaŶ ďe 
stƌuĐtuƌed aƌouŶd theŵ, aŶd the difeƌeŶĐes ďetǁeeŶ the ƌepeated eǀeŶts aŶd uŶiƋue eǀeŶts 
iŶ the Ŷaƌƌaiǀe aƌe disĐeƌŶaďle.
“hot ϰ. The hoƌse aŶd the ŵaŶ appƌoaĐh theiƌ hoŵe. The daughteƌ Đoŵes to gƌeet theŵ. 
TheǇ ďƌiŶg the hoƌse iŶto the staďle aŶd the Đaŵeƌa aĐĐoŵpaŶies theŵ. The daughteƌ giǀes 
it soŵe haǇ to eat. TheŶ ďoth ĐhaƌaĐteƌs put the Đaƌƌiage iŶto the outhouse, ďut the Đaŵeƌa 
iƌst fƌaŵes this aĐioŶ fƌoŵ the dooƌǁaǇ of the staďle, aŶd theŶ ŵoǀes out iŶto the Ǉaƌd. 
The fatheƌ eǆits the fƌaŵe oŶ the ƌight. The Đaŵeƌa aĐĐoŵpaŶies the daughteƌ ǁhile she 
takes soŵe lauŶdƌǇ fƌoŵ the liŶe iŶ the ďaĐkgƌouŶd, Ŷeǆt the fatheƌ appeaƌs iŶ the shot aŶeǁ 
piĐkiŶg up soŵethiŶg fƌoŵ the gƌouŶd. Both of theŵ Đoŵe to the Đaŵeƌa aŶd eǆit the shot oŶ 
the let. The shot staǇs eŵptǇ foƌ seǀeƌal seĐoŶds.
“hot ϱ. The daughteƌ helps heƌ fatheƌ uŶdƌess; it ďeĐoŵes Đleaƌ to the ǀieǁeƌ that the fatheƌ s͛ 
haŶd is daŵaged. Ateƌǁaƌds the fatheƌ laǇs doǁŶ to ƌest. The Đaŵeƌa folloǁs the daughteƌ 
as she ĐolleĐts soŵe potatoes fƌoŵ the Đhest, puts theŵ oŶ the stoǀe to ďoil, aŶd sits doǁŶ 
iŶ fƌoŶt of the ǁiŶdoǁ aŶd looks at the stoƌŵ outside. The ŵoif of the daughteƌ siiŶg at the 
ǁiŶdoǁ lasts foƌ oŶe aŶd a half ŵiŶutes ǁith the Đaŵeƌa sloǁlǇ ĐhaŶgiŶg posiioŶ. WheŶ the 
ĐoŵposiioŶ ƌeaĐhes a Đaŵeƌa posiioŶ ǁith the daughteƌ seeŶ fƌoŵ ďehiŶd iŶ a loŶg shot, 
the shot lasts foƌ half a ŵiŶute. “uĐh ŵoŵeŶts of stasis aƌe ǀeƌǇ ĐoŵŵoŶ iŶ the tƌajeĐtoƌǇ of 
the Đaŵeƌa ŵoǀeŵeŶts iŶ the ilŵ. The seƌial ĐhaƌaĐteƌ of the ilŵ s͛ sĐoƌe, ǁhiĐh ĐoŶsists of 
difeƌeŶt ǀaƌiaioŶ of the saŵe theŵe aŶd ǁhiĐh aĐĐoŵpaŶies the ilŵ Ŷoǁ aŶd theŶ, stƌesses 
the seƌial ĐhaƌaĐteƌ of the ǀisual Ŷaƌƌaiǀe.
“hot No. ϲ staƌts ǁith a staiĐ Đlose-up of the potatoes ďoiliŶg foƌ seǀeƌal seĐoŶds ;ŵoŵeŶt 
of stasisͿ. WheŶ the daughteƌ Đoŵes to the stoǀe aŶd takes theŵ out of the pot, the Đaŵeƌa 
staƌts to ŵoǀe oďseƌǀiŶg hoǁ she aƌƌaŶges the taďle. WheŶ the taďle is set, the Đaŵeƌa liŶgeƌs 
oŶ the sĐeŶe foƌ seǀeƌal seĐoŶds ďefoƌe it agaiŶ staƌts to aĐĐoŵpaŶǇ the daughteƌ as she 
goes to the sleepiŶg fatheƌ aŶd aŶŶouŶĐes that eǀeƌǇthiŶg is ƌeadǇ. TheǇ eat suppeƌ, ǁith the 
Đaŵeƌa steadilǇ ǁatĐhiŶg as the fatheƌ s͛ hot potato is peeled. This is folloǁed ďǇ a staiĐ fƌaŵe 
of a Đlose-up of the fatheƌ as he eats the potato. Ateƌǁaƌds the fatheƌ sits doǁŶ iŶ fƌoŶt of the 
ǁiŶdoǁ, ǁheƌeas the daughteƌ iŶishes heƌ suppeƌ aŶd ĐleaŶs up. The daughteƌ eǆits the shot 
oŶ the let, ǁheƌeas the shot eŶds ǁith the Đaŵeƌa slightlǇ zooŵiŶg iŶ oŶ the fatheƌ iŶ fƌoŶt of 
the ǁiŶdoǁ. This ŵoŵeŶt of stasis lasts foƌ aďout eleǀeŶ seĐoŶds.
“hot ϳ. The daughteƌ ďaƌƌiĐades the dooƌ aŶd puts soŵe ǁood iŶto the stoǀe. The fatheƌ, of-
sĐƌeeŶ, eŶĐouƌages heƌ to go to sleep; she sǁitĐhes of a feǁ laŵps aŶd ǁashes heƌ faĐe. The 
daughteƌ eǆits the shot ǁhile ǁe see soŵe light ĐoŵiŶg fƌoŵ the of-aƌea. IŶ the daƌkŶess, 
ǁith oŶlǇ the stoǀe ďuƌŶiŶg ;a stasis shot that lasts foƌ oǀeƌ tǁo aŶd a half ŵiŶutesͿ, theǇ talk 
aďout the ǁoodǁoƌŵs, ǁhiĐh, foƌ the iƌst iŵe iŶ ϱϴ Ǉeaƌs, aƌe sileŶt. TheǇ doŶ͛t kŶoǁ ǁhat 
to ŵake out of it. Ateƌ ŵuliple ǀieǁiŶgs it ďeĐoŵes Đleaƌ that at this eaƌlǇ poiŶt iŶ the ilŵ - 
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its ϯϬth ŵiŶute - theƌe is the iƌst sigŶ of the ǁoƌld ĐoŵiŶg to aŶ eŶd ;this ǁill ďe the oǀeƌall 
theŵe of the ilŵͿ. Thus, ǁe ĐaŶ iŶfeƌ that the uteƌaŶĐe/ ŵessage of the ilŵ ǁill ďe the deĐaǇ 
of the ǁoƌld. “o ǁith this stateŵeŶt the setup aŶd the iƌst daǇ eŶd.

CoŵpliĐaioŶ aĐioŶ ;ŵiŶutes ϯϬ – ϳϬͿ
“hot ϴ. Title ͞The “eĐoŶd DaǇ .͟
“hot ϵ. IŶside the house ;seeŶ iŶ the loŶg shotͿ, the light is sloǁlǇ geiŶg ďƌighteƌ. The daughteƌ 
eŶteƌs the eŵptǇ shot, puts soŵe ǁood iŶto the stoǀe, takes tǁo ďuĐkets aŶd goes outside to 
a ǁell. The Đaŵeƌa folloǁs heƌ aŶd oďseƌǀes hoǁ she fetĐhes soŵe ǁateƌ fƌoŵ the ǁell, theŶ 
she aŶd the Đaŵeƌa ƌetuƌŶ ďaĐk hoŵe. The shot eŶds ǁith the daughteƌ leaŶiŶg agaiŶst the 
dooƌ.
“hot ϭϬ. A ƌeǀeƌse shot to the fatheƌ ǁho ǁakes up fƌoŵ the dooƌ slaŵŵiŶg. This ǀeƌǇ ĐoŵŵoŶ 
seƋueŶĐe of shot-ƌeǀeƌse-shot iŶ ĐlassiĐ ilŵŵakiŶg is a ǀeƌǇ uŶĐoŵŵoŶ featuƌe foƌ the ediiŶg 
desigŶ of this ilŵ.
The daughteƌ Đoŵes iŶto the shot aŶd helps hiŵ dƌess. The Đaŵeƌa leaǀes the fatheƌ siiŶg oŶ 
the ďed aŶd aĐĐoŵpaŶies the daughteƌ geiŶg a ďotle of ďƌaŶdǇ fƌoŵ the shelf aŶd ĐoŵiŶg 
ďaĐk to the taďle, ǁheƌe she aŶd heƌ fatheƌ dƌiŶk soŵe ďƌaŶdǇ. The foĐus aŶd a staiĐ shot oŶ 
the fatheƌ s͛ faĐe. Cut.
“hot ϭϭ. A Đlose-up of a ďoǁl. The daughteƌ Đoŵes fƌoŵ the ƌight aŶd ǁashes heƌ faĐe. TheŶ 
she takes the ďoǁl, ǁhiĐh is plaĐed Ŷeǆt to the ǁiŶdoǁ, aŶd goes to the Đaŵeƌa, ǁheƌeas the 
Đaŵeƌa zooŵs out foƌ seǀeƌal ŵeteƌs uŶil the daughteƌ pouƌs out the ǁateƌ iŶto aŶ of-sĐƌeeŶ 
plaĐe ƌight past the Đaŵeƌa. TheŶ ďoth – the daughteƌ aŶd the Đaŵeƌa - Đoŵe ďaĐk iŶ a huƌƌǇ 
ǁith the fatheƌ alƌeadǇ ǁaiiŶg iŶ the dooƌǁaǇ. 
The shot ĐoŶiŶues ǁith ďoth ĐhaƌaĐteƌs headiŶg to the staďle. TheǇ pull the Đaƌƌiage out of 
the outhouse aŶd the hoƌse out of the staďle; the daughteƌ Đoŵes iŶ aŶd out of the shot. The 
hoƌse ƌefuses to ŵoǀe. TheǇ disŵouŶt it aŶd ďƌiŶg ďoth the hoƌse aŶd the Đaƌƌiage ďaĐk.
“hot ϭϮ. AgaiŶ iŶ the ĐoƌŶeƌ ǁith the fatheƌ s͛ ďed. The shot staƌts ǁith aŶ eŵptǇ fƌaŵe. The 
fatheƌ Đoŵes iŶ folloǁed ďǇ his daughteƌ, ǁho helps hiŵ ĐhaŶge his Đlothes. TheŶ the fatheƌ 
eǆits passiŶg the Đaŵeƌa oŶ the let, aŶd the daughteƌ oŶ the ƌight. Ateƌ theǇ haǀe let the 
shot it ƌeŵaiŶs eŵptǇ foƌ seǀeƌal seĐoŶds, theŶ a Đut ;ǁith a souŶd ďƌidge of ĐhoppiŶg ǁoodsͿ 
to shot ϭϯ.
“hot ϭϯ. The fatheƌ ĐhuĐks iŵďeƌ. The Đaŵeƌa zooŵs sloǁlǇ out of the Đlose-up aŶd ƌeǀeals 
the daughteƌ ǁashiŶg Đlothes oŶ the let side of the fƌaŵe – the souŶd of ǁateƌ ĐaŶ ďe heaƌd 
ďefoƌe ǁe see the daughteƌ staŶdiŶg at the ďoǁl – this ĐaŶ ďe ƌegaƌded as siŵilaƌ to the souŶd 
ďƌidge ďetǁeeŶ the pƌioƌ tǁo fƌaŵes. The fatheƌ Đoŵes to the foƌegƌouŶd aŶd iǆes a ǁashiŶg 
liŶe. He spaŶs it, leaǀiŶg the fƌaŵe oŶ the ƌight, ǁith the liŶe ƌeaĐhiŶg iŶto the of-sĐƌeeŶ 
aƌea. The daughteƌ haŶgs lauŶdƌǇ. The shot eŶds ǁith a leŶgthǇ staiĐ fƌaŵe oŶ the liŶeŶ. As 
ŵeŶioŶed aďoǀe, this is oŶe of the ǀisual stƌategies of the ilŵ ǁheƌeďǇ a ǀeƌǇ aĐiǀelǇ ŵoǀiŶg 
shot oteŶ eŶds ǁith a staiĐ fƌaŵe.
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“hot ϭϰ. It is a ǀeƌǇ loŶg shot ǁith the daughteƌ staŶdiŶg at the ďoǁl iŶ the ďaĐkgƌouŶd. 
“he takes the ďoǁl, Đoŵes to the Đaŵeƌa aŶd passes it oŶ the let, aŶd pouƌs the ǁateƌ out 
soŵeǁheƌe ďehiŶd the Đaŵeƌa, ďehiŶd the sĐeŶe. This shot is a ǀaƌiaioŶ of the aĐioŶ iŶ shot 
Ŷƌ. ϭϭ, oŶlǇ this iŵe the ŵise-eŶ-sĐĠŶe is difeƌeŶt. The Đaŵeƌa paŶs to the ƌight aŶd disĐoǀeƌs 
the fatheƌ ǁoƌkiŶg at a ǁoƌkďeŶĐh, fƌaŵed iŶ a ŵediuŵ loŶg shot. This shot ĐoŵposiioŶ 
Đƌeates a teŶsioŶ ďetǁeeŶ the plaŶes of the shot – the daughteƌ faƌ aǁaǇ iŶ the ďaĐkgƌouŶd 
aŶd the fatheƌ ǀeƌǇ Đlose to the Đaŵeƌa iŶ the foƌegƌouŶd.
The Đaŵeƌa ƌefƌaŵes so that theƌe is a Đlose-up of the fatheƌ s͛ haŶd ŵakiŶg holes iŶ a leatheƌ 
ďelt. TheŶ the Đaŵeƌa ƌetuƌŶs to a Đlose-up of the fatheƌ s͛ faĐe. The daughteƌ Đoŵes to hiŵ 
aŶd aŶŶouŶĐes that diŶŶeƌ is ƌeadǇ. Ateƌ diŶŶeƌ togetheƌ - the Đaŵeƌa ĐoŶĐeŶtƌaiŶg oŶ the 
daughteƌ s͛ ŵediuŵ Đlose-up - the daughteƌ does the ǁashiŶg up. The Đaŵeƌa tuƌŶs to the ƌight 
aŶd ƌeǀeals the fatheƌ siiŶg iŶ fƌoŶt of the ǁiŶdoǁ. As ǁe alƌeadǇ ǁitŶessed, suĐh Đaŵeƌa 
ŵoǀeŵeŶts that ƌeǀeal, as a suƌpƌise, a iguƌe oŶ the ƌight oƌ let, ďeloŶg to the ilŵ iŶtƌiŶsiĐ 
Ŷoƌŵ. 
The daughteƌ ĐheĐks the iƌe iŶ the stoǀe aŶd sits doǁŶ iŶ the faƌ let. Befoƌe the Đut theƌe is a 
staiĐ shot of this sĐeŶe foƌ seǀeƌal seĐoŶds. 
“hot ϭϱ. The fatheƌ ǁakes up fƌoŵ kŶoĐkiŶg at the dooƌ. A Ŷeighďouƌ has ƌuŶ out of ďƌaŶdǇ 
aŶd has Đoŵe to ask foƌ soŵe. The daughteƌ takes a ďotle fƌoŵ the Ŷeighďouƌ ;a Đlose-up of 
the ďotleͿ aŶd goes stƌaight to the Đaŵeƌa, ǁhile the Đaŵeƌa zooŵs out foƌ seǀeƌal ŵeteƌs 
as iŶ shots ϭϭ aŶd ϭϰ. Ateƌ she has illed up the ďotle, the ďotle aŶd the Đaŵeƌa ƌetuƌŶ to 
the taďle ǁheƌe the fatheƌ aŶd the Ŷeighďouƌ aƌe siiŶg. The Đaŵeƌa looks oǀeƌ the fatheƌ s͛ 
shouldeƌ at the Ŷeighďouƌ, ǁho deliǀeƌs a loŶg ŵoŶologue pƌoĐlaiŵiŶg that the ǁoƌld has 
ďeeŶ deďased ďǇ ͞theŵ ,͟ ďut he deliǀeƌs Ŷo eǆplaŶaioŶ ǁho ͞theǇ͟ aƌe. The fatheƌ saǇs that 
all his talk is ƌuďďish. The Ŷeighďouƌ giǀes theŵ soŵe ĐoiŶs foƌ the ďƌaŶdǇ aŶd leaǀes. The 
daughteƌ gatheƌs the ĐoiŶs, goes to the ǁiŶdoǁ aŶd togetheƌ ǁith the Đaŵeƌa ǁatĐhes the 
Ŷeighďouƌ leaǀiŶg aĐƌoss the ŵeadoǁ foƌ alŵost a ŵiŶute – ǁe eŶĐouŶteƌ aŶotheƌ ŵoŵeŶt 
of stasis iŶ the Đaŵeƌa s͛ jouƌŶeǇ.

DevelopŵeŶt I ;ŵiŶutes ϳϬ - ϵϴͿ
“hot ϭϲ. The Thiƌd DaǇ.
“hot ϭϳ. The daughteƌ ǁakes up aŶd dƌesses. “he takes the ďuĐkets aŶd goes to the ǁell. The 
Đaŵeƌa aĐĐoŵpaŶies heƌ iŶ ďoth diƌeĐioŶs.
“hot ϭϴ. The fatheƌ gets up.  He seeŵs to aǁakeŶ ďǇ the souŶd of the ďuĐkets. The daughteƌ 
Đoŵes aŶd dƌesses hiŵ, aŶd theŶ he dƌiŶks his usual glass of ďƌaŶdǇ at the taďle. Befoƌe eǆiiŶg 
he shouts foƌ his Đoat. 
These tǁo episodes ;shots ϭϳ aŶd ϭϴͿ should ďe highlighted ďeĐause foƌ alŵost teŶ ŵiŶutes 
ǁe ǁitŶess dailǇ tasks ǁhiĐh aƌe ƌepeated eǀeƌǇ ŵoƌŶiŶg, ďut foƌ the ǀieǁeƌ that ŵeaŶs 
ǁitŶessiŶg these aĐioŶs iŶ theiƌ full duƌaioŶ. These aƌe the iƌst teŶ ŵiŶutes iŶ a usual daǇ foƌ 
the Ohlsdoƌfeƌ faŵilǇ. This is ǁaǇ foƌ the ǀieǁeƌ to ďeĐoŵe iŵŵeƌsed aŶd Đaƌƌied aǁaǇ ďǇ the 
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seeŵiŶglǇ uŶliŵited duƌaioŶ of the shots. What ŵakes these tǁo episodes difeƌ a litle fƌoŵ 
otheƌ episodes, ǁhiĐh all shoǁ dailǇ deeds iŶ theiƌ full duƌaioŶ,  is the faĐt that iŶ ĐoŵpaƌisoŶ 
to ǁashiŶg lauŶdƌǇ oƌ ĐhoppiŶg ǁood, dƌessiŶg oƌ geiŶg dƌessed oƌ geiŶg ǁateƌ fƌoŵ the 
ǁell shoǁ aĐioŶs iŶ theiƌ full duƌaioŶ ǁith Ŷo oŵissioŶs. IŶ ĐoŵpaƌisoŶ, the pƌoĐess of doiŶg 
lauŶdƌǇ ĐaŶ ďe Đut shoƌt foƌ the puƌposes of ilŵiŶg, so that the ƌeal duƌaioŶ of the aĐioŶ ǁill 
Ŷot alǁaǇs eƋual its duƌaioŶ oŶsĐƌeeŶ. If ǁe take iŶto aĐĐouŶt that the Đuts oƌ ediiŶg ƌeŵaiŶ 
altogetheƌ uŶŶoiĐed ďǇ the audieŶĐe, theŶ shots Ŷƌ. ϭϳ aŶd ϭϴ liteƌallǇ are life, tƌǇiŶg to hide 
the ilŵiĐ deǀiĐes ǁhiĐh aƌe ďeiŶg used.
“hot ϭϵ. The fatheƌ appƌoaĐhes the staďle. He opeŶs the dooƌ aŶd goes iŶ. He takes a pitĐhfoƌk 
aŶd staƌts to ŵuĐk out the plaĐe. The daughteƌ Đoŵes iŶ, takes a pushĐaƌt aŶd Đaƌts the ŵuĐk 
aǁaǇ. The Đaŵeƌa folloǁs heƌ as she eǆits the staďle, eŵpies the pushĐaƌt aŶd ƌetuƌŶs. TheŶ 
the Đaŵeƌa aĐĐoŵpaŶies the fatheƌ as he takes a ďuĐket, goes out aŶd ďƌiŶgs ǁateƌ foƌ the 
hoƌse. The daughteƌ saǇs that the hoƌse is Ŷot eaiŶg, ďut the fatheƌ iŶsists that she ǁill. Befoƌe 
theǇ leaǀe the daughteƌ Đloses the dooƌ of the staďle. 
“hot ϮϬ. The daughteƌ takes plates out of a Đupďoaƌd aŶd puts theŵ oŶ the taďle. As usual, 
she takes the potatoes out of the pot. Both ĐhaƌaĐteƌs eat theiƌ diŶŶeƌ, ďut theǇ aƌe distuƌďed 
ďǇ a Ŷoise. The fatheƌ Ŷods to the daughteƌ to iŶd out ǁhat is goiŶg oŶ. The daughteƌ leaǀes 
the fƌaŵe oŶ the ƌight, ǁhile the fatheƌ ĐoŶiŶues eaiŶg ǁith a staiĐ Đaŵeƌa shot oŶ hiŵ foƌ 
seǀeƌal seĐoŶds ;a ŵoŵeŶt of stasis agaiŶͿ.
“hot Ϯϭ. A ǀeƌǇ loŶg shot of a laŶdsĐape. We see a Đaƌƌiage ŵoǀiŶg oŶ the hoƌizoŶ. As it    
appƌoaĐhes aŶd the Đaŵeƌa zooŵs out, ǁe disĐoǀeƌ that this is aĐtuallǇ a ǀieǁ out of a ǁiŶdoǁ 
;heƌe ǁe eŶĐouŶteƌ the ǁiŶdoǁ ŵoif oŶĐe agaiŶͿ. Of-sĐƌeeŶ ǁe heaƌ ďoth ĐhaƌaĐteƌs talkiŶg. 
The aƌƌiǀiŶg people aƌe GǇpsies. The fatheƌ oƌdeƌs the daughteƌ to Đhase theŵ aǁaǇ. The 
Đaŵeƌa zooŵs iŶ as the GǇpsǇ Đaƌƌiage stops at the ǁell foƌ ǁateƌ. The daughteƌ Đoŵes aŶd 
tells theŵ to leaǀe, ďut theǇ iŶǀite heƌ to Đoŵe ǁith theŵ to AŵeƌiĐa. “he  ƌefuses. The fatheƌ, 
ĐuƌsiŶg, Đoŵes ǁith aŶ aǆe aŶd Đhases the GǇpsies aǁaǇ. TheǇ leaǀe, ďut pƌoŵise to ƌetuƌŶ. 
The oldest GǇpsǇ giǀes the daughteƌ a ďook. Of-sĐƌeeŶ ǁe heaƌ the GǇpsies ĐuƌsiŶg ͞Dƌop 
dead, dƌop dead .͟ 
“hot ϮϮ. A Đlose-up oŶ the plates ǁith potatoes. The daughteƌ ĐleaŶs the taďle aŶd sets doǁŶ 
the ŶeǁlǇ ƌeĐeiǀed ďook. “he sits doǁŶ oŶ heƌ ďed aŶd staƌts to ƌead out loud, ǀeƌǇ sloǁlǇ. 
While she ƌeads the Ŷaƌƌatoƌ tells us of the stoƌŵ outside. 

DevelopŵeŶt II ;ŵiŶutes ϵϴ - ϭϮϴͿ
“hot Ϯϯ. The Fouƌth DaǇ.
“hot Ϯϰ. The daughteƌ puts soŵe iŵďeƌ iŶto the stoǀe, puts oŶ a sĐaƌf, takes the ďuĐkets aŶd 
goes to the ǁell. The Đaŵeƌa staǇs iŶ the dooƌǁaǇ aŶd ilŵs the daughteƌ iŶ a ǀeƌǇ loŶg shot. 
The daughteƌ opeŶs the ǁell, ďut theŶ ƌushes ďaĐk to the house aŶd Đalls the fatheƌ. TǇpiĐallǇ 
foƌ the spaƌse dialogue iŶ this ilŵ, she saǇs ͞The ǁell .͟ Noǁ the fatheƌ Đoŵes ǁith heƌ aŶd 
the Đaŵeƌa aĐĐoŵpaŶies theŵ. Both ĐhaƌaĐteƌs aŶd the Đaŵeƌa look iŶto the ǁell – theƌe is 
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Ŷo ǁateƌ. The fatheƌ Đuƌses of-sĐƌeeŶ. TheǇ ƌetuƌŶ to the house aŶd the Đaŵeƌa holds a staiĐ 
shot oŶ the fatheƌ thiŶkiŶg, leaǀiŶg the daughteƌ out of fƌaŵe oŶ the let. He asks foƌ ďƌaŶdǇ, 
ǁhiĐh the daughteƌ seƌǀes ĐoŵiŶg iŶto the fƌaŵe fƌoŵ the ƌight ;ĐƌossiŶg the ϭϴϬ degƌee liŶeͿ. 
“hot Ϯϱ. IŶ a ŵediuŵ Đlose-up the daughteƌ opeŶs the dooƌ to the staďle. “he ;aŶd the ĐaŵeƌaͿ 
goes to the hoƌse aŶd asks ǁhǇ it ǁoŶ͛t eat. “he gatheƌs the ŵuĐk iŶto a pushĐaƌt aŶd takes it 
out ;outside the fƌaŵeͿ, ǁith the Đaŵeƌa ƌeŵaiŶiŶg iŶ the staďle. “he puts the pushĐaƌt aǁaǇ 
soŵeǁheƌe ďehiŶd the Đaŵeƌa.  
A ĐoŶiŶuous shot – the daughteƌ takes a ďuĐket aŶd leaǀes the shot thƌough the staďle dooƌ 
oŶ the ƌight ǁith the Đaŵeƌa ƌeŵaiŶiŶg iŶside. “he ďƌiŶgs soŵe ǁateƌ foƌ the hoƌse aŶd 
eŶĐouƌages heƌ to dƌiŶk. The daughteƌ Đloses the dooƌ fƌoŵ the outside; the Đaŵeƌa staǇs 
iŶside ǁith the hoƌse. A staiĐ oŶ the hoƌse. At this ŵoŵeŶt a Ŷoƌŵ of this ilŵ ĐaŶ ďe deiŶed 
as a loŶg take that oteŶ iŶishes ǁith a loŶgeƌ staiĐ shot oŶ soŵethiŶg – eitheƌ aŶ eŵptǇ shot, 
oƌ aŶ oďjeĐt oƌ a peƌsoŶ. Oƌ, iŶ this Đase: oŶ a hoƌse.
“hot Ϯϲ. IŶ the house the fatheƌ gatheƌs soŵe thiŶgs aŶd oƌdeƌs the daughteƌ to paĐk - theǇ aƌe 
Ŷot staǇiŶg heƌe aŶǇ loŶgeƌ. We ǁitŶess the daughteƌ as she paĐks thiŶgs iŶĐludiŶg a poƌtƌait of 
heƌ ŵotheƌ ;as ǁe ŵaǇ guessͿ, ďlaŶkets, ďƌaŶdǇ aŶd potatoes. TheŶ the Đaŵeƌa pulls out aŶd 
ǁe see the fatheƌ gatheƌiŶg thiŶgs iŶ the ŵiddle of the house. The daughteƌ Đoŵes iŶ aŶd out 
of the fƌaŵe helpiŶg hiŵ. The fatheƌ tells the daughteƌ to get the haŶdĐaƌt. A shoƌt ŵoŵeŶt of 
stasis iŶ the jouƌŶeǇ of the Đaŵeƌa ǁith the fatheƌ staŶdiŶg iŶ the ĐeŶtƌe of the ƌooŵ.
IŵpoƌtaŶtlǇ, the faĐt that the daughteƌ paĐks a poƌtƌait of a ǁoŵaŶ that the ǀieǁeƌ ǁill iŶteƌpƌet 
as heƌ ŵotheƌ - ǁhǇ else ǁould she take the Đaƌe to paĐk it - has Ŷo fuƌtheƌ iŵpliĐaioŶs 
to the ilŵ s͛ plot. OŶĐe agaiŶ BĠla Taƌƌ doesŶ͛t shoǁ iŶteƌest iŶ a situaioŶ oƌ iŶ thiŶgs that 
a ilŵŵakeƌ ǁoƌkiŶg iŶ the HollǇǁood tƌadiioŶ ǁould deǀelop fuƌtheƌ. The poƌtƌait of the 
ŵotheƌ ƌeŵaiŶs a false daŶgliŶg Đause.
“hot Ϯϳ. The daughteƌ opeŶs the dooƌ of the outhouse, takes out a sŵall haŶdĐaƌt aŶd ďƌiŶgs 
it to the fƌoŶt of the house, aŶd ƌe-eŶteƌs the house. The fatheƌ Đoŵes out aŶd goes to the 
staďle – the Đaŵeƌa folloǁs hiŵ. He ďƌiŶgs out the hoƌse aŶd takes heƌ to the Đaƌƌiage, ǁhiĐh is 
Ŷoǁ fullǇ paĐked. He ies heƌ ďehiŶd the Đaƌƌiage. The daughteƌ staƌts to pull the Đaƌƌiage. The 
shot eŶds ǁith a Đlose-up of a ǁheel of the Đaƌƌiage, holdiŶg foƌ seǀeƌal seĐoŶds. This fƌaŵe 
ĐaŶ ďe ƌegaƌded as a ĐlassiĐ pilloǁ shot.
“hot Ϯϴ. The ǀast laŶdsĐape ǁith the hoƌizoŶ. The fatheƌ aŶd the daughteƌ disappeaƌ ďehiŶd it, 
ďut ateƌ a ŵiŶute theǇ Đoŵe ďaĐk aŶd leaǀe the shot. Ateƌ theǇ haǀe let, the shot sill lasts 
foƌ seǀeƌal seĐoŶds.
“hot Ϯϵ. IŶ fƌoŶt of the house. Both ŵaiŶ ĐhaƌaĐteƌs aƌƌiǀe. The fatheƌ takes the hoƌse aǁaǇ, 
ǁhile the Đaŵeƌa ƌeŵaiŶs ǁith the daughteƌ as she staƌts to uŶpaĐk the Đaƌƌiage. WheŶ the 
fatheƌ ƌetuƌŶs he helps to eŵptǇ the Đaƌƌiage, aŶd foƌ alŵost thƌee ŵiŶutes theǇ ĐoŶiŶue this 
task. While the fatheƌ ƌetuƌŶs the haŶdĐaƌt, ǁe ǁitŶess the daughteƌ goiŶg iŶ aŶd siiŶg doǁŶ 
iŶ fƌoŶt of the ǁiŶdoǁ. The fatheƌ ƌetuƌŶs, piĐks up the hoƌse s͛ Đollaƌ aŶd also goes iŶside, 
ǁhile the Đaŵeƌa staǇs outside the house. The Đaŵeƌa zooŵs iŶ ǀeƌǇ sloǁlǇ oŶ the daughteƌ 
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oŶ the otheƌ side of the ǁiŶdoǁ, aŶd liŶgeƌs oŶ the sĐeŶe foƌ alŵost a ŵiŶute aŶd a half.

The Đliŵaǆ ;ŵiŶutes ϭϮϴ – ϭϰϴͿ
“hot ϯϬ. The Fith DaǇ.
“hot ϯϭ. As the fatheƌ ǁakes up, the daughteƌ Đoŵes iŶ aŶd helps hiŵ dƌess. TheǇ go to the 
taďle aŶd the fatheƌ dƌiŶks Ŷot oŶlǇ his glass of ďƌaŶdǇ, ďut also takes a gulp fƌoŵ the ďotle. 
The shot eŶds ǁith a staiĐ iŵage of tǁo glasses aŶd aŶ eŵptǇ ďotle oŶ the taďle.
“hot ϯϮ. The fatheƌ opeŶs the staďle dooƌ aŶd the Đaŵeƌa zooŵs iŶ oŶ aŶ eǆtƌeŵe Đlose-up of 
the hoƌse, ďut theŶ zooŵs out ateƌ seǀeƌal seĐoŶds. The fatheƌ takes the Đollaƌ of the hoƌse 
aŶd leaǀes the shot oŶ the ƌight. The daughteƌ staŶds ďeside the hoƌse, aŶd theŶ Đloses the 
dooƌ. The shot eŶds ǁith a staiĐ shot oŶ the staďle dooƌ.
“hot ϯϯ. A fuzzǇ iŵage of the laŶdsĐape. The Đaŵeƌa zooŵs out aŶd ǁe see the fatheƌ siiŶg 
iŶ fƌoŶt of the ǁiŶdoǁ. He has falleŶ asleep. As the Đaŵeƌa dollies ďaĐkǁaƌds, ǁe disĐoǀeƌ the 
daughteƌ siiŶg at the taďle, seǁiŶg. The daughteƌ theŶ eǆits the fƌaŵe oŶ the let, ǁith the 
fatheƌ sill sleepiŶg iŶ fƌoŶt of the ǁiŶdoǁ iŶ the ďaĐkgƌouŶd. The daughteƌ Đoŵes ďaĐk iŶto 
the shot fƌoŵ the let aŶd sets the taďle. The Đaŵeƌa tƌaĐks a litle ďit to the ƌight, so that the 
taďle is iŶ the shot. IŶ pƌoile, ďoth ĐhaƌaĐteƌs eat potatoes. Ateƌ a ǁhile the fatheƌ goes ďaĐk 
to his plaĐe iŶ fƌoŶt of the ǁiŶdoǁ aŶd the Đaŵeƌa folloǁs hiŵ. The take eŶds ǁith a staiĐ shot 
of the fatheƌ siiŶg at the ǁiŶdoǁ.
“hot ϯϰ. A daƌk shot ǁith ŶothiŶg ǀisiďle iŶ it. The daughteƌ asks of-sĐƌeeŶ: ͞What s͛ the 
daƌkŶess?͟ The fatheƌ oƌdeƌs heƌ to tuƌŶ oŶ the light. The daughteƌ lights the laŵps oŶe ateƌ 
the otheƌ ǁith iƌe fƌoŵ the stoǀe. “loǁlǇ ǁe ƌeĐogŶize the fatheƌ siiŶg iŶ fƌoŶt of the ǁiŶdoǁ. 
The daughteƌ sits doǁŶ oŶ heƌ ďed. 
“hot ϯϱ. A Đlose-up of a laŵp. The light iŶ it fades to daƌk.
“hot ϯϲ. DaƌkŶess. The daughteƌ tƌies to light a laŵp aŶd the fatheƌ Đoŵes to help heƌ. He oƌdeƌs 
the daughteƌ to ďƌiŶg soŵe eŵďeƌs.  “he ďƌiŶgs soŵe, the fatheƌ lights a laŵp. TheǇ poiŶt out 
that eǀeŶ the eŵďeƌs aƌe ďuƌŶiŶg out. The fatheƌ eŶĐouƌages heƌ to go to ďed - toŵoƌƌoǁ theǇ 
ǁill tƌǇ agaiŶ. IŶ the daƌkŶess ǁe heaƌ the ǁiŶd outside. The Ŷaƌƌatoƌ s͛ ǀoiĐe tells us that the 
fatheƌ aŶd the daughteƌ go to theiƌ ďeds aŶd fall asleep. The stoƌŵ has suďsided. Dead sileŶĐe 
oǀeƌĐoŵes the house.

Epilogue ;ŵiŶutes ϭϰϴ – ϭϱϮͿ
“hot ϯϳ. The “iǆth DaǇ.
“hot ϯϴ. MusiĐ ďegiŶs ǁhile the shot staǇs ďlaĐk. “loǁlǇ it gets ďƌighteƌ. Both ĐhaƌaĐteƌs aƌe 
siiŶg at the taďle. Wheƌeas the fatheƌ eats, the daughteƌ does Ŷot. He eŶĐouƌages heƌ to eat. 
Foƌ seǀeƌal seĐoŶds theƌe is a staiĐ shot oŶ ďoth of theŵ siiŶg at the taďle ;a taďleauͿ. A sloǁ 
fade out.
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ϯ.ϰ. Repeated ǀeƌsus uŶiƋue eǀeŶts of the ŵuŶdaŶe 
IŶ the iŶtƌoduĐioŶ to the Đhapteƌ the Đlaiŵ ǁas ŵade that the ilŵ The Turin Horse is a Đleaƌ 
eǆaŵple of paƌaŵetƌiĐ Ŷaƌƌaiǀe iŶ a stƌoŶg seŶse. IŶ oƌdeƌ to pƌoǀe this ǁe haǀe to ĐoŶsitute 
aŶ iŶtƌiŶsiĐ Ŷoƌŵ that is deǀeloped aŶd ǀaƌied thƌoughout the ilŵ. IŶ teƌŵs of ilŵ gƌaŵŵaƌ, 
the ŵoǀiŶg Đaŵeƌa iŶ The Turin Horse featuƌes as this iŶtƌiŶsiĐ Ŷoƌŵ. EǀeŶ ŵoƌe, the ǀisual 
teŶsioŶ iŶ the ilŵ is Đƌeated ďetǁeeŶ the ŵoǀiŶg Đaŵeƌa aŶd ŵoŵeŶts of stasis iŶ its ǁaǇ 
aĐƌoss the spaĐe. This ƌigoƌous ŵise-eŶ-sĐğŶe is eŵploǇed to depiĐt a siŵple plot, ǁhiĐh 
suppoƌts Daǀid Boƌdǁell s͛ Đlaiŵ that paƌaŵetƌiĐitǇ is possiďle oŶlǇ iŶ ǀeƌǇ siŵple stoƌies.400 

Foƌ the puƌpose of aŶalǇsis the plot should ďe sepaƌated fƌoŵ the stǇle foƌ the iŵe ďeiŶg, aŶd 
The Turin Horse should at iƌst ďe sĐƌuiŶized fƌoŵ the poiŶt of ǀieǁ of the stoƌǇ.
As ďeĐoŵes Đleaƌ fƌoŵ the ilŵ s͛ desĐƌipioŶ, the stoƌǇ deǀelops ǁithiŶ alteƌiŶg episodes ǁith 
ƌepeated eǀeƌǇ daǇ aĐioŶs aŶd uŶiƋue oŶes that ofeƌ a ĐhaŶge fƌoŵ these uŶifoƌŵ, iƌesoŵe 
aĐiǀiies. “o the uŶiƋue eǀeŶts suĐh as lauŶdƌǇ oƌ ĐhoppiŶg ǁoods alteƌŶate ǁith ƌepeated 
aĐiǀiies suĐh as ĐookiŶg aŶd eaiŶg potatoes, oƌ siiŶg iŶ fƌoŶt of the ǁiŶdoǁ. The uŶiƋue 
aĐiǀiies folloǁ the pƌiŶĐiple that oŶe oƌ tǁo uŶusual aĐioŶs take plaĐe eǀeƌǇ daǇ. OŶ the 
seĐoŶd daǇ, a Ŷeighďouƌ ǀisits foƌ ďƌaŶdǇ. OŶ the thiƌd daǇ, a Đaƌƌiage ǁith gǇpsies stops ďǇ 
to dƌiŶk fƌoŵ theiƌ ǁell, ďut the fatheƌ Đhases theŵ aǁaǇ. OŶ the fouƌth daǇ, theiƌ ǁell is dƌǇ, 
ǁhiĐh is ďeeŶ seeŶ ďǇ the fatheƌ as a ďad sigŶ, so theǇ paĐk aŶd dƌiǀe aǁaǇ. OŶ the ith daǇ, 
the laŵps aŶd the eŵďeƌs ďuƌŶ out. 
OŶ the siǆth aŶd last daǇ of the plot, ďoth ĐhaƌaĐteƌs sit at the taďle. Wheƌeas the fatheƌ eats 
the potatoes, the daughteƌ sits sill. The fatheƌ eŶĐouƌages heƌ to eat. These aƌe ŵiŶoƌ eǀeŶts 
that ǁould Ŷot ďe deseƌǀiŶg of the ilŵŵakeƌ s͛ oƌ the audieŶĐe s͛ ateŶioŶ iŶ otheƌ ilŵs, 
ďut theǇ aƌe pƌeĐiselǇ ǁhat ďƌiŶgs ĐhaŶge iŶto the ƌepeiiǀe ŵuŶdaŶe aŶd ŵoǀes the plot 
foƌǁaƌd.
But also the ǁaǇ the ilŵŵakeƌ stƌuĐtuƌes the ilŵ, diǀidiŶg it iŶto siǆ daǇs, shaƌpeŶs the ǀieǁeƌ s͛ 
ateŶioŶ to the faĐt that theƌe has to ďe soŵe kiŶd of a deǀelopŵeŶt oǀeƌ the Đouƌse of the 
daǇs. IŶ its stƌuĐtuƌe The Turin Horse is ǀeƌǇ Đlose to JeaŶŶe DielŵaŶ, Ϯϯ Quai du CoŵŵerĐe, 
ϭϬ ϴϬ Bruǆells ;ϭϵϳϱͿ ďǇ ChaŶtal AkeŵaŶ, ďut ǁith less of a haƌsh eŶdiŶg. “iŵilaƌ to AkeƌŵaŶ s͛ 
ilŵ, the stoƌǇ Đoŵes to the foƌe thƌough ŵiŶoƌ ĐhaŶges iŶ the eǀeƌǇdaǇ ƌouiŶe. 
OŶe ĐaŶ suďsuŵe the ƌelaioŶ of ďoth ilŵs to the depiĐted eǀeŶts ǁith a ƋuotaioŶ of AŶdƌĠ 
BaziŶ, ǁheŶ he ǁƌites aďout the ilŵ Uŵďerto D. ;diƌ. Vitoƌio De “iĐa, ItalǇ, ϭϵϱϮͿ, ǁhiĐh ĐaŶ 
ďe ǀieǁed as a pƌedeĐessoƌ of the ĐuƌƌeŶt sloǁ ĐiŶeŵa:

Die eƌzähleƌisĐhe GƌuŶdeiŶheit des Filŵs ist ŶiĐht die Episode, das EƌeigŶis, deƌ 
TheateƌĐoup, deƌ Chaƌakteƌ des PƌotagoŶisteŶ, soŶdeƌŶ die AufeiŶaŶdeƌfolge deƌ 
koŶkƌeteŶ AugeŶďliĐke des LeďeŶs, ǀoŶ deŶeŶ keiŶeƌ deŶ AŶspƌuĐh eƌheďeŶ kaŶŶ, 
ǁiĐhigeƌ zu seiŶ als deƌ aŶdeƌe: Ihƌe oŶtologisĐhe GleiĐhǁeƌigkeit löst sĐhoŶ ǀoŵ 
PƌiŶzip heƌ jede dƌaŵaisĐhe Kategoƌie auf.401

400 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 289.
401 Robert Fischer (ed.): André Bazin  Robert Fischer (ed.): André Bazin Was ist Film?, Berlin, 2009, p. 377.



105II. Case Studies - 3. Turin Horse

These ĐhaŶges ŵaǇ eǀeŶ ƌeŵaiŶ uŶŶoiĐed to a less ateŶiǀe ǀieǁeƌ, ďut that is pƌeĐiselǇ ǁhat 
uŶites all sloǁ ŶaƌƌaioŶ ilŵs – theǇ aƌe ĐhalleŶgiŶg to the audieŶĐe.

ϯ.ϱ. EaiŶg potatoes – aŶ eǀeƌǇdaǇ ƌitual
The potato-eaiŶg is a dailǇ ƌitual. Let s͛ tƌaĐe hoǁ it is staged thƌoughout the ilŵ, ďeĐause the 
difeƌeŶĐes ďeĐoŵe ǀisiďle thƌough ŵiŶoƌ ĐhaŶges iŶ the ŵise-eŶ-sĐĠŶe. 
OŶ the iƌst eǀeŶiŶg the daughteƌ ĐolleĐts the potatoes fƌoŵ a Đhest, Đooks theŵ aŶd theŶ 
puts oŶ the taďle. While theǇ eat the Đaŵeƌa iƌst tƌaĐks a Đlose-up oŶ the fatheƌ s͛ oŶe healthǇ 
haŶd ǁith ǁhiĐh he iŵpaieŶtlǇ peels the hot potato. TheŶ the Đaŵeƌa pulls ďaĐk to a ŵediuŵ 
Đlose-up oŶ the fatheƌ eaiŶg, ǁhiĐh lasts foƌ aďout half a ŵiŶute. 
DuƌiŶg suppeƌ oŶ the seĐoŶd daǇ the Đaŵeƌa ĐoŶĐeŶtƌates oŶ the daughteƌ eaiŶg foƌ alŵost 
a ŵiŶute, ǁith heƌ fatheƌ seeŶ fƌoŵ ďehiŶd. OŶ the thiƌd daǇ, ǁe see ďoth eateƌs iŶ pƌoile at 
the taďle eaiŶg potatoes foƌ ďƌeakfast iŶ a ŵediuŵ loŶg shot. IŶ the ateƌŶooŶ, the potato-
eaiŶg aĐiǀitǇ itself is let out, aŶd ǁe ǁitŶess oŶlǇ hoǁ the daughteƌ ƌeŵoǀes the dishes fƌoŵ 
the taďle. OŶ the fouƌth daǇ theƌe is Ŷo potato-eaiŶg episode, ďut oŶ the ith daǇ ǁe ǁitŶess 
ďoth eateƌs agaiŶ at the taďle eaiŶg iŶ pƌoile. EaĐh iŵe the ǁaŶdeƌiŶg Đaŵeƌa stops oŶ this 
aĐiǀitǇ, aŶd although the fƌaŵiŶg ĐhaŶges fƌoŵ oŶe potato-eaiŶg sĐeŶe to aŶotheƌ, ǁhat 
uŶites theŵ is the faĐt that duƌiŶg the eaiŶg itself the Đaŵeƌa alǁaǇs staǇs put. 
IŶ the Đase of these ƌepeated aĐiǀiies ǁe ĐaŶ speak aďout the seƌializaioŶ of the paƌaŵetƌiĐ 
Ŷaƌƌaiǀe – the authoƌ takes a paƌaŵeteƌ ;iŶ this Đase it is a paƌiĐulaƌ situaioŶͿ aŶd ǀaƌies it 
aĐƌoss the ilŵ. But it s͛ up to the ǀieǁeƌ to tƌaĐe the ŵiŶisĐule difeƌeŶĐes iŶ eaĐh ŵise-eŶ-
sĐeŶe. Daǀid Boƌdǁell states that paƌaŵetƌiĐ ĐiŶeŵa takes the ǀieǁeƌ s͛ ĐapaĐitǇ to the edge. 402 

He supposes that the ǀieǁeƌ ǁill ƌeĐogŶize the pateƌŶ iŶstead of ŶoiĐiŶg all of the paƌaŵetƌiĐ 
ǀaƌiaioŶs.403 IŶ this Đase the ǀieǁeƌ doesŶ͛t ŶoiĐe the ŵiŶisĐule difeƌeŶĐes iŶ the seiŶg 
so ŵuĐh as the ƌepeated use of the situaioŶ itself. Boƌdǁell ƌeĐkoŶs that the ǀieǁeƌ, as the 
deŶotaiǀe ŵeaŶiŶg does Ŷot ofeƌ aŶǇthiŶg Ŷeǁ, goes foƌ the ĐoŶŶotaiǀe efeĐt.404 At this stage 
ǁe eŶĐouŶteƌ a difeƌeŶĐe ďetǁeeŶ the supposiioŶs of Daǀid Boƌdǁell aŶd the deĐlaƌaioŶ of 
the ilŵŵakeƌ. NaŵelǇ, ǁheƌeas Boƌdǁell stƌesses the ŵeaŶiŶg of the ĐoŶŶotaioŶ foƌ the plot 
of a paƌaŵetƌiĐ ilŵ, BĠla Taƌƌ aĐĐeŶtuates that his ilŵs aƌe Ŷot ŵeaŶt to ďe iŶteƌpƌeted. He 
states that iŶ his ilŵs he ǁaŶts to ďe Đloseƌ to life thaŶ to ĐiŶeŵa.405 He ǁaŶts to aĐhieǀe this 
ďǇ ǁitŶessiŶg aĐiǀiies that otheƌ ilŵŵakeƌs ǁould haǀe let out ;ĐookiŶg potatoes, dƌessiŶg 
aŶd uŶdƌessiŶgͿ.
Boƌdǁell also states that iŶ a paƌaŵetƌiĐ ilŵ the stoƌǇ aĐƋuiƌes a spaial ƋualitǇ, ďeĐause the 

402 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 306.
403 Ibid., p. 306.
404 Ibid., p. 306.
405 Konstanty Kuzma Béla Tarr on Turin Horse, in East European Film Bulletin, 15. Feb. 2011, available at 
http://eefb.org/archive/february/belatarr-on-the-turin-horse-2/ (Accessed 2.02.2014).
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stoƌǇ has ďeeŶ stƌetĐhed.406 IŶ the Đase of The Turin Horse this oĐĐuƌs iŶ eǀeƌǇ sĐeŶe ǁheƌeďǇ 
all the ŵiŶisĐule stages of suĐh ŵuŶdaŶe aĐts as potato-eaiŶg, dƌessiŶg, geiŶg the ǁateƌ aƌe 
displaǇed. EǀeƌǇ step of these aĐiǀiies is ǁoƌth shoǁiŶg, aŶd is ǁhat Đƌeates aŶ oǀeƌload of 
iŶfoƌŵaioŶ foƌ the ǀieǁeƌ. AŶdƌĠ BaziŶ deiŶes it as goiŶg to the edge of the duƌaioŶ.ϰϬϳ

Otheƌ aĐiǀiies that foƌŵ ŶaƌƌaioŶal ŵoifs aƌe the ďƌiŶgiŶg of the ǁateƌ fƌoŵ the ǁell, 
dƌessiŶg oƌ uŶdƌessiŶg the fatheƌ, siiŶg iŶ fƌoŶt of the ǁiŶdoǁ, aŶd ŵuĐkiŶg out the staďle. 
These eǀeŶts aƌe iŶteƌlaĐed ǁith the uŶiƋue aĐiǀiies ŵeŶioŶed aďoǀe, ďut the ƌepeated 
aĐiǀiies foƌŵ the tedious paƌt, ǁheƌe ͞ŶoiŶg happeŶs .͟  The eǆteŶded leŶgth of the shot 
iŶǀites the ǀieǁeƌ to sĐaŶ the fƌaŵe foƌ ŵiŶoƌ difeƌeŶĐes iŶ the seiŶg aŶd aĐĐeŶtuates the 
eǆpeĐtaioŶs foƌ a difeƌeŶĐe.
The uŶiƋue aĐiǀiies, like the aƌƌiǀal of the gǇpsies, possess the pƌoŵise of deliǀeƌiŶg a Ŷeǁ plot 
tuƌŶ aŶd ƌousiŶg the ǀieǁeƌ fƌoŵ the lethaƌgǇ Đaused ďǇ the ƌepeiioŶ of dailǇ ƌouiŶes. BĠla 
Taƌƌ states that he ǁaŶted to look at thiŶgs aŶd saǇ, this is also iŶfoƌŵaioŶ, aŶd if soŵeďodǇ 
is listeŶiŶg that is also iŶfoƌŵaioŶ.408 He deĐlaƌes that, iŶ his opiŶioŶ, eǀeƌǇthiŶg ĐaŶ foƌŵ 
a stoƌǇ. Hoǁeǀeƌ, if that s͛ so, theŶ does the aĐt sĐheŵe of The Turin Horse Ŷot difeƌ fƌoŵ 
staŶdaƌd stoƌǇ telliŶg stƌategies?

3. 6. Act scheme in The Turin Horse

Wheƌeas the diǀisioŶ of The Turin Horse iŶto siǆ daǇs ďǇ BĠla Taƌƌ is jusiied oŶ the Ŷaƌƌaiǀe 
leǀel ďeĐause ǁith eaĐh daǇ the dooŵ Đoŵes Đloseƌ to the loŶelǇ faƌŵstead, the fouƌ aĐt 
stƌuĐtuƌe Đasts a difeƌeŶt light oŶ the ilŵ s͛ ǀieǁiŶg pƌoĐess. 
The poiŶt of depaƌtuƌe heƌeiŶ is ǁhat has ďeeŶ eŵphasized ďǇ KƌisiŶ ThoŵpsoŶ, that eǀeƌǇ 
Ϯϱ – ϯϬ ŵiŶutes a sigŶiiĐaŶt eǀeŶt happeŶs iŶ a ilŵ. These aĐts, as she Ŷaŵes theŵ aŶd as aƌe 
ŵeŶioŶed aďoǀe, haǀe ƌoughlǇ the saŵe leŶgth aŶd stƌuĐtuƌe of the Ŷaƌƌaiǀe iŵe iŶto laƌgeƌ 
ďloĐks. The supposiioŶ is that paƌallel to the siǆ daǇ stƌuĐtuƌe the aĐt stƌuĐtuƌe also opeƌates 
in The Turin Horse, ďut ǁith a difeƌeŶt goal. Wheƌeas oǀeƌ the siǆ daǇs the Ŷaƌƌaiǀe ďeĐoŵes 
ŵoƌe aŶd ŵoƌe deŶse, ǁith eaĐh daǇ ďƌiŶgiŶg iŶ Ŷeǁ ďad Ŷeǁs, the fouƌ aĐt stƌuĐtuƌe ďƌiŶgs 
foƌth the disĐoǀeƌǇ that eǀeƌǇ thiƌtǇ ŵiŶutes a ŵajoƌ eǀeŶt oĐĐuƌs iŶ the ilŵ, ǁhiĐh pulls the 
ǀieǁeƌ out of the autoŵaisŵ of his tƌaŶĐe. ;The Đlaiŵ heƌeiŶ is that the ǁitŶessiŶg of the 
eǀeƌǇdaǇ ƌouiŶe ǁith alŵost the saŵe aĐiǀiies tƌaŶsfeƌs the ǀieǁeƌ iŶto a tƌaŶĐe-like state 
of ŵiŶdͿ. Thus, the fouƌ aĐt sĐheŵe seƌǀes ďeteƌ iŶ teƌŵs of sheddiŶg light oŶ the fuŶĐioŶal 
peƌspeĐiǀe of the ilŵ. 
As The Turin Horse lasts foƌ alŵost tǁo aŶd a half houƌs, it ĐoŶsists Ŷot oŶlǇ of a set-up, a 
ĐoŵpliĐaiŶg aĐioŶ, a deǀelopŵeŶt, a Đliŵaǆ aŶd aŶ epilogue, ďut also of a suppleŵeŶtaƌǇ 
seĐoŶd deǀelopŵeŶt paƌt. MeaŶiŶg, the set-up lasts foƌ ϯϬ ŵiŶutes, the ĐoŵpliĐaioŶ aĐioŶ foƌ 

406 David Bordwell Narration in the Fiction Film, Madison, 1985, p.276.
407 Robert Fischer (ed.) André Bazin  Robert Fischer (ed.) André Bazin Was ist Film?, Berlin, 2009, p. 377.
408 Virginie Sülavy Interview with Béla Tarr in Electric Sheep: a deviant View of Cinema, 4.06.2012, available 
at  http://www.electricsheepmagazine.co.uk/features/2012/06/04/the-turin-horse-interview-with-bela-tarr/ 
(Accessed 2.02.2014).
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ϰϬ, deǀelopŵeŶt I foƌ Ϯϴ, deǀelopŵeŶt II foƌ ϯϬ aŶd the Đliŵaǆ foƌ ϮϬ ŵiŶutes. It is Đoŵpleted 
ďǇ aŶ epilogue, ǁhiĐh, as usual, is kept ǀeƌǇ shoƌt - oŶlǇ ϰ ŵiŶutes. The Turin Horse theƌefoƌe 
seƌǀes as aŶ eǆaŵple foƌ KƌisiŶ ThoŵpsoŶ s͛ theoƌǇ that it isŶ͛t the Ŷuŵďeƌ of paƌts that is 
deĐisiǀe, ďut theiƌ leŶgth.
It is iŵpoƌtaŶt to stƌess that ŵost of the iŵe it is Ŷot the uŶiƋue eǀeŶts that dƌiǀe the stoƌǇ 
fuƌtheƌ; theǇ usuallǇ tuƌŶ out to ďe false tuƌŶiŶg poiŶts. Foƌ eǆaŵple, the ǀisit paid ďǇ the 
Ŷeighďouƌ at appƌoǆ. the ϲϮ ŵiŶute ŵaƌk, has Ŷo iŵpaĐt oŶ the stoƌǇ itself. It Đloses the 
ĐoŵpliĐaiŶg aĐioŶ. But, as it is ĐoŵŵoŶ iŶ sloǁ ĐiŶeŵa ilŵs, the tuƌŶiŶg poiŶt does Ŷot 
lead to aŶǇthiŶg. It Ŷeitheƌ seƌǀes to pull the Ŷaƌƌaiǀe fuƌtheƌ, Ŷoƌ holds soŵe seĐƌet to ďe 
disĐlosed lateƌ oŶ. Although the Ŷeighďouƌ s͛ speeĐh seeŵs to ďe Đhaƌged ǁith sigŶiiĐaŶĐe 
aŶd seeŵs to ďe opeŶ foƌ iŶteƌpƌetaioŶ, BĠla Taƌƌ stƌesses that ͞This is soŵeoŶe s͛ ŵoŶologue 
ǁho just Ŷeeds soŵe spiƌit, he s͛ just ĐoŵiŶg aŶd ǁaiiŶg foƌ his ďotle aŶd duƌiŶg all this iŵe 
he is talkiŶg talkiŶg talkiŶg talkiŶg, like soŵeoŶe iŶ the Ŷeǆt ďaƌ, Ǉou kŶoǁ, aŶd that s͛ siŵple; 
ŶothiŶg ŵoƌe.͟ 409 

Heƌe ǁe eŶĐouŶteƌ a Đlash ďetǁeeŶ the ǀieǁeƌ s͛ eǆpeĐtaioŶs aŶd the sĐeŶe s͛ aĐtual ŵeaŶiŶg. 
NaŵelǇ, the ǀieǁeƌ ǁith heƌ eǆpeƌieŶĐe iŶ ĐiŶeŵa eǆpeĐts that the Ŷeighďouƌ, ǁho is the 
iƌst ǀisitoƌ to the loŶelǇ hoŵestead duƌiŶg the ilŵ, ǁill ďƌiŶg soŵethiŶg ǁith hiŵ oƌ ǁill do 
soŵethiŶg that ǁill push the stoƌǇ foƌǁaƌd – this is the tƌadiioŶal fuŶĐioŶ of suĐh a iguƌe iŶ 
a ĐlassiĐ ilŵ. At iƌst it seeŵs to ďe so heƌe, ďeĐause he talks aďout the dooŵed ǁoƌld, ǁhiĐh, 
as ǁe ǁill lateƌ Đoŵe to uŶdeƌstaŶd, is the theŵe of the ilŵ. But, oǀeƌ the Đouƌse of the ǀisit 
his talk gets ŵoƌe aŶd ŵoƌe ĐoŶfused. This alloǁs us to agƌee ǁith BĠla Taƌƌ that this is just the 
ŵoŶologue of a dƌuŶkeŶ peƌsoŶ.410 It helps to deǀelop a paƌiĐulaƌ atŵospheƌe iŶ the ilŵ, ďut 
does Ŷot adǀaŶĐe the stoƌǇ iŶ ĐlassiĐal teƌŵs. 
AgaiŶ ǁe eŶĐouŶteƌ a tuƌŶiŶg poiŶt ǁith Ŷo fuƌtheƌ iŵpliĐaioŶ foƌ the plot - it siŵplǇ helps to 
stƌuĐtuƌe the ilŵ aŶd to aǁakeŶ the ǀieǁeƌ s͛ iŶteƌest.
The Ŷeǆt tuƌŶiŶg poiŶt is of siŵilaƌ Ŷatuƌe – the aƌƌiǀal of the gǇpsies at pƌeĐiselǇ ϯϬ ŵiŶutes ateƌ 
the pƌeǀious ͚ tuƌŶiŶg poiŶt .͛ Hoǁeǀeƌ, as is usual iŶ sloǁ ĐiŶeŵa, this iŶĐideŶt ǁhiĐh seeŵiŶglǇ 
pushes the stoƌǇ fuƌtheƌ, aĐtuallǇ leads to ŶothiŶg. Although the GǇpsies eǀeŶ thƌeateŶ to 
ƌetuƌŶ, this does Ŷot Đoŵe to pass. “iŵilaƌlǇ, although the daughteƌ ƌeĐeiǀes a ďook as a git 
fƌoŵ the old GǇpsǇ, it also has Ŷo efeĐt oŶ fuƌtheƌ deǀelopŵeŶts. IŶdeed, Taƌƌ ĐoŵŵeŶts that 
the ďook is a kiŶd of ͞ aŶi-Biďle ,͟ the teǆt ǁƌiteŶ ďǇ the ilŵ s͛ ǁƌiteƌ László KƌaszŶahoƌkai, ǁith 
ƌefeƌeŶĐes to FƌiedƌiĐh NietzsĐhe.411 AŶ eǆpeƌieŶĐed ilŵ audieŶĐe though, used to asĐƌiďiŶg 
iŶteƌpƌetaioŶ to all oŶsĐƌeeŶ eǀeŶts, ǁould ďe teŵpted to eǆplaiŶ the appeaƌaŶĐe of the ďook 
soŵehoǁ. But, as it Ǉields Ŷo ĐoŶseƋueŶĐes foƌ fuƌtheƌ plot deǀelopŵeŶt, the ďook is a false 

409 Paul Sbrizzi  Paul Sbrizzi A Conversation with Béla Tarr in Hammer to Nails, 3. November 2011, available at http://www.
hammertonail.com/interviews/a-conversation-with-bela-tarr-the-turin-horse/ (Accessed 04.01.2013).
410 Still, at Mubi there is a long discussion about the meaning of the neighbour´s speech, where they place it  Still, at Mubi there is a long discussion about the meaning of the neighbour´s speech, where they place it 
next to Samuel Beckett, see http://mubi.com/topics/the-turin-horse (Accessed 14.06.2013).
411 Wikipedia The Turin Horse available at http://en.wikipedia.org/wiki/The_Turin_Horse (Accessed 
29.11.2012).
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daŶgliŶg Đause.
The Ŷeǆt tuƌŶiŶg poiŶt, ǁhiĐh leads us iŶto the Đliŵaǆ, is theiƌ leaǀiŶg hoŵe aŶd ƌetuƌŶiŶg 
ďetǁeeŶ the ϭϭϬth ŵiŶute aŶd ϭϮϬth ŵiŶute ;this is a Đase of a leŶgthǇ tuƌŶiŶg poiŶtͿ, ďut 
also this uŶiƋue aĐiǀitǇ has Ŷo efeĐt. Theƌe is Ŷeitheƌ aŶ eǆplaŶaioŶ of ǁhat the fatheƌ is 
afƌaid of, Ŷoƌ of ǁhǇ theǇ ƌetuƌŶed. We ǁitŶess oŶlǇ the aĐiǀitǇ itself ǁhiĐh seƌǀes as a kiŶd of 
atƌaĐioŶ ďƌiŶgiŶg the ǀieǁeƌ out of his possiďle lethaƌgǇ iŶ the eǆpeĐtaioŶ that soŵethiŶg is 
goiŶg to happeŶ, ďut these hopes aƌe let uŶfulilled.
The Đliŵaǆ is foƌŵed ďǇ the eǀeŶts iŶ daǇ iǀe, as all the laŵps aŶd eǀeŶ the eŵďeƌs go out, so 
that the feeliŶg of iŵpeŶdiŶg dooŵ oŶlǇ stƌeŶgtheŶs. The ilŵ s͛ iŶal tuƌŶiŶg poiŶt is the siǆth 
daǇ, ǁheŶ, as ǁe leaƌŶ, the disasteƌ has ataĐked the people – also the daughteƌ ƌefuses to 
eat. It is Ƌuite Đleaƌ theŶ that eǀeƌǇ ϮϬ oƌ ϯϬ ŵiŶutes iŶ the ilŵ theƌe is aŶ eǀeŶt that ŵostlǇ 
fuŶĐioŶs as a false tuƌŶiŶg poiŶt, ďut also seƌǀes to ƌouse the audieŶĐe aŶd to shaƌpeŶ theiƌ 
alƌeadǇ aďseŶt ateŶioŶ to details, ǁhiĐh ďeĐoŵe ŵoƌe pƌoŵiŶeŶt foƌ the deǀelopŵeŶt of 
the stoƌǇ thaŶ the seeŵiŶglǇ ŵaiŶ eǀeŶts.
If ďoth possiďiliies foƌ aŶalǇsiŶg Ŷaƌƌaiǀe aƌe used togetheƌ – that of paƌaŵetƌiĐ ŶaƌƌaioŶ aŶd 
that of the fouƌ aĐt stƌuĐtuƌe – it helps to gaiŶ a suppleŵeŶtaƌǇ iŶsight iŶto the possiďiliies 
of plot stƌuĐtuƌiŶg. Both these sĐheŵes aƌe at ǁoƌk heƌe, aŶd ďoth haǀe theiƌ oǁŶ ŵeaŶs 
iŶ oƌdeƌ to suppoƌt the otheƌ stƌuĐtuƌe. As ǁe haǀe seeŶ, the tuƌŶiŶg poiŶts shaƌpeŶ the 
ateŶioŶ foƌ the ŵiŶoƌ ǀaƌiaioŶs iŶ the dailǇ ƌouiŶes, ǁhiĐh foƌŵ the gƌouŶdiŶg pƌiŶĐiple 
of paƌaŵetƌiĐ ŶaƌƌaioŶ. It also ŵeaŶs that the fouƌ aĐt stƌuĐtuƌe is Ŷot oŶlǇ ƌeseƌǀed foƌ 
ŵaiŶstƌeaŵ HollǇǁood ilŵs – it also opeƌates iŶ a paƌaŵetƌiĐ Ŷaƌƌaiǀe, ďut ǁith a difeƌeŶt 
goal. Its aiŵ is to ƌestaƌt the ǀieǁeƌ s͛ iŶteƌest iŶ the stoƌǇ. 

ϯ.ϳ. Liŵited Ŷuŵďeƌ of stǇlisiĐ ĐhoiĐes
The Turin Horse has a ǀeƌǇ ƌigoƌous foƌŵ, ĐoŶsisiŶg of ƌepeated aŶd uŶiƋue situaioŶs, staged 
usiŶg a liŵited ƌaŶge of stǇlisiĐ opioŶs. 
OŶ the leǀel of the stǇlisiĐs, the ŵaiŶ stǇlisiĐ tool ĐhoseŶ ďǇ BĠla Taƌƌ aŶd his teaŵ is a 
loŶg shot ǁith a ŵoǀiŶg Đaŵeƌa, ǁith tǁo sigŶiiĐaŶt tƌaits that aƌe ƌepeated duƌiŶg the ilŵ 
aŶd theƌefoƌe - togetheƌ ǁith the loŶg shot - ĐoŶsitute the iŶtƌiŶsiĐ Ŷoƌŵ of the paƌaŵetƌiĐ 
Ŷaƌƌaiǀe. Fiƌst of all, theƌe aƌe ŵoŵeŶts iŶ eǀeƌǇ episode ǁheŶ the Đaŵeƌa staǇs sill foƌ at 
least half a ŵiŶute, ĐoŶĐeŶtƌaiŶg oŶ the sĐeŶe. The seĐoŶd featuƌe is a ǁithdƌaǁal of the 
Đaŵeƌa fƌoŵ the sĐeŶe oƌ haƌsh tƌaĐkiŶg, so that the hors-Đhaŵp - pƌeǀiouslǇ uŶseeŶ paƌt of 
the spaĐe – ďeĐoŵes ǀisiďle. JaĐƋues AuŵoŶt deiŶes the of-sĐƌeeŶ spaĐe as folloǁs:
͞… the ĐolleĐioŶ of eleŵeŶts ;ĐhaƌaĐteƌs, seiŶgs, etĐ.Ϳ that, ǁhile Ŷot ďeiŶg iŶĐluded iŶ the 
iŵage itself, aƌe ŶoŶetheless ĐoŶŶeĐted to that ǀisiďle spaĐe iŶ aŶ iŵagiŶaƌǇ fashioŶ foƌ the 
speĐtatoƌ.͟  412

The zooŵiŶg out of the Đaŵeƌa, thus eŶlaƌgiŶg the ield of ǀisioŶ, oĐĐuƌs thƌee iŵes iŶ the 

412 Jacques Aumont, Alan Bergala, Michel Marie, Marc Vernet Aesthetics of Film, Austin, 2004, p.13.
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ilŵ. Most iŵpƌessiǀelǇ is iŶ shot ϭϭ, ǁheŶ the daughteƌ ǀeƌǇ eŶeƌgeiĐallǇ takes the ǁateƌ 
ďoǁl aŶd Đaƌƌies it hoƌizoŶtallǇ to the Đaŵeƌa aǆis ǁhile the Đaŵeƌa zooŵs out ǀeƌǇ ƋuiĐklǇ. IŶ 
oƌĐhestƌaiŶg suĐh aŶ uŶusual shot, BĠla Taƌƌ Đƌeates a teŶsioŶ ďetǁeeŶ the oŶ-sĐƌeeŶ aŶd of-
sĐƌeeŶ spaĐe. But ƌegaƌded fƌoŵ the poiŶt of ǀieǁ of paƌaŵetƌiĐ ŶaƌƌaioŶ, this eǆtƌeŵe Đaŵeƌa 
ǁithdƌaǁal is a ƌaƌe shot iŶ this ilŵ, ǁhiĐh seeŵs to suggest that iŶ eǀeƌǇ sloǁ ŶaƌƌaioŶ ilŵ 
theƌe aƌe episodes ǁheƌeiŶ the stǇlisiĐ ĐoŵposiioŶ leaǀes the tƌadiioŶal tƌajeĐtoƌies ďehiŶd 
foƌ soŵe kiŶd of a dĠĐoƌ, as Daǀid Boƌdǁell ǁould put it. IŶ GoodďǇe DragoŶ IŶŶ it ǁas the shot 
seƋueŶĐe ďetǁeeŶ the liŵpiŶg Đashieƌ aŶd the ǁuǆia-ighteƌ, iŶ Fallen – as ǁill ďe eǆplaiŶed 
- it is the eǆteŶded talk sĐeŶe ďetǁeeŶ Maiss aŶd Aleǆei. Thus, stǇlisiĐ eleŵeŶts as ͞a puƌe 
dĠĐoƌ͟ aƌe also possiďle iŶ ilŵs of paƌaŵetƌiĐ ŶaƌƌaioŶ.
The seĐoŶd ƌeŵaƌkaďle tƌait of Fƌed KeleŵeŶ s͛ Đaŵeƌaǁoƌk iŶ this ilŵ is the liŶgeƌiŶg of 
the Đaŵeƌa oŶ a sĐeŶe foƌ seǀeƌal seĐoŶds oƌ loŶgeƌ. These ŵoŵeŶts ƌepƌeseŶt stasis iŶ the 
otheƌǁise ǀeƌǇ lueŶt aŶd aďouŶdiŶg Đaŵeƌa ŵoǀeŵeŶts. 
Foƌ eǆaŵple, the Đaŵeƌa liŶgeƌs oŶ the sĐeŶe iŶ all the episodes ǁith potato-eaiŶg, ďut this 
also happeŶs iŶ otheƌ situaioŶs suĐh as iŶ the shots ǁith oŶe of the ĐhaƌaĐteƌs siiŶg at the 
ǁiŶdoǁ - oŶe of the ƌeĐuƌƌiŶg ŵoifs. We eŶĐouŶteƌ this situaioŶ eight iŵes iŶ the ilŵ, ďut 
eaĐh iŵe the stagiŶg of the ŵoif is difeƌeŶt. The iƌst iŵe the ŵoif Đoŵes up ǁe see the 
daughteƌ fƌoŵ ďehiŶd, siiŶg iŶ fƌoŶt of the ǁiŶdoǁ duƌiŶg the iƌst daǇ, ǁhile the potatoes 
aƌe ĐookiŶg. The seĐoŶd iŵe is duƌiŶg the saŵe daǇ, ďut ateƌ suppeƌ, aŶd this iŵe the fatheƌ 
has takeŶ heƌ plaĐe at the ǁiŶdoǁ. The Ŷeǆt iŵe is oŶ the eǀeŶiŶg of the seĐoŶd daǇ, aŶd it s͛ 
just a shoƌt ŵoŵeŶt ǁithiŶ a loŶgeƌ shot. Ateƌ the Đaŵeƌa has depiĐted the daughteƌ eaiŶg 
potatoes aŶd ateƌǁaƌds ĐleaŶiŶg up the taďle, theƌe is a ƌefƌaŵiŶg, so that the fatheƌ, ǁho sits 
at the ǁiŶdoǁ, is ďƌought iŶto the fƌaŵe, seeŶ iŶ pƌoile. TheŶ the Đaŵeƌa tƌaĐks to the let, 
sill keepiŶg the iguƌe of the fatheƌ iŶ the shot, aŶd disĐloses the daughteƌ as she puts ŵoƌe 
ǁood iŶto the stoǀe. The fatheƌ seeŵs to haǀe falleŶ asleep at the ǁiŶdoǁ. The Ŷeǆt ǀaƌiaioŶ 
of the ǁiŶdoǁ-ŵoif Đoŵes ateƌ theiƌ light. The shot staƌts outside the house, ateƌ seǀeƌal 
seĐoŶds the fatheƌ aŶd daughteƌ eŶteƌ the shot. Ateƌ theǇ haǀe uŶloaded the Đaƌƌiage, the 
daughteƌ goes iŶto the house aŶd sits doǁŶ iŶ fƌoŶt of the ǁiŶdoǁ, ǁhile the Đaŵeƌa staǇs 
outside. “loǁlǇ the Đaŵeƌa zooŵs iŶ oŶ heƌ aŶd staǇs foƌ seǀeƌal seĐoŶds. IŶ the shot ϯϯ ǁe 
eŶĐouŶteƌ the ŵoif oŶĐe agaiŶ. It staƌts ǁith a fuzzǇ iŵage, ďut, ǁheŶ the Đaŵeƌa tƌaĐks 
ďaĐk it ďeĐoŵes Đleaƌ that this ǁas a kiŶd of a suďjeĐiǀe ǀieǁ out of the ǁiŶdoǁ as seeŶ 
ǁith fatheƌ s͛ eǇes. The Đaŵeƌa pauses ďehiŶd the fatheƌ; ǁe see his ďaĐk so that it ďeĐoŵes 
Đleaƌ that he is sleepiŶg. TheŶ the Đaŵeƌa ĐoŶiŶues to pull out aŶd ǁe disĐoǀeƌ the daughteƌ 
seǁiŶg at the taďle. This plaŶ-sĠƋueŶĐe also iŶĐludes a depiĐioŶ of a potato-eaiŶg sĐeŶe, aŶd 
Đloses ǁith a ŵediuŵ loŶg shot shoǁiŶg the fatheƌ ƌetuƌŶiŶg to the seat ďǇ the ǁiŶdoǁ. The 
seǀeŶth ǀaƌiaioŶ of this ŵoif Đoŵes iŶ the Ŷeǆt shot ǁheŶ the daughteƌ tƌies to Đƌeate soŵe 
light. IŶ the shadoǁǇ shot the Đaŵeƌa ƌegisteƌs the fatheƌ siiŶg at the ǁiŶdoǁ.
Although the Fƌed KeleŵaŶ s͛ ŵoǀiŶg Đaŵeƌa is ǀeƌǇ agile, the ilŵŵakeƌ uses oŶlǇ a liŵited 
ƌaŶge of ĐhoiĐes aŶd ĐoŵpletelǇ foƌgoes the Đleaƌ-Đut ediiŶg ǁithiŶ oŶe episode.
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ϯ.ϴ. StǇle takes aŶ oǀeƌhaŶd
As alƌeadǇ ŵeŶioŶed, The Turin Horse is ilŵed oŶlǇ iŶ seƋueŶĐed loŶg shots, usiŶg a ǀeƌǇ 
ŵoďile Đaŵeƌa aĐƌoss the ǁhole ilŵ. This stǇlisiĐ ĐhoiĐe splits aǁaǇ fƌoŵ the plot aŶd it ĐaŶŶot 
ďe jusiied eitheƌ ďǇ soŵe ĐoŶĐept of ƌealisŵ, oƌ foƌ the ƌules of a geŶƌe oƌ ĐoŵposiioŶal 
deŵaŶds.413 This is theŶ a fuƌtheƌ aƌguŵeŶt that iŶ the Đase of this ilŵ, ǁe aƌe dealiŶg ǁith a 
paƌaŵetƌiĐ ŶaƌƌaioŶ aŶd Ŷot just ǁith the aƌt ĐiŶeŵa ŶaƌƌaioŶ.

3.9. The thinking image

Fƌed KeleŵeŶ, ĐiŶeŵatogƌapheƌ oŶ The Turin Horse, iŶ talkiŶg aďout the ilŵ, ŵeŶioŶs the 
ŶoioŶ of the thiŶkiŶg iŵage. ͞The huŵaŶ ďeiŶg is a ŵoǀiŶg ďeiŶg - phǇsiĐallǇ aŶd spiƌituallǇ 
- Ŷot a staioŶaƌǇ oŶe ,͟ he saǇs. Theƌefoƌe the Đaŵeƌa ŵoǀeŵeŶt ĐoƌƌespoŶds to the ŵoǀiŶg 
thought aŶd is a ŵoǀiŶg iŵage.414 This stateŵeŶt is ĐƌuĐial iŶ desĐƌiďiŶg the ĐiŶeŵatogƌaphǇ 
stǇle iŶ the ilŵ, ďeĐause the ŵoǀeŵeŶt of the Đaŵeƌa deŵoŶstƌates the ƌelaioŶ ďetǁeeŶ 
the stǇle aŶd plot ;oƌ syuzhet as Boƌdǁell Đalls itͿ. IŶ ĐlassiĐ HollǇǁood ilŵs the Đaŵeƌa aŶd 
the eŶiƌe ǀisual stǇle usuallǇ has to ďoǁ to plot deǀelopŵeŶts, so that all the stǇlisiĐ ĐhoiĐes 
eǆplaiŶ the stoƌǇ iŶ the Đleaƌest ǁaǇ possiďle. IŶ the Đase of paƌaŵetƌiĐ ŶaƌƌaioŶ, Boƌdǁell 
aĐkŶoǁledges that the stǇlisiĐ sǇsteŵ of the ilŵ Đƌeates aƌƌaŶgeŵeŶts, ǁheƌeiŶ the stǇle 
ďeĐoŵes at least eƋual iŶ iŵpoƌtaŶĐe to the plot.415 This thiŶkiŶg iŵage of BĠla Taƌƌ eǆeŵpliies 
situaioŶs ǁheƌe the Đaŵeƌa ŵoǀeŵeŶt is as iŵpoƌtaŶt as the plot oƌ eǀeŶ ŵoƌe so. The 
Đaŵeƌa iŶ The Turin Horse tƌaĐks to the ƌight aŶd to the let, zooŵs iŶ aŶd out – these all aƌe 
aĐioŶs that deŵoŶstƌate a ǀeƌǇ ĐoŶsĐious Đaŵeƌa, a ͞thiŶkiŶg iŵage ,͟ ǁhiĐh kŶoǁs ǁheƌe to 
look at a paƌiĐulaƌ ŵoŵeŶt. But it also shoǁs that this thiŶkiŶg Đaŵeƌa does Ŷot ďoǁ to the 
plot s͛ Ŷeeds, ďut ƌatheƌ eǆploƌes the ilŵiĐ spaĐe oŶ its oǁŶ. 

ϯ.ϭϬ. SeƌializaioŶ
What leads to the stateŵeŶt that The Turin Horse ƌepƌeseŶts a tƌulǇ stƌoŶg Đase of paƌaŵetƌiĐ 
ĐiŶeŵa is the faĐt that this liŵited ƌaŶge of stǇlisiĐ opioŶs aƌe ďeiŶg used to depiĐt oŶlǇ a 
liŵited ƌaŶge of aĐiǀiies, so that ǁheƌeas the paƌaŵetƌiĐ Ŷaƌƌaiǀe oĐĐuƌs oŶ the leǀel of 
stǇle, aŶ efeĐt of seƌializaioŶ takes plaĐe oŶ the leǀel of the depiĐted eǀeŶts. It is ŵoƌe pƌoof 
foƌ Boƌdǁell s͛ thesis that paƌaŵetƌiĐ ŶaƌƌaioŶ is oŶlǇ possiďle iŶ ǀeƌǇ siŵple stoƌies.416 As a 
ĐoŶseƋueŶĐe, the ilŵ has a ƌigid foƌŵ, aŶd ǁhat BĠla Taƌƌ ƌegaƌds as the peak of his aƌisiĐ 
aĐhieǀeŵeŶt. Taƌƌ ĐoŶfesses that ďefoƌe ilŵiŶg, he kŶeǁ that he ǁaŶted to do soŵethiŶg 
that ǁould ďe ͞esseŶial ĐiŶeŵa .͟ϰϭϳ He saǇs: ͞EaĐh ilŵ geŶeƌates aŶotheƌ, geiŶg Đloseƌ aŶd 

413 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 280.
414 Robert Koehler The Thinking Image:  Fred Kelemen on Béla Tarr and The Turin Horse in Cinema Scope, 
No. 46, March 2011, available at http://cinema-scope.com/cinema-scope-magazine/interview-the-thinking-
image-fred-kelemen-on-bela-tarr-and-the-turin-horse/ (Accessed 12.06.2014).
415 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 275.
416 Ibid., p. 289.
417 Trevor Johnston Interview Béla Tarr in Time Out London, available at http://www.timeout.com/london/
feature/2712/bela-tarr-interview (Accessed 12.03.2013).



111II. Case Studies - 3. Turin Horse

Đloseƌ to ŵǇ stǇle, Đloseƌ to puƌitǇ aŶd siŵpliĐitǇ. “o Ŷoǁ the stǇle is ƌeadǇ. The ǁoƌk is ƌeadǇ. 
It s͛ paĐked. It s͛ doŶe. AŶǇthiŶg else is just goiŶg to ďe ƌepeiioŶ.͟   It is a poǁeƌful jusiiĐaioŶ 
foƌ his deĐisioŶ that The Turin Horse is goiŶg to ďe his last ilŵ.

ϯ.ϭϭ. The uŶeǆĐepioŶal aŶd the fƌeƋueŶĐǇ of ŶaƌƌaioŶ
But Ŷoǁ let s͛ look at the aďoǀe-deǀeloped iŶteƌpƌetaioŶ of The Turin Horse as a Đase of 
stƌoŶg paƌaŵetƌiĐitǇ takiŶg iŶto aĐĐouŶt the issues of Ŷaƌƌaiǀe theoƌǇ that haǀe alƌeadǇ ďeeŶ 
disĐussed iŶ ƌegaƌds to the otheƌ Đase eǆaŵples. 
Fiƌst is the ƋuesioŶ of ĐhaŶge. As alƌeadǇ iŶtƌoduĐed, the appƌoaĐh of Wolf “Đhŵid is ǀeƌǇ 
useful foƌ this eŶdeaǀouƌ, as it ǁas he ǁho deǀeloped a Đatalogue of Đƌiteƌia ǁhiĐh a ĐhaŶge 
of state has to fulil iŶ oƌdeƌ to ďe laďelled as eǀeŶt. The tǁo ĐoŶdiioŶs aƌe faĐiĐitǇ ;the 
ĐhaŶge aĐtuallǇ takes plaĐe, it is Ŷeitheƌ iŵagiŶed Ŷoƌ desiƌedͿ aŶd ƌesultaiǀitǇ ;it ŵust 
ƌeaĐh ĐlosuƌeͿ.418 Fiǀe pƌopeƌies that haǀe to ďe pƌeseŶt to difeƌeŶt degƌees aƌe: ƌeleǀaŶĐe, 
uŶpƌediĐtaďilitǇ, peƌsisteŶĐe, iƌƌeǀeƌsiďilitǇ aŶd ŶoŶ-iteƌaiǀitǇ.419 EǀeŶ ŵoƌe, “Đhŵid ƌegaƌds 
the ŵost deĐisiǀe featuƌe of ĐhaŶge as the eǆĐepioŶalitǇ of the eǀeŶt takiŶg plaĐe – it ŵust 
disiŶguish fƌoŵ the eǀeƌǇdaǇ.420 

As ǁe saǁ iŶ The Turin Horse, all of the oŶsĐƌeeŶ eǀeŶts aƌe Ƌuite ĐoŵŵoŶplaĐe eǀeƌǇdaǇ 
ƌouiŶes, aŶd theiƌ ƌepeiioŶ oŶlǇ uŶdeƌliŶes theiƌ ŵuŶdaŶe ĐhaƌaĐteƌ ;aŶd those eǀeŶts that 
ĐaŶ ďe deeŵed soŵeǁhat eǆĐepioŶal iŶ the ĐoŶteǆt of the stoƌǇ, like the aƌƌiǀal of the GǇpsies, 
aƌe false tuƌŶiŶg poiŶtsͿ. These uŶeǆĐepioŶal eǀeŶts, suĐh as geiŶg ;uŶ-Ϳdƌessed oƌ siiŶg 
at the ǁiŶdoǁ, also possess a loǁ leǀel of tellaďilitǇ, thus ǁe ĐaŶ aƌƌiǀe at the ĐoŶĐlusioŶ that 
eǆĐepioŶalitǇ aŶd a high degƌee of tellaďilitǇ aƌe ĐoŶdiioŶs foƌ a high degƌee of ŶaƌƌaiǀitǇ. As 
ǁe eŶĐouŶteƌ Ŷeitheƌ iŶ The Turin Horse, ǁe ĐaŶŶot speak of high degƌee of ŶaƌƌaiǀitǇ.
AŶdƌás BáliŶt KoǀáĐs – the HuŶgaƌiaŶ ilŵ sĐholaƌ ǁho has ǁƌiteŶ the ŵost ĐoŵpƌeheŶsiǀe 
ďook oŶ BĠla Taƌƌ to date – atests to his ilŵs ͞the ďaŶalitǇ, oƌ the uŶeǆĐepioŶal, eǀeƌǇdaǇ 
ĐhaƌaĐteƌ, of the eǀeŶts.͟ 421 As deŵoŶstƌated aďoǀe, the eǀeŶts shoǁŶ oŶsĐƌeeŶ – the diŶiŶg, 
the uŶdƌessiŶg, the siiŶg at the ǁiŶdoǁ – aƌe those to ǁhiĐh this studǇ ǁould atest a loǁ 
leǀel of telliďilitǇ. 
As the elaďoƌate aŶalǇsis of the ƌepeiiǀe eleŵeŶts iŶ The Turin Horse deŵoŶstƌates, ǁe 
iŶd ƌepeiioŶ iŶ this ilŵ oŶ the stoƌǇ leǀel as ǁell as oŶ the leǀel of disĐouƌse. Fƌoŵ the 
staŶdpoiŶt of this ƌeseaƌĐh, the ŵost appƌopƌiate ĐoŶĐept of Ŷaƌƌaiǀe theoƌǇ that helps to 
gƌasp this pheŶoŵeŶoŶ is that of fƌeƋueŶĐǇ as deǀeloped ďǇ GĠƌaƌd GeŶete. He uses the teƌŵ 
͞Ŷaƌƌaiǀe fƌeƋueŶĐǇ͟ iŶ oƌdeƌ to desĐƌiďe the ƌelaioŶ of ƌepeiioŶ ďetǁeeŶ the Ŷaƌƌaiǀe aŶd 
the diegesis.422 He deiŶes folloǁiŶg tǇpes:

418 Wolf Schmid Narrativity and Eventfulness in Tom Kindt, Hans-Harald Müller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 24.
419 Ibid., p. 26-29.
420 Ibid., p. 24.
421 András Bálint Kovács The Cinema of Béla Tarr: the Circle closes, London, 2013, p. 100.
422 Gérard Genette Narrative Discourse, Oxford, 1980, p. 113.
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ϭ. NaƌƌaiŶg oŶĐe ǁhat happeŶed oŶĐe ;siŶgulaiǀe ŶaƌƌaiǀeͿ;
Ϯ. NaƌƌaiŶg Ŷ iŵes ǁhat happeŶed Ŷ iŵes;
ϯ. NaƌƌaiŶg Ŷ iŵes ǁhat happeŶed oŶĐe ;ƌepeaiŶg ŶaƌƌaiǀeͿ;
ϰ. NaƌƌaiŶg oŶe iŵe ǁhat happeŶed Ŷ iŵes ;iteƌaiǀe ŶaƌƌaiǀeͿ.423

Of iŶteƌest is tǇpe Ϯ, ǁhiĐh GeŶete disŵisses oŶ the gƌouŶds that, iŶ his opiŶioŶ, it is ďasiĐallǇ 
sill a siŶgulaiǀe Ŷaƌƌaiǀe ďeĐause it deŵoŶstƌates the saŵe ƌelaioŶ of fƌeƋueŶĐǇ ďetǁeeŶ 
Ŷaƌƌaiǀe aŶd stoƌǇ as tǇpe ϭ – ͞the ƌepeiioŶs of the Ŷaƌƌaiǀe siŵplǇ ĐoƌƌespoŶd ;..Ϳ to the 
ƌepeiioŶs of the stoƌǇ.͟ 424 Thus, he ĐoŶiŶuous, ͞the siŶgulaiǀe is deiŶed ;..Ϳ Ŷot ďǇ the 
Ŷuŵďeƌ of oĐĐuƌƌeŶĐes oŶ ďoth sides ďut ďǇ the eƋualitǇ of this Ŷuŵďeƌ.͟ 425

Hoǁeǀeƌ, this studǇ agƌees ǁith Maƌkus KuhŶ that this tǇpe of fƌeƋueŶĐǇ aĐƋuiƌes sigŶiiĐaŶĐe 
iŶ Đases ǁheƌe the authoƌ plaǇs ǁith siŵilaƌitǇ aŶd difeƌeŶĐe thus ĐƌeaiŶg ǀaƌiaioŶs iŶ a 
seƌies of suĐĐessiǀe ƌepƌeseŶtaioŶ of eǀeŶts. The ĐƌuĐial difeƌeŶĐe ďetǁeeŶ this tǇpe aŶd the 
iteƌaiǀe Ŷaƌƌaiǀe, as KuhŶ poiŶts out, is the faĐt that iŶ the Đase of iteƌaiǀitǇ the siŵilaƌitǇ 
ďetǁeeŶ difeƌeŶt eǀeŶts is stƌessed, ǁheƌeas iŶ Đase of tǇpe Ϯ the difeƌeŶĐes ďetǁeeŶ theŵ 
aƌe foƌegƌouŶded.426 

As eǆplaiŶed aďoǀe, the ƌepeated aĐioŶs iŶ The Turin Horse aƌe put iŶto a sĐeŶe usiŶg a 
difeƌeŶt stagiŶg eaĐh iŵe ;ǁhiĐh, hoǁeǀeƌ, ŵaǇ aĐtuallǇ go uŶŶoiĐed ďǇ the ǀieǁeƌͿ. Thus 
iŶ Đase of The Turin Horse ǁe eŶĐouŶteƌ the seĐoŶd tǇpe of fƌeƋueŶĐǇ. But this is aŶ oďjeĐiǀe 
stateŵeŶt aŶd oŶe that helps to gƌasp the Ŷaƌƌaiǀe stƌuĐtuƌe of the ilŵ. If seeŶ fƌoŵ the 
fuŶĐioŶalist peƌspeĐiǀe, ǁhat does it ŵeaŶ foƌ the ĐoŵpƌeheŶsioŶ of the ilŵ? 

ϯ.ϭϮ. Repeated ǀieǁiŶgs aŶd the ReleǀaŶĐe theoƌǇ 
KoǀáĐs eǆpƌesses the opiŶioŶ that the dƌaŵatuƌgiĐal keǇ that ŵakes sloǁ ŶaƌƌaioŶ aĐĐeptaďle 
is suspeŶse.ϰϮϳ It aƌises ǁheŶ the ŶaƌƌaioŶ suggests that soŵethiŶg iŵpoƌtaŶt is goiŶg to 
happeŶ, Ŷo ŵateƌ hoǁ sloǁlǇ the eǀeŶts take plaĐe oƌ hoǁ iŶsigŶiiĐaŶt these eǀeŶts aƌe.428 

KoǀáĐs ĐoŶiŶues that ǀisual eleŵeŶts ĐaŶ also aĐƋuiƌe suspeŶse, foƌ eǆaŵple, thƌough theiƌ 
aestheiĐ Ƌualiies.429

As deŵoŶstƌated aďoǀe, the ŶaƌƌaioŶ iŶ The Turin Horse ƌelies fullǇ oŶ false tuƌŶiŶg poiŶts 
aŶd also oŶ false daŶgliŶg Đauses, ǁhiĐh, at least duƌiŶg the iƌst ǀieǁiŶg of the ilŵ, ĐaŶ Đƌeate 
suspeŶse iŶ the ǀieǁeƌ.430 Although theǇ do Ŷot deǀelop the stoƌǇ fuƌtheƌ, theǇ sill possess a 
fuŶĐioŶ foƌ the audieŶĐe – aŶ aǁakeŶiŶg fƌoŵ the iŵŵeƌsioŶ iŶ the iŵage.431 

It is iŵpoƌtaŶt to stƌess oŶĐe agaiŶ, that oŶlǇ duƌiŶg the iƌst ǀieǁiŶg, ǁheŶ the audieŶĐe 

423 Gérard Genette  Gérard Genette Gérard Genette Narrative Discourse, Oxford, 1980, p. 114-116.
424 Ibid., p. 115. Ibid., p. 115.
425 Ibid., p. 115. Ibid., p. 115.
426 Markus Kuhn  Markus Kuhn Filmnarratologie. Ein erzähltheoretisches Analysemodell, Berlin, 2011, p. 229.
427 András Bálint Kovács The Cinema of Béla Tarr: the Circle closes, London, 2013, p. 115.
428 Ibid., p. 115.
429 Ibid., p. 116-117.
430 The issue of suspense in slow cinema will be further pursued in the chapter 5.7.
431 The issue of immersion will be approached in more detail in the chapter 5.7.
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is Ŷot faŵiliaƌ ǁith this Ŷaƌƌaiǀe stƌategǇ of Taƌƌ, this ĐaŶ ďe of iŶteƌest foƌ the ǀieǁeƌ. OŶe 
ĐaŶ stƌoŶglǇ suspeĐt that ŵost of the audieŶĐe, ateƌ haǀiŶg uŶdeƌstood this featuƌe of Taƌƌ´s 
Ŷaƌƌaiǀe stǇle – that the supposed tuƌŶiŶg poiŶts lead to ŶothiŶg - ǁill ĐoŶĐeŶtƌate theiƌ 
ateŶioŶ fullǇ oŶ the ǀisual leǀel of the ilŵ. DuƌiŶg the iƌst ǀieǁiŶg ǁe ĐoŶĐeŶtƌate oŶ the 
ƌepeiioŶ as suĐh aŶd the uŶifǇiŶg featuƌes ďetǁeeŶ the ƌepeiioŶs. OŶlǇ duƌiŶg suďseƋueŶt 
ǀieǁiŶgs, ǁheŶ ǁe kŶoǁ that the ŵost iŶteƌesiŶg aspeĐts of the ilŵ aƌe the ǀaƌiaioŶs iŶ the 
stagiŶg of the ƌepeated eǀeŶts, does this tǇpe Ϯ of fƌeƋueŶĐǇ ;as desĐƌiďed ďǇ GeŶeteͿ aĐƋuiƌe 
ŵeaŶiŶg foƌ the ǀieǁeƌ. IŶ the Đase of The Turin Horse ǁe haǀe to highlight the difeƌeŶĐes 
ďetǁeeŶ the iƌst aŶd the suďseƋueŶt ;ƌepeatedͿ ǀieǁiŶgs of the saŵe ilŵ – foƌ eaĐh the 
ǀieǁeƌ ĐaŶ haǀe aŶotheƌ foĐal iŶteƌest. Thus, ǁe ƌetuƌŶ to the posiioŶ of “peƌďeƌ & WilsoŶ 
ǁith ǁhiĐh this studǇ set out to seaƌĐh foƌ paƌaŵetƌiĐitǇ iŶ sloǁ ĐiŶeŵa at the ďegiŶŶiŶg of 
this Đhapteƌ. That ͞Just as the failuƌe to pƌoǀide ƌeleǀaŶt iŶfoƌŵaioŶ at oŶe leǀel ŵaǇ ďe used 
as aŶ osteŶsiǀe siŵulus at aŶotheƌ, so the pƌoduĐioŶ of aŶ uteƌaŶĐe ǁhiĐh is appaƌeŶtlǇ 
uŶiŶteƌpƌetaďle at oŶe leǀel ŵaǇ ďe used as aŶ osteŶsiǀe siŵulus at aŶotheƌ oŶe.͟ 432

We haǀe theƌefoƌe goŶe a full ĐiƌĐle – the ideŶiiĐaioŶ of paƌaŵetƌiĐitǇ iŶ The Turin Horse 

deŵoŶstƌates that a ilŵ ǁhiĐh, due to its sĐaŶtǇ stoƌǇ, ĐaŶ ďe asĐƌiďed to ďeiŶg ͞l´aƌt pouƌ 
l´aƌt ,͟ aŶd sill possess ƌeleǀaŶĐe foƌ the ǀieǁeƌ. OŶlǇ duƌiŶg ƌepeated ǀieǁiŶgs ĐaŶ ǁe fullǇ 
appƌeĐiate this ilŵ, ďeĐause oŶlǇ theŶ ǁe paǇ the appƌopƌiate ateŶioŶ to its stǇlisiĐs aŶd do 
ǁhat Boƌdǁell ƌegaƌds as the ŵost deĐisiǀe task of the ǀieǁeƌ iŶ ǁatĐhiŶg a ilŵ that ďeloŶgs 
to the paƌaŵetƌiĐ ŵode of ŶaƌƌaioŶ - ŶaŵelǇ, the seaƌĐh foƌ ǀaƌiaioŶs. The opiŶioŶ that 
Boƌdǁell eǆpƌessed ƌegaƌdiŶg Pickpocket ;diƌ. ‘oďeƌt BƌessoŶ, ϭϵϱϵͿ also has its pƌoof iŶ The 

Turin Horse: it pƌefeƌs oƌdeƌ oǀeƌ ŵeaŶiŶg.433 AŶd this is pƌeĐiselǇ ǁhat ďuilds up the fuŶĐioŶ 
of paƌaŵetƌiĐ ŶaƌƌaioŶ foƌ the audieŶĐe – that stǇle aƌises iŶ puƌsuit of ƌeleǀaŶĐe.

432 Deidre Wilson, Dan Sperber Relevance theory in Laurence R. Horn &  Gregory Ward (eds.) Handbook 
of Pragmatics, Oxford, 2004, pp. 607 – 632, available at  htp://ǁǁǁ.daŶ.speƌďeƌ.fƌ/?p=ϵϯ (Accessed 
14.07.2013). 
433 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 306.



114II. Case Studies - 4. Fallen

4. Fallen (dir. Fred Kelemen, Germany, Latvia, 2005) 434

The Đhapteƌ aďout the ilŵ Fallen is iŶteŶded as a ĐoŵpleŵeŶted aŶalǇsis to the ilŵ The Turin 

Horse, ďeĐause ďoth ilŵs eǆeŵplifǇ tǁo difeƌeŶt appƌoaĐhes to paƌaŵetƌiĐ ĐiŶeŵa. BĠla Taƌƌ´s 
ilŵ, ǁith its ƌigid foƌŵ, deŵoŶstƌates paƌaŵetƌiĐitǇ of the stƌoŶg oƌdeƌ. IŶ Fƌed KeleŵeŶ s͛ ilŵ, 
the iŵpƌessiǀe stagiŶg stƌategǇ eǆists ĐoŶĐuƌƌeŶtlǇ ǁith a plot ǁhose stƌuĐtuƌes aƌe deƌiǀed 
fƌoŵ ĐlassiĐ deteĐiǀe ilŵs. As eǆpƌessed aďoǀe, this difeƌeŶiaioŶ ĐaŶ ďe ŵade ďǇ takiŶg iŶto 
aĐĐouŶt the degƌee of ŶaƌƌaiǀitǇ iŶ ďoth ilŵs. 

FolloǁiŶg is aŶ iŶ-depth desĐƌipioŶ of Fallen, ǁith paƌiĐulaƌ ateŶioŶ oŶ the stagiŶg stƌategies 
that ĐoŶtƌiďute to the paƌaŵetƌiĐ ŵode of this ilŵ. The desĐƌipioŶ ǁill ďe folloǁed ďǇ aŶ 
eǆplaŶaioŶ of the aĐt stƌuĐtuƌe aŶd aŶ eŶsuiŶg assessŵeŶt of the ilŵ s͛ tellaďilitǇ takiŶg iŶto 
aĐĐouŶt the ĐoŶĐept of ĐhaŶge. The suŵŵaƌǇ ǁill ƌetuƌŶ to the ƋuesioŶ of paƌaŵetƌiĐitǇ iŶ 
Fallen aŶd ateŵpt to ĐoŶŶeĐt the stǇle of the ilŵ to its fuŶĐioŶ.

ϰ.ϭ. DesĐripioŶ of the ilŵ’s struĐture
Setup (Minutes 1 - 18)

The ilŵ, shot iŶ ďlaĐk aŶd ǁhite, staƌts ǁith a paŶoƌaŵiĐ ǀieǁ of a ƌiǀeƌ ǁith a ďƌidge iŶ the 
ďaĐkgƌouŶd. We heaƌ fƌogs aŶd otheƌ souŶds of Ŷatuƌe. The iŶtƌoduĐtoƌǇ itles appeaƌ. As theǇ 
Đoŵe to aŶ eŶd ;ateƌ soŵe ϯ ŵiŶ.Ϳ, a Đut to the Ŷeǆt shot of a staiƌĐase at Ŷight. A ŵaŶ appeaƌs 
aŶd staƌts to asĐeŶd. The Đaŵeƌa folloǁs hiŵ fƌoŵ ďehiŶd. FiŶallǇ, he s͛ oŶ the ďƌidge. He 
ĐoŶiŶuous to ǁalk uŶil he sees a ǁoŵaŶ staŶdiŶg ďehiŶd a paƌapet. He hesitates, the ǁoŵaŶ 
tuƌŶs heƌ faĐe toǁaƌds hiŵ, ďut he ĐoŶiŶuous to ǁalk. Ateƌ ϰϱ seĐoŶds he heaƌs soŵethiŶg 
falliŶg iŶto the ƌiǀeƌ - a ǁoŵaŶ s͛ ǀoiĐe Đƌies foƌ help. He tuƌŶs aŶd ƌuŶs ďaĐk to the plaĐe ǁheƌe 
the ǁoŵaŶ ǁas staŶdiŶg, ǁith the Đaŵeƌa ďehiŶd hiŵ. He looks oǀeƌ the paƌapet; Ŷo oŶe is 
theƌe. The shot lasts foƌ thƌee ŵiŶutes. 
The Ŷeǆt shot is a Đlose-up of the ŵaŶ, seeŶ fƌoŵ ďehiŶd, ǁhile he looks oǀeƌ the paƌapet. 
TheŶ he goes to the otheƌ side of the ďƌidge, aŶd iŶ doiŶg so ŵoǀes aǁaǇ fƌoŵ the Đaŵeƌa. 
TheŶ he tuƌŶs ďaĐk aŶd lights a Đigaƌete. Ateƌ a ŵoŵeŶt, he ĐoŶiŶuous to ŵoǀe iŶ the saŵe 
diƌeĐioŶ as ďefoƌe. TheŶ he desĐeŶds the staiƌs, ǁheƌeas the Đaŵeƌa staǇs oŶ the ďƌidge aŶd 
esĐoƌts hiŵ uŶil he disappeaƌs iŶto the daƌkŶess.
Cut to the Ŷeǆt shot of aŶ illuŵiŶated telephoŶe ďoǆ iŶ the faƌ ƌight. The lead ĐhaƌaĐteƌ Đoŵes 
fƌoŵ the let aŶd goes to the telephoŶe ďoǆ. The Đaŵeƌa staǇs put. He ŵakes a phoŶe Đall, ďut 
ǁe doŶ͛t kŶoǁ ǁhoŵ he s͛ ĐalliŶg. This takes soŵe iŵe. Ateƌ the phoŶe Đall he Đoŵes ďaĐk 
aŶd passes oŶ the let of the Đaŵeƌa. The Đaŵeƌa liŶgeƌs oŶ the sĐeŶe. Cut.
The ŵaŶ staŶds oŶ the ďƌidge ǁith his ďaĐk to the Đaŵeƌa aŶd sŵokes. Caŵeƌa paŶs to the 

434 ���������������� � ������� ���� ������� ����� ���4� �� �� ������� ���� ����� ���� ���� ������ ��� ��� ���������������� �������� ���� ������� ����� ���4� �� �� ������� ���� ����� ���� ���� ������ ��� ��� 
���� ���� ����� ���y ������ ��� 2��� ������y. �� ��� ���� ������ ���� ����� ��� ���0�, ��� ��� ��y��, ���� ���� 
����� ��� ������ �������v� �� �������������� �� ��� ��� ����. T�� ��� Fallen ��� ���� ������ ��� ���y �� L��v��. 
I�����������y, ������� ��� ���� � ��������������� �� ��� ���� ��� ���� �f Bé�� T���: The Man from London �A 
Londoni Féri, Hungary, ������, S����, ������y, 2007� ��� The Turin Horse �A Torinói Ló, ������y, USA, 
������, S����, ������y, 200��. 
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let, the ŵaŶ Đoŵes to the staiƌs, he sŵokes aŶd ǁaits foƌ soŵethiŶg. TheŶ he sits doǁŶ, aŶd 
ateƌ seǀeƌal seĐoŶds ǁe see Đaƌs aƌƌiǀiŶg oŶ the stƌeet ďeŶeath the ďƌidge. IŶ the daƌk aŶd 
fƌoŵ a distaŶĐe, oŶlǇ the iƌe tƌuĐk is ƌeĐogŶizaďle. The ŵaŶ sŵokes aŶd looks at the ǀehiĐles. 
“eǀeƌal ŵeŶ step out aŶd Đoŵe up the staiƌs. OŶe of the ŵeŶ asks the lead ĐhaƌaĐteƌ ǁhetheƌ 
he Đalled theŵ. He Ŷods. The shot eŶds ǁith ďoth of theŵ desĐeŶdiŶg the staiƌs aŶd geiŶg iŶ 
the Đaƌ. The Đaŵeƌa ĐoŶiŶues to ƌuŶ foƌ seǀeƌal seĐoŶds.
The Ŷeǆt shot is set iŶ the Đaƌ, ǁheƌe the poliĐe iŶspeĐtoƌ ;as ǁe Đoŵe to uŶdeƌstaŶdͿ deliǀeƌs 
a ŵoŶologue to the lead ĐhaƌaĐteƌ aďout his diiĐult ǁoƌk, aŶd aďout difeƌeŶt ǁaǇs of 
ĐoŵŵiiŶg suiĐide. Ouƌ leadiŶg ŵaŶ does Ŷot ƌespoŶd; he seeŵs disiŶteƌested. Ateƌ the 
ŵoŶologue, ǁhiĐh lasts foƌ thƌee aŶd a half ŵiŶutes, the iŶspeĐtoƌ asks the ŵaŶ to speĐifǇ 
ǁhat he saǁ. He ƌespoŶds that he didŶ͛t aĐtuallǇ see aŶǇthiŶg; he just heaƌd a Ŷoise aŶd a 
ĐƌǇ foƌ help. TheŶ the iŶspeĐtoƌ asks foƌ the ŵaŶ s͛ Ŷaŵe aŶd heƌe ǁe disĐoǀeƌ that ouƌ lead 
ĐhaƌaĐteƌ is Ŷaŵed Maiss )elĐs, ďoƌŶ oŶ Ϭϰ.Ϭϯ.ϭϵϳϭ. As the iŶspeĐtoƌ sees the diǀeƌs ĐoŵiŶg, 
he iŶǀites Maiss to step out of the Đaƌ. Cut. The duƌaioŶ of this episode is iǀe aŶd a half 
ŵiŶutes, aŶd its ilŵed as a staiĐ ŵediuŵ shot. Theƌe is a ĐoŶiŶuitǇ eƌƌoƌ iŶ this episode  – 
although the sĐeŶe takes plaĐe at Ŷight, it is ďƌight daǇlight outside the Đaƌ. 
IŶ the Ŷeǆt shot ďoth Maiss aŶd the iŶspeĐtoƌ get out of the Đaƌ aŶd ŵeet the diǀeƌs ǁho saǇ 
that theǇ did Ŷot iŶd aŶǇthiŶg. The poliĐe Đaƌs aŶd the iƌe tƌuĐk leaǀes, Maiss ǁalks aǁaǇ 
fƌoŵ the Đaŵeƌa, folloǁiŶg the ƌoad. Foƌ alŵost a ŵiŶute the Đaŵeƌa ilŵs hiŵ leaǀiŶg. 
 

CoŵpliĐaiŶg aĐioŶ ;ŵiŶutes 1ϴ – ϰ1Ϳ
The Đaŵeƌa foĐuses oŶ a ďƌight light, theŶ ilts doǁŶ, aŶd ǁe see Maiss iƌedlǇ staŶdiŶg iŶ 
fƌoŶt of a shelf of aƌĐhiǀes. A ǁoŵaŶ s͛ ǀoiĐe uƌges hiŵ to Đoŵe out as she is goiŶg to loĐk up. 
He puts soŵe doĐuŵeŶts iŶto a ďoǆ, plaĐes it oŶ the shelf aŶd ǁalks thƌough the daƌkeŶed 
ƌooŵ. The Đaŵeƌa folloǁs hiŵ. IŶ the Ŷeǆt sĐeŶe he speaks ǁith a Đolleague aŶd asks ǁheƌe 
the iles foƌ the ĐeŶtƌe foƌ skiŶ aŶd seǆuallǇ tƌaŶsŵited diseases aƌe. OŶe ŵight thiŶk that this 
is iŵpoƌtaŶt iŶfoƌŵaioŶ, ďut this is the iƌst aŶd the last iŵe the ĐeŶtƌe is ŵeŶioŶed iŶ the 
ilŵ.
As the shot ĐoŶiŶues, Maiss ǁalks to the shelǀes aŶd puts soŵe doĐuŵeŶts iŶ a ďoǆ. TheŶ 
he ƌetuƌŶs to the Đolleague aŶd sigŶs. Ateƌ that the Đaŵeƌa folloǁs Maiss as he leaǀes that 
ƌooŵ aŶd goes iŶto the Đoƌƌidoƌ. TheŶ the Đaŵeƌa staǇs put, ǁheƌeas Maiss ŵoǀes aǁaǇ fƌoŵ 
it aŶd leaǀes oŶ the faƌ let. The Đaŵeƌa liŶgeƌs oŶ the eŵptǇ Đoƌƌidoƌ foƌ feǁ seĐoŶds. IŶ the 
Ŷeǆt sĐeŶe Maiss eŶteƌs his oiĐe - a phoŶe is ƌiŶgiŶg. He disĐoŶŶeĐts it, the Đaŵeƌa zooŵs 
out sloǁlǇ aŶd ǁe see a ĐloĐk shoǁiŶg iǀe o Đ͛loĐk. Maiss takes his Đoat, sǁitĐhes of the light 
aŶd leaǀes. As ďefoƌe, the Đaŵeƌa liŶgeƌs oŶ the eŵptǇ shot foƌ seǀeƌal seĐoŶds. Cut to the 
Ŷeǆt shot ǁheƌe Maiss Đoŵes up oŶto the saŵe ďƌidge as iŶ the opeŶiŶg seƋueŶĐe. He sloǁlǇ 
appƌoaĐhes the plaĐe ǁheƌe the ǁoŵaŶ ǁas staŶdiŶg. TheŶ he goes to the ŵiddle of the 
ďƌidge, lights a Đigaƌete, ŵoǀes to the otheƌ side of the ďƌidge aŶd looks doǁŶ at the ĐhildƌeŶ 
sǁiŵŵiŶg ďǇ the shoƌe. Fƌoŵ a distaŶĐe ǁe heaƌ ďits of theiƌ dialogues. Foƌ ŵoƌe thaŶ a 
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ŵiŶute Maiss ;aŶd the Đaŵeƌa oǀeƌ his shouldeƌͿ ǁatĐhes the ĐhildƌeŶ sǁiŵŵiŶg. 
Cut to the Ŷeǆt sĐeŶe - a loŶelǇ stƌeet at Ŷight. Ateƌ seǀeƌal seĐoŶds Maiss steps out of the 
daƌk aŶd appƌoaĐhes the Đaŵeƌa. TheŶ the Đaŵeƌa ŵoǀes ǁith hiŵ to the eŶtƌaŶĐe of a ďaƌ; 
loud ŵusiĐ souŶds fƌoŵ a distaŶĐe. Ateƌ soŵe hesitaioŶ, Maiss eŶteƌs. IŶ the Ŷeǆt shot the 
Đaŵeƌa folloǁs Maiss as he Đoŵes iŶ aŶd goes to the ĐouŶteƌ. He oƌdeƌs ǀodka aŶd asks the 
ǁaiteƌ ǁhetheƌ theƌe ǁas a ďloŶd ǁoŵaŶ iŶ a light Đoat heƌe ǇesteƌdaǇ. He Đlaiŵs that she is 
his giƌlfƌieŶd, aŶd that she did Ŷot Đoŵe hoŵe the daǇ ďefoƌe aŶd that he doesŶ͛t kŶoǁ ǁheƌe 
she is. The ǁaiteƌ ĐoŶiƌŵs that she ǁas heƌe, dƌaŶk a lot, aŶd ǁƌote soŵe leteƌs. He also giǀes 
Maiss a haŶdďag that she had let ďehiŶd. The ǁaiteƌ lists the thiŶgs iŶ the ďag, aŶd heƌe ǁe 
leaƌŶ that theƌe is ƌeĐeipt fƌoŵ a photo laď that ǁill seƌǀe as a daŶgliŶg Đause foƌ fuƌtheƌ stoƌǇ 
deǀelopŵeŶt. Maiss asks ǁhat happeŶed to the leteƌs, the ǁaiteƌ aŶsǁeƌs that she thƌeǁ 
theŵ aǁaǇ, ďut theǇ aƌe sill iŶ the gaƌďage ďiŶ, so Maiss ishes theŵ out. As he does so, the 
Đaŵeƌa ƌefƌaŵes, leaǀiŶg the ǁaiteƌ out of the fƌaŵe aŶd foĐuses oŶ Maiss aŶd the leteƌs. 
Maiss goes to a ĐoƌŶeƌ taďle, sits doǁŶ aŶd sŵoothes out the ĐƌiŶkled leteƌs. He takes out his 
ƌeadiŶg glasses. The Đaŵeƌa ƌefƌaŵes oŶĐe ŵoƌe; Maiss ƌeads the leteƌs ďehiŶd a deĐoƌaiǀe 
paƌiioŶ. Of-sĐƌeeŶ ǁe heaƌ the ǁaiteƌ saǇ that theǇ aƌe ĐlosiŶg. Maiss gatheƌs his thiŶgs aŶd 
leaǀes. The ǁhole episode is a siŶgle shot, aŶd oŶe of the ĐhaƌaĐteƌisiĐs of KeleŵeŶ s͛ stǇle is 
that he oteŶ ǁoƌks ǁith plaŶ-sĠƋueŶĐes. 
Cut to Maiss͛ lat. He Đoŵes iŶ, sǁitĐhes oŶ the light. He takes the leteƌs aŶd the haŶdďag aŶd 
sits doǁŶ. He looks thƌough the ĐoŶteŶts of the puƌse ;Đaŵeƌa ƌefƌaŵes to a Đlose-upͿ. Theƌe is 
peƌfuŵe, a ĐhoĐolate ďaƌ, soŵe ĐoŶdoŵs, lipsiĐk, a peŶ aŶd aŶ eŵptǇ eŶǀelope. The last thiŶg 
he takes out is the ƌeĐeipt fƌoŵ the photo laď. Maiss ƌeads the leteƌs out loud. As it gƌaduallǇ 
ďeĐoŵes Đleaƌ, this is a loǀe leteƌ to the ǁoŵaŶ s͛ loǀeƌ Aleǆei. A ďƌief suŵŵaƌǇ of the ĐoŶteŶt 
is as folloǁs: foƌ theiƌ loǀe she let heƌ pƌeǀious life, ďut Ŷoǁ ƌegƌets heƌ deĐisioŶ. Theƌe is Ŷo 
eǆĐuse foƌ heƌ deeds. “he feels guiltǇ all the iŵe aŶd does Ŷot ǁaŶt to liǀe like this aŶǇŵoƌe. 
“he ďids heƌ faƌeǁells. Maiss looks at the ƌeĐeipt aŶd ƌeads the Ŷaŵe - AliŶa. Maiss staŶds 
up, goes to a daǀeŶpoƌt, sits doǁŶ aŶd looks at the ƌeĐeipt foƌ a loŶg iŵe. TheŶ he puts it iŶto 
his poĐket aŶd ƌeŵaiŶs lost iŶ thought, theŶ falls asleep. All this is ilŵed iŶ a siŶgle take that 
lasts foƌ eight ŵiŶutes. 

DevelopŵeŶt ;ŵiŶutes ϰ1 – ϱϵͿ
Cut to the Ŷeǆt shot ǁheƌe ǁe see Maiss siiŶg iŶ aŶ aƌŵĐhaiƌ. TheŶ he gets up aŶd goes to a 
ǁall Đoǀeƌed ǁith photos ;Maiss is at the photo laďͿ. At the ĐouŶteƌ he ƌeĐeiǀes a paĐket aŶd 
leaǀes. These aĐiǀiies aƌe ilŵed iŶ oŶe take.
The Ŷeǆt shot depiĐts Maiss͛ ǁoƌkplaĐe - the aƌĐhiǀes. DuƌiŶg a phoŶe Đall he eǆaŵiŶes the 
slides. “taƌiŶg ǁith a ǀeƌǇ loŶg shot, the Đaŵeƌa sloǁlǇ zooŵs iŶ. As ďeĐoŵes Đleaƌ fƌoŵ 
aŶotheƌ Đall, Maiss has to go to a ŵeeiŶg. Cut to the Ŷeǆt shot.
Heƌe ǁe see a pƌojeĐted photo of AliŶa ǁith heƌ faŵilǇ – a soŶ aŶd husďaŶd. This is folloǁed 
ďǇ otheƌ slides of theŵ lookiŶg happǇ at a paƌtǇ. TheŶ Đoŵes a photo depiĐiŶg AliŶa, heƌ 
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husďaŶd, aŶd a stƌaŶgeƌ ǁhoŵ AliŶa is lookiŶg at. IŶ the Ŷeǆt photo theǇ ĐliŶk glasses ǁhile 
heƌ husďaŶd looks at heƌ. The Ŷeǆt slide is a siŶgle shot of the stƌaŶgeƌ, ǁho looks iŶto the 
Đaŵeƌa. It is folloǁed ďǇ a photo of AliŶa. TheŶ a slide of AliŶa aŶd the stƌaŶgeƌ. It seeŵs theǇ 
aƌe a Đouple. TheŶ the photos aƌe ďeiŶg ƌepeated fƌoŵ the ďegiŶŶiŶg. The Đaŵeƌa zooŵs out - 
Maiss sŵokes aŶd ǁatĐhes the slides. He sǁitĐhes of the pƌojeĐtoƌ, goes to the taďle aŶd puts 
AliŶa s͛ thiŶgs ďaĐk iŶto the puƌse. As he takes the eŶǀelope, he hesitates a ďit. He sǁitĐhes of 
the laŵp aŶd leaǀes the lat. All this has ďeeŶ ilŵed iŶ a siŶgle shot lasiŶg siǆ ŵiŶutes.
OŶ the stƌeet, Maiss appƌoaĐhes fƌoŵ afaƌ. He Đoŵes aƌouŶd a ĐoƌŶeƌ iŶto a Ǉaƌd. Cut to the 
Đoƌƌidoƌ. Maiss Đoŵes iŶ, looks aƌouŶd aŶd asĐeŶds the staiƌs. IŶ the Ŷeǆt shot ǁe see Maiss 
as he goes to a dooƌ aŶd ƌiŶgs the ďell, theŶ kŶoĐks tǁiĐe oŶ the dooƌ. A ŵaŶ s͛ ǀoiĐe aŶsǁeƌs 
aŶd opeŶs the dooƌ. Maiss haŶds hiŵ AliŶa s͛ puƌse, ďut Aleǆei saǇs that he does Ŷot ƌeĐogŶize 
it. Maiss iŶsists that theƌe ǁas aŶ eŶǀelope ǁith Aleǆei s͛ Ŷaŵe aŶd addƌess oŶ it. “o Aleǆei 
asks hiŵ ǁheƌe he got the haŶdďag. Maiss lies that he fouŶd it oŶ the stƌeet. Maiss ǁaŶts to 
kŶoǁ to ǁhoŵ the puƌse ďeloŶgs to aŶd if she liǀes at this addƌess, ďut Aleǆei ŵisuŶdeƌstaŶds 
hiŵ. He thiŶks that Maiss ǁaŶts soŵe ŵoŶeǇ. Aleǆei ĐoŶiƌŵs that the ǁoŵaŶ liǀes heƌe, aŶd 
that he ǁill giǀe heƌ the puƌse ǁheŶ she ƌetuƌŶs iŶ a daǇ oƌ tǁo. Aleǆei puts ŵoŶeǇ iŶ Maiss͛ 
haŶd aŶd pushes hiŵ aǁaǇ fƌoŵ the dooƌ. The Đaŵeƌa zooŵs iŶ oŶ Maiss, theŶ aĐĐoŵpaŶies 
hiŵ desĐeŶdiŶg the staiƌĐase. The shot lasts foƌ tǁo ŵiŶutes. It is ǀeƌǇ uŶusual to ilŵ dialogue 
ǁithout ediiŶg - KeleŵeŶ s͛ sigŶatuƌe is the use of a plaŶ-sĠƋueŶĐe, aŶd Ŷot the tƌadiioŶal 
ďƌeakiŶg up of the seƋueŶĐe iŶ difeƌeŶt shots. Cut to the Ǉaƌd of Aleǆei s͛ house. Maiss sloǁlǇ 
eǆits; he hides ďehiŶd a ĐoƌŶeƌ. Aleǆei eǆits; Maiss folloǁs hiŵ.
IŶ the Ŷeǆt shot ǁe aƌe iŶ the ďaƌ. Maiss Đoŵes iŶ aŶd the Đaŵeƌa folloǁs hiŵ fƌoŵ ďehiŶd. 
He goes to the taďle ǁheƌe Aleǆei is siiŶg. Aleǆei puts ŵoŶeǇ oŶ the taďle, ďut Maiss ƌefuses 
to take it. Aleǆei asks ǁhat he ǁaŶts. Maiss sits doǁŶ aŶd tells hiŵ that he ǁoƌks at aŶ aƌĐhiǀe 
fƌoŵ ŶiŶe to iǀe. But oŶ oŶe daǇ he fouŶd the haŶdďag, ǁhat he fouŶd uŶusual aŶd that 
he is afƌaid of ǁhat has happeŶed to the haŶdďag s͛ oǁŶeƌ. He stƌesses that he didŶ͛t take 
the ŵoŶeǇ – theƌe ǁas Ŷo ŵoŶeǇ iŶ the ďag. OŶlǇ aŶ eŶǀelope. Maiss asks if she is Aleǆei s͛ 
ǁife. Aleǆei seeŵs aŶŶoǇed ďǇ the ƋuesioŶ aŶd aŶsǁeƌs that theǇ just liǀe togetheƌ. But she 
ǁeŶt aǁaǇ tǁo daǇs ago aŶd didŶ͛t ƌetuƌŶ. Aleǆei suggests that Maiss staǇ out of this. Maiss 
apologizes aŶd leaǀes. This loŶg take lasts foƌ thƌee ŵiŶutes aŶd deliǀeƌs iŶfoƌŵaioŶ ǁhiĐh 
suppoƌts ouƌ aŶǆietǇ that soŵethiŶg has happeŶed to AliŶa.

Cliŵaǆ ;ŵiŶutes ϱϵ - ϳ1Ϳ
IŶ the Ŷeǆt shot ǁe see the slides as pƌiŶted photos oŶ a ǁall. The Đaŵeƌa paŶs oǀeƌ theŵ. 
Maiss looks at theŵ aŶd saǇs aloud ͞JealousǇ .͟ TheŶ he sits doǁŶ oŶto the ĐouĐh aŶd phoŶes 
the aƌĐhiǀe. He iŶfoƌŵs theŵ that he ǁill staǇ at hoŵe todaǇ, ďeĐause he doesŶ͛t feel ǁell. 
TheŶ he takes a gulp fƌoŵ a ǀodka ďotle aŶd looks at the photos oŶ the ǁall. The Đaŵeƌa 
zooŵs iŶ oŶ hiŵ as if suggesiŶg that it Đould ƌead Maiss thoughts. Oƌ that ǁe as ǀieǁeƌs 
should iŵage ǁhat he s͛ thiŶkiŶg. ;This is aŶ appaƌeŶt gap iŶ the Ŷaƌƌaiǀe that the ǀieǁeƌ has 
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to ill iŶ, aŶd ǁheƌe eǀeƌǇ ǀieǁeƌ Đould aƌƌiǀe at difeƌeŶt ƌesults.Ϳ
Cut to the stƌeet iŶ the eǀeŶiŶg. We see the eŶtƌaŶĐe dooƌ of a ďaƌ. Ateƌ seǀeƌal seĐoŶds 
Maiss aƌƌiǀes, theŶ staŶds outside aŶd sŵokes. Ateƌ a pause he goes to the ǁiŶdoǁ, looks 
iŶside aŶd goes iŶto the ďaƌ.
A ŵediuŵ Đlose-up of Aleǆei, siiŶg at a taďle aŶd dƌiŶkiŶg. He tells Maiss that eǀeƌǇthiŶg is 
his fault. He aŶd AliŶa got to kŶoǁ eaĐh otheƌ ǁheŶ theǇ ǁeƌe ĐhildƌeŶ. Foƌ hiŵ, it ǁas oŶlǇ 
a gaŵe. The Đaŵeƌa staƌts to Đƌuise aƌouŶd Maiss aŶd Aleǆei siiŶg at the taďle aŶd ǁill do 
so uŶil the eŶd of the shot. Aleǆei saǇs that he had to go aǁaǇ, ďut theǇ ǁƌote leteƌs to eaĐh 
otheƌ. AliŶa ǁƌote that she ǁould loǀe hiŵ uŶil the eŶd of iŵe, ďut he Ŷeǀeƌ aŶsǁeƌed heƌ. 
He got the iŵpƌessioŶ that it ǁas Đhildish. Ateƌ Ǉeaƌs, ǁheŶ he Đaŵe ďaĐk, she ǁas a ŵaƌƌied 
ǁoŵaŶ, ǁith a Đhild. AŶd theŶ he ƌealized that he Ŷeeded heƌ. TheǇ staƌted to ŵeet aŶd it 
tuƌŶed out that she sill loǀed hiŵ. As she didŶ͛t loǀe heƌ husďaŶd, she let hiŵ, ďut he took 
aǁaǇ heƌ Đhild. WheŶ theǇ staƌted to liǀe togetheƌ, she ĐhaŶged. “he Đlosed heƌself up. The 
last daǇs ǁith heƌ ǁeƌe teƌƌiďle – theǇ aƌgued aŶd shouted at eaĐh otheƌ. “he said that he 
had ƌuiŶed heƌ life. At this poiŶt Maiss agƌees – Ǉes, Aleǆei ƌuiŶed heƌ life. Maiss states that 
Aleǆei, although he saǇs that he loǀed heƌ, iŶ ƌealitǇ did Ŷot. He just plaǇed heƌ. He just ǁaŶted 
to possess heƌ, ďut that s͛ Ŷot loǀe. Maiss ĐaŶ͛t uŶdeƌstaŶd hoǁ Aleǆei Đould foƌĐe hiŵself 
iŶto heƌ life. He Đould Ŷeǀeƌ do that. If he had ŵet heƌ, he ǁould haǀe loǀed heƌ. He ǁould 
Ŷeǀeƌ heƌ huƌt. With hiŵ she ǁould haǀe ďeeŶ happǇ. Aleǆei ǁaŶts hiŵ to shut up, ďut Maiss 
stƌesses that Aleǆei is ƌespoŶsiďle foƌ heƌ. Maiss aĐĐuses Aleǆei of haǀiŶg thƌoǁŶ AliŶa aǁaǇ, 
he eǀeŶ aĐĐuses hiŵ of dƌoǀiŶg heƌ to ŵiseƌǇ. Aleǆei has poisoŶed aŶotheƌ peƌsoŶ s͛ life. TheŶ 
Maiss asks the ƋuesioŶ - ǁhat if she has doŶe soŵethiŶg to heƌself? It ǁould ďe Aleǆei´s fault. 
Aleǆei agƌees ǁith Maiss that that ǁould ďe teƌƌiďle. Ateƌ dƌiŶkiŶg a glass of ǀodka Aleǆei 
agƌees that eǀeƌǇthiŶg is his fault. AŶd theŶ he saǇs he does Ŷot ǁaŶt to liǀe aŶǇŵoƌe. TheŶ, 
as a suƌpƌise, Aleǆei takes out a guŶ. Maiss asks hiŵ to stop – theǇ ǁill iŶd a soluioŶ foƌ the 
situaioŶ togetheƌ. But Aleǆei sees Ŷo ǁaǇ out. Maiss pƌoposes to dƌiŶk a ďit ŵoƌe aŶd talk 
aďout the situaioŶ. Aleǆei Đould iŶd foƌgiǀeŶess, if he ƌegƌets deeplǇ fƌoŵ his heaƌt. “eĐoŶdlǇ, 
life sill goes oŶ. Theƌe aƌe otheƌ ǁoŵeŶ. Heƌe Aleǆei staŶds up aŶd goes to the toilet. We see 
hiŵ eŶteƌiŶg the toilet, ǁhiĐh is loĐated ďehiŶd the taďle. Maiss staǇs at the taďle aŶd dƌiŶks. 
TheŶ ǁe heaƌ a shot fƌoŵ the toilet. Maiss looks at the toilet dooƌ aŶd ƌeŵaiŶs seated. He 
sloǁlǇ ƌealizes ǁhat has happeŶed aŶd seeŵs to sŵile as if he ĐaŶ͛t ďelieǀe it. He dƌiŶks oŶe 
ŵoƌe glass of ǀodka.
This ĐƌuĐial sĐeŶe lasts foƌ seǀeŶ ŵiŶutes, ǁith the ǁhole episode ďeiŶg ilŵed iŶ oŶe take. 

Epilogue ;ŵiŶutes ϳ1 - ϴϯͿ 
A ŵeadoǁ. Maiss Đƌaǁls, falls, staŶds up agaiŶ aŶd Đƌaǁls to the foƌegƌouŶd of the shot. Cut 
oǀeƌ ϭϴϬ degƌees. Noǁ ǁe see Maiss ĐƌaǁliŶg up to ƌailǁaǇ tƌaĐks. We heaƌ a tƌaiŶ passiŶg. 
IŶ the ǀeƌǇ Ŷeǆt shot ǁe see Maiss ĐoŵiŶg. He passes ƌuiŶs of houses. Cut to a Maiss´ Đlose-
up, goiŶg doǁŶ a stƌeet. We heaƌ ĐhuƌĐh ďells. He appƌoaĐhes a ĐhuƌĐh. Cut to a ĐoloŶŶade. 
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Maiss Đoŵes toǁaƌds the Đaŵeƌa. He stops at oŶe of the ĐoluŵŶs aŶd ǀoŵits. TheŶ he Đoŵes 
foƌǁaƌd aŶd leaŶs oŶto aŶotheƌ ĐoluŵŶ, theŶ sits doǁŶ. “uddeŶlǇ, the dooƌ oŶ the let side 
opeŶs aŶd AliŶa Đoŵes out aŶd eǆits oŶ the let. Maiss seeŵs to ďe suƌpƌised, he gets up, at 
iƌst he looks ateƌ heƌ, aŶd theŶ folloǁs heƌ.
Cut to a ĐafĠ oŶ a ƌiǀeƌ ďaŶk. AliŶa Đoŵes aloŶg aŶd eŶteƌs it. We see heƌ siiŶg doǁŶ iŶside. 
Ateƌǁaƌds Maiss appeaƌs, folloǁiŶg heƌ. TheŶ he also eŶteƌs the ĐafĠ. 
Cut to the iŶside of the ĐafĠ. Maiss sits at the ďaƌ, AliŶa ďehiŶd hiŵ at a taďle. Noǁ aŶd theŶ 
he looks ďaĐk at AliŶa aŶd theiƌ gazes ŵeet. Maiss goes aŶd sits doǁŶ Ŷeǆt to heƌ, ďut she 
ǁaŶts to staŶd up. Befoƌe she leaǀes, Maiss asks heƌ foƌ foƌgiǀeŶess. “he just looks at hiŵ aŶd 
saǇs ŶothiŶg. TheŶ she staŶds up aŶd leaǀes the ĐafĠ, ďehiŶd a glass dooƌ ǁe see heƌ husďaŶd 
aŶd soŶ ǁaiiŶg foƌ heƌ. “he hugs the soŶ, takes hiŵ ďǇ the haŶd aŶd all thƌee go doǁŶ the 
ƌoad. Maiss staŶds up aŶd folloǁs theŵ. OŶ the stƌeet, he stops. The Đaŵeƌa ƌefƌaŵes hiŵ iŶ 
a ŵediuŵ shot. Maiss ĐhaŶges diƌeĐioŶ aŶd goes to the ƌiǀeƌ. He desĐeŶds to the ǁateƌ leǀel. 
BetǁeeŶ the sea-gulls ǁe heaƌ a ship s͛ hoƌŶ. Maiss sits doǁŶ, theŶ laǇs doǁŶ oŶ the ƌoĐks. Foƌ 
the iƌst iŵe iŶ the ilŵ, ŶoŶdiageiĐ ŵusiĐ staƌts. This last shot lasts foƌ alŵost iǀe ŵiŶutes.

ϰ.Ϯ. AĐt sĐheŵa iŶ Fallen
IŶ teƌŵs of plot, Fallen seeŵs to ďe a ǀeƌǇ ĐlassiĐ eǆaŵple, thus the aŶalǇsis of the ilŵ ďegiŶs 
ǁith aŶ eǆplaŶaioŶ of its aĐt stƌuĐtuƌe. Fallen ĐoŶsists of iǀe paƌts of ƌoughlǇ the saŵe leŶgth, 
ďetǁeeŶ ϭϮ aŶd Ϯϯ ŵiŶutes, ǁith the ĐoŵpliĐaiŶg aĐioŶ ďeiŶg the loŶgest.
Fƌoŵ the ilŵ eǆaŵples heƌeiŶ, Fallen is the oŶe ǁith the stƌoŶgest plot. “o iŶ the setup ǁe 
eŶĐouŶteƌ the pƌoďleŵ – Maiss does Ŷot help AliŶa ǁho ĐoŶseƋueŶtlǇ juŵps fƌoŵ a ďƌidge. 
‘ight aǁaǇ Maiss is oǀeƌĐoŵe ďǇ guilt, so he Đalls the poliĐe. The setup eŶds ǁith aŶ oďstaĐle – 
the diǀeƌs deĐlaƌe that theǇ did Ŷot iŶd aŶǇthiŶg, ďut Maiss kŶoǁs that soŵeoŶe juŵped iŶto 
the ƌiǀeƌ. Although this seeŵs to ďe a ĐlassiĐ setup iŶ ǁhiĐh ǁe get to kŶoǁ the lead ĐhaƌaĐteƌ 
Maiss, aŶd ǁe see ǁhiĐh eǀeŶt staƌts the ĐhaiŶ of aĐioŶ ;the juŵp iŶto the ƌiǀeƌͿ, ǁe do Ŷot 
disĐoǀeƌ Maiss͛ goals. We siŵplǇ folloǁ hiŵ. We ĐaŶ oŶlǇ guess that that ǁoŵaŶ s͛ juŵp aŶd 
his aitude toǁaƌds it ĐhaŶges his life soŵehoǁ. To ouƌ suƌpƌise, Maiss does Ŷot ƌeaĐt to the 
faĐt that a ǁoŵaŶ is staŶdiŶg oŶ the ďƌidge aŶd seeŵs to ďe gatheƌiŶg heƌ Đouƌage to juŵp. As 
ǁe oŶlǇ ǁitŶess Maiss seeŵiŶglǇ uŶtouĐhed ďǇ the eǀeŶts, it ǁill Đoŵe as a suƌpƌise lateƌ oŶ, 
ǁheŶ he staƌts to gatheƌ ŵoƌe aŶd ŵoƌe iŶfoƌŵaioŶ aďout the ǁoŵaŶ. 
It has to ďe stƌessed oŶĐe ŵoƌe, that iŶ ĐoŵpaƌisoŶ to otheƌ eǆaŵples of sloǁ ĐiŶeŵa, the 
aĐiǀitǇ iŶ Fallen that tƌiggeƌs suďseƋueŶt eǀeŶts is Đleaƌ-Đut aŶd Đoŵes at the ǀeƌǇ ďegiŶŶiŶg 
of the ilŵ.
IŶ the ĐoŵpliĐaiŶg aĐioŶ Maiss ďegiŶs to seaƌĐh foƌ iŶfoƌŵaioŶ aďout the ǇouŶg ǁoŵaŶ, 
aŶd the ŶeaƌďǇ ďaƌ seƌǀes as his poiŶt of depaƌtuƌe. Heƌe he gets heƌ haŶdďag, ǁhiĐh seƌǀes as 
a daŶgliŶg Đause aŶd deliǀeƌs fuƌtheƌ iŵpetus foƌ the stoƌǇ. ThaŶks to the haŶdďag he Ŷot oŶlǇ 
gets AliŶa s͛ loǀe leteƌs, ďut also the slides depiĐiŶg heƌ faŵilǇ aŶd heƌ loǀeƌ Aleǆei. It is Ƌuite 
a ĐlassiĐ ĐoŵpliĐaiŶg aĐioŶ, ďeĐause heƌe the eǀeŶt ǁhiĐh sets the Đause aŶd efeĐt ĐhaiŶ iŶ 
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ŵoioŶ – the juŵp of the ďƌidge – aĐƋuiƌes its jusiiĐaioŶ aŶd AliŶa s͛ ĐhaƌaĐteƌ is leshed out 
ǁith the help of the loǀe leteƌs.
Thƌough fuƌtheƌ deǀelopŵeŶts ǁe ƌeĐeiǀe eǀeŶ ŵoƌe iŶfoƌŵaioŶ aďout AliŶa. We see the 
slides ǁith heƌ faŵilǇ aŶd heƌ loǀeƌ, aŶd ǁe eŶĐouŶteƌ Aleǆei as Ƌuite a ƌude ĐhaƌaĐteƌ. But 
ƌegaƌdiŶg Maiss͛ goal to get to kŶoǁ AliŶa, this paƌt is a ĐlassiĐ deǀelopiŶg aĐioŶ, as these 
episodes ǁith Aleǆei seƌǀe as oďstaĐles foƌ Maiss iŶ ƌeaĐhiŶg his goals. 
The Đliŵaǆ paƌt iŶ Fallen is also a ǀeƌǇ ĐlassiĐ. AĐĐoƌdiŶg to KƌisiŶ ThoŵpsoŶ, duƌiŶg the Đliŵaǆ 
all stoƌǇliŶes ŵeet iŶ a iŶal ƌesoluioŶ aŶd this is ǁhat ǁe eŶĐouŶteƌ iŶ Fallen. NaŵelǇ, the 
stoƌǇliŶe aďout AliŶa s͛ ƌelaioŶship ǁith Aleǆei iŶds Đlosuƌe aŶd so Maiss͛ Ƌuest Đoŵes to aŶ 
eŶd. The episode iŶ the ďaƌ is ǀeƌǇ ǁell ĐoŶstƌuĐted, ďuildiŶg up the feeliŶg of guilt iŶ Aleǆei, 
ĐulŵiŶaiŶg iŶ his suiĐide. With eaĐh seŶteŶĐe Maiss iŶĐƌeases Aleǆei s͛ despaiƌ. CleaƌlǇ, ateƌ 
the guŶ shot aŶ aĐt ďƌeak ĐaŶ ďe set.
Hoǁeǀeƌ, the epilogue tuƌŶs the ǁhole stoƌǇ up-side doǁŶ aŶd all the ŵǇsteƌies ǁhiĐh seeŵed 
to haǀe ďeeŶ ƌesolǀed iŶ the Đliŵaǆ suƌfaĐe agaiŶ. Heƌe the Ŷaƌƌaiǀe deǀelops soŵe kiŶd of 
a ŵise-eŶ-aďǇŵe stƌuĐtuƌe that is ĐoŵpletelǇ ĐoŶtƌaƌǇ to goal-oƌieŶtated stƌuĐtuƌe of all the 
pƌeǀious paƌts of the ilŵ. The epilogue ĐoŵpletelǇ ĐhaŶges the ǀieǁeƌ s͛ eǆpeĐtaioŶs toǁaƌds 
the stoƌǇ. UŶil the ƌeappeaƌaŶĐe of AliŶa, the ilŵ suggests to the audieŶĐe that theƌe ǁill 
ďe a iŶal aŶsǁeƌ to the ƋuesioŶ ǁhat happeŶed to the ǁoŵaŶ, ǁho she ǁas aŶd ǁhǇ she 
Đoŵŵited suiĐide. But the iŶal paƌt of the ilŵ tuƌŶs the gaiŶed iŶsights iŶto ŶothiŶg aŶd 
eŶĐouƌages askiŶg the ƋuesioŶs oŶĐe ŵoƌe. But Ŷote, that if a ǀieǁeƌ ǁatĐhes Fallen seǀeƌal 
iŵes, the ilŵ sill does Ŷot ofeƌ otheƌ paths to solǀe the ŵǇsteƌǇ as it is, foƌ eǆaŵple, iŶ The 

Sixth Sense, ǁheƌe the ǀieǁeƌ alƌeadǇ kŶoǁs the outĐoŵe of the stoƌǇ, aŶd at ŵuliple ǀieǁiŶgs 
assess the sĐeŶes difeƌeŶtlǇ. Fallen has Ŷo suĐh hiddeŶ douďle ŵeaŶiŶgs. IŶstead, ǁe aƌe let 
ǁith a lot of ƋuesioŶs uŶaŶsǁeƌed. Foƌ eǆaŵple, did the juŵp of the ďƌidge oŶlǇ happeŶ 
iŶ Maiss´ iŵagiŶaioŶ? BeĐause, as ǁe kŶoǁ, he did Ŷot see aŶǇthiŶg – he just heaƌd the 
sĐƌeaŵ. Does he ƌeallǇ eŶĐouŶteƌ AleǆeI oƌ ǁas it just a dƌeaŵ? The ilŵ leaǀes these ƋuesioŶs 
uŶaŶsǁeƌed, so that ǁe ĐaŶ eǆplaiŶ the tǁist of the Ŷaƌƌaiǀe ǁith the geŶƌe ĐoŶǀeŶioŶs of a 
deteĐiǀe ilŵ. 

4.3. Fallen as a geŶre ilŵ
The deteĐiǀe ilŵ is a suďgeŶƌe of a Đƌiŵe ilŵ, ǁhose tǁo ŵost disiŶĐt featuƌes aƌe a 
ŵǇsteƌious eǀeŶt as a poiŶt of depaƌtuƌe foƌ the stoƌǇ, aŶd a poiŶt of ǀieǁ peƌspeĐiǀe oŶ the 
eǀeŶts.ϰϯϱ

The supposed suiĐide of AliŶa ƌepƌeseŶts suĐh aŶ eǀeŶt, ǁheƌe the uŶĐeƌtaiŶtǇ is iŶteŶsiied 
thƌough the faĐt that Ŷeitheƌ Maiss Ŷoƌ the ǀieǁeƌ aĐtuallǇ sees ǁhat happeŶed oŶ the ďƌidge. 
“uƌelǇ, Maiss, ǁho has the poiŶt of ǀieǁ peƌspeĐiǀe iŶ the ilŵ,  is Ŷot a pƌopeƌ pƌiǀate eǇe 
– he just happeŶs to ďe at the ǁƌoŶg plaĐe at the ǁƌoŶg iŵe ;iŶ this Đase ǁe Đould use the 
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ŶoioŶ of aŶ ͞iŶŶoĐeŶt ďǇstaŶdeƌ͟ϰϯϲ as pƌoposed ďǇ Daǀid BoƌdǁellͿ . But ǁhat liŶks hiŵ ǁith 
ƌepƌeseŶtaiǀes of this oĐĐupaioŶ is the uƌge to solǀe the pƌoďleŵ, aŶd Ŷot the gaiŶ – ŵaǇďe 
iŶ the foƌŵ of a ƌeǁaƌd - he Đould ƌeĐeiǀe.ϰϯϳ

The ŵelaŶĐholiĐ toŶe of the ilŵ aŶd the paŶĐhƌoŵaiĐ iŵages ŵaǇ lead to a ĐoŶĐlusioŶ that 
Fallen is a ƌepƌeseŶtaiǀe of the (neo-) noir tƌadiioŶ, aŶd aŶ ateŵpt ĐaŶ ďe ŵade to ƌead it as 
suĐh. Foƌ eǆaŵple, the uƌďaŶ seiŶg ilŵed ŵostlǇ at Ŷight, ǁhiĐh is oŶe of the ĐhaƌaĐteƌisiĐs 
of ilŵ Ŷoir,ϰϯϴ applies also to Fallen. Hoǁeǀeƌ, plot ĐoŵpleǆitǇ ǁhiĐh, aĐĐoƌdiŶg to “Đhǁaƌtz, is 
also oŶe of the Ƌualiies of noir, is of lesseƌ degƌee ;at least iŶ ĐoŵpaƌisoŶ to the leǀel of plot 
ĐoŵpleǆitǇ ǁe haǀe ďeĐoŵe used to oǀeƌ the last deĐades - Memento ;diƌ. Chƌistopheƌ NolaŶ, 
ϮϬϬϬ, U“AͿ is suƌelǇ a pƌiŵe eǆaŵpleͿ. UŶil the last shot of the ilŵ, the plot is aĐtuallǇ ǀeƌǇ 
siŵple – Maiss eŶĐouŶteƌs a pƌoďleŵ aŶd theŶ uses his deduĐiǀe skills to solǀe it as eǆplaiŶed 
iŶ the suďĐhapteƌ aďout the aĐt sĐheŵa iŶ the ilŵ. IŶ the histoƌǇ of the deteĐiǀe ilŵ theƌe 
aƌe pleŶtǇ of eǆaŵples ǁheƌe the pƌotagoŶist does Ŷot suĐĐeed iŶ solǀiŶg all the puzzles he 
is faĐed ǁith. EǀeŶ ŵoƌe, oteŶ at the eŶd of the ilŵ ǁe aƌe let ǁith uŶease oƌ a seŶse of 
iƌƌitaioŶ, oƌ eǀeŶ douďt that eǆteŶds ďeǇoŶd the stoƌǇ itself.ϰϯϵ The episode iŶ a ĐafĠ at the eŶd 
of Fallen, ǁheŶ Maiss suddeŶlǇ sees AliŶa aliǀe aŶd happǇ ǁith heƌ faŵilǇ, oďǀiouslǇ Đauses 
iƌƌitaioŶ Ŷot oŶlǇ iŶ hiŵ, ďut also iŶ the ǀieǁeƌ. BeĐause the iŵpƌessioŶ ǁe had aďout AliŶa s͛ 
life aŶd heƌ ŵoiǀaioŶs, ďased oŶ all the pƌeǀious iŶfoƌŵaioŶ that Maiss gatheƌed, tuƌŶs out 
to ďe ĐoŵpletelǇ ǁƌoŶg. But eǀeŶ that ǁe ĐaŶŶot saǇ foƌ suƌe.
It ǁould ďe ǀeƌǇ teŵpiŶg to ĐlassifǇ Fallen as a ƌepƌeseŶtaiǀe of the neo-noir. Hoǁeǀeƌ, foƌ the 
puƌposes of this pƌojeĐt, ƌatheƌ thaŶ liŶkiŶg Fallen to the noir tƌadiioŶ iŶ teƌŵs of aestheiĐs, 
the highlight is ƌatheƌ oŶ ƌaisiŶg the Đlaiŵ that the ƌeseŵďlaŶĐe to a geŶƌe ilŵ Đoŵes iŶto 
ďeiŶg, ďeĐause a high degƌee of tellaďilitǇ is ĐhaƌaĐteƌisiĐ foƌ ďoth – Fallen aŶd the geŶƌe. 

ϰ.ϰ. Tellaďility, eveŶts aŶd ĐhaŶge 
If ǁe take a look at Fallen fƌoŵ the poiŶt of ǀieǁ of plot oƌgaŶizaioŶ, theŶ, as ǁas alƌeadǇ 
desĐƌiďed ƌegaƌdiŶg the aĐt stƌuĐtuƌe, ǁe eŶĐouŶteƌ the usual daŶgliŶg Đauses aŶd tuƌŶiŶg 
poiŶts aƌouŶd ǁhiĐh the aĐioŶ deǀelops. IŶ oƌdeƌ to ǁoƌk out the difeƌeŶĐe ďetǁeeŶ Fallen 

aŶd otheƌ sloǁ ĐiŶeŵa eǆaŵples ǁith eǀeŶ ŵoƌe idiosǇŶĐƌaiĐ plot oƌgaŶizaioŶ, the ŶoioŶ 
of ĐhaŶge should ďe sĐƌuiŶized. As Ŷoted, foƌ this eŶdeaǀouƌ the appƌoaĐh of Wolf “Đhŵid, 
ǁho deǀeloped a Đatalogue of Đƌiteƌia ǁhiĐh a ĐhaŶge of state has to fulil iŶ oƌdeƌ to ďe 
laďelled as eǀeŶt, is ƌegaƌded as useful. The tǁo ĐoŶdiioŶs aƌe faĐiĐitǇ ;the ĐhaŶge aĐtuallǇ 
takes plaĐe, it is Ŷeitheƌ iŵagiŶed Ŷoƌ desiƌedͿ aŶd ƌesultaiǀitǇ ;it ŵust ƌeaĐh ĐlosuƌeͿϰϰϬ. The 
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iǀe pƌopeƌies that haǀe to ďe pƌeseŶt to difeƌeŶt degƌees aƌe: ƌeleǀaŶĐe, uŶpƌediĐtaďilitǇ, 
peƌsisteŶĐe, iƌƌeǀeƌsiďilitǇ aŶd ŶoŶ-iteƌaiǀitǇ.ϰϰϭ

CoŶtƌaƌǇ to the pƌeǀious eǆaŵple The Turin Horse, all of these ĐoŶdiioŶs aŶd pƌopeƌies ĐaŶ ďe 
applied to the plot of Fallen - Maiss͛ ǁish to disĐoǀeƌ the ideŶitǇ of the ǁoŵaŶ oŶ the ďƌidge 
Đƌeates the foƌǁaƌd iŵpetus, aŶd ǁith eaĐh Ŷeǁ plot deǀelopŵeŶt the sigŶiiĐaŶĐe of the 
eǀeŶts foƌ the Ŷaƌƌated ǁoƌd, its uŶpƌediĐtaďilitǇ, the ĐoŶseƋueŶĐes ĐoŶĐeƌŶiŶg the Ŷaƌƌated 
ǁoƌd, the iƌƌeǀeƌsiďilitǇ of eǀeŶts aŶd theiƌ siŶgulaƌitǇ oŶlǇ iŶĐƌeases. Thus, the ĐhaŶges of 
state eŶĐouŶteƌed iŶ KeleŵeŶ s͛ ilŵ ĐaŶ ďe laďelled as pƌopeƌ Ŷaƌƌaiǀe eǀeŶts possessiŶg a 
stƌoŶg degƌee of ŶaƌƌaiǀitǇ. Thus Fallen is a ǁell-ŵade stoƌǇ. Hoǁeǀeƌ, the eǆĐepioŶalitǇ of 
Fallen Đoŵes to the foƌe ǁheŶ Đoŵpaƌed to the plots of otheƌ sloǁ ĐiŶeŵa ilŵs. If “Đhŵid s͛ 
ĐlassiiĐaioŶ of ĐhaŶge of state ŵaǇ seeŵ too Đoŵpleǆ, theƌe is oŶe ǀeƌǇ siŵple uŶdeƌstaŶdiŶg 
of ĐhaŶge, ǁhiĐh has to ďe kept iŶ ŵiŶd duƌiŶg the aŶalǇsis of otheƌ sloǁ ĐiŶeŵa eǆaŵples. 
NaŵelǇ, aĐĐoƌdiŶg to “Đhŵid, aŶ eǀeŶt ͞is a speĐial oĐĐuƌƌeŶĐe, soŵethiŶg ǁhiĐh is Ŷot paƌt of 
eǀeƌǇdaǇ ƌouiŶe .͟ϰϰϮ Theƌefoƌe, it is pƌeĐiselǇ the eǆĐepioŶalitǇ of eǀeŶts depiĐted oŶsĐƌeeŶ 
that is the deĐisiǀe faĐtoƌ stƌoŶglǇ ĐoŶŶeĐted to the degƌee of ŶaƌƌaiǀitǇ iŶ sloǁ ĐiŶeŵa ilŵs.
OďǀiouslǇ, eǀeŶts ǁhiĐh possess a high degƌee of tellaďilitǇ, as those iŶ Fallen, ǁill alǁaǇs 
also ďe eǆĐepioŶal aŶd ǀiĐe ǀeƌsa. CoŶseƋueŶtlǇ, theǇ ĐoŶtƌiďute to the eŶhaŶĐeŵeŶt of the 
degƌee of ŶaƌƌaiǀitǇ iŶ a ilŵ. Hoǁeǀeƌ, as it ǁas deŵoŶstƌated duƌiŶg the aŶalǇsis of the 
ilŵ Liverpool, a plot ǁhiĐh ĐoŶsists of eǀeŶts ǁith a high degƌee of tellaďilitǇ, ŵaǇ Ŷot alǁaǇs 
haǀe a high degƌee of ŶaƌƌaiǀitǇ if the Đausal liŶks ďetǁeeŶ the eǀeŶts aƌe ǁeak oƌ ŵissiŶg 
ĐoŵpletelǇ. Yet, iŶ Fallen, oŶe Ŷaƌƌaiǀe eǀeŶt Ǉields aŶotheƌ, thus ďuildiŶg a pƌopeƌ Đause-aŶd-
efeĐt ĐhaiŶ.
But theŶ, iŶ ĐoŵpaƌisoŶ, hoǁ ĐaŶ ǁe assess the ilŵ The Turin Horse ǁithiŶ this fƌaŵeǁoƌk? 
EǀeƌǇthiŶg ǁe see oŶsĐƌeeŶ, eǆĐept foƌ the aƌƌiǀal of the GǇpsies aŶd the ǀisit of the Ŷeighďouƌ, 
ďeloŶgs to eǀeƌǇdaǇ ƌouiŶe, ǁhiĐh, aĐĐoƌdiŶg to Ŷaƌƌaiǀe theoƌǇ is the ďiggest eŶeŵǇ to 
stoƌǇ. IŶ teƌŵs of Ŷaƌƌaiǀe theoƌǇ, siiŶg at the ǁiŶdoǁ, doiŶg lauŶdƌǇ, ĐookiŶg aŶd eaiŶg as 
suĐh do Ŷot possess aŶǇ sigŶs of tellaďilitǇ ;if suĐh aĐiǀiies ǁeƌe to ďe depiĐted iŶ ŵaiŶstƌeaŵ 
ĐiŶeŵa, theǇ ǁould seƌǀe as aŶ iŶtƌoduĐioŶ to oƌ the ďaĐkgƌouŶd of aŶ EǀeŶtͿ. EǀeŶ ŵoƌe, 
these tasks laĐk aŶǇ eǆĐepioŶalitǇ. AddiioŶallǇ, the plot eǀeŶts folloǁ oŶe aŶotheƌ ďuildiŶg a 
liŶeaƌ stƌuĐtuƌe ƌesuliŶg fƌoŵ the dailǇ ƌouiŶe of the faƌŵstead ŵostlǇ ǁithout Đausal liŶks. 
CoŶseƋueŶtlǇ, the stoƌǇ iŶ The Turin Horse has a ǀeƌǇ loǁ leǀel of ŶaƌƌaiǀitǇ. IŶ this ƌegaƌd 
Taƌƌ´s ilŵ difeƌs deĐisiǀelǇ fƌoŵ Fallen, ǁhiĐh, as aƌgued, is a ĐlassiĐ Đase of a geŶƌe ilŵ. 
The ƋuesioŶ aƌises - ǁhat ŵakes ilŵ ĐƌiiĐs assigŶ Fallen to sloǁ ĐiŶeŵa, aŶd eǀeŶ ŵoƌe, 
to paƌaŵetƌiĐ ŵode? As Ŷoted iŶ the desĐƌipioŶ, alŵost all of the episodes aƌe shot usiŶg a 
siŶgle take, aŶd the seƋueŶĐe shots aƌe ĐoŶsideƌaďlǇ leŶgthǇ. 
The peak is ƌeaĐhed iŶ the episode iŶ the ďaƌ, ǁheŶ Maiss͛ ƌepƌoaĐhes pƌoŵpt Aleǆei to Đoŵŵit 
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suiĐide. This ĐƌuĐial sĐeŶe lasts foƌ seǀeŶ ŵiŶutes, ǁith the ǁhole episode ďeiŶg ilŵed iŶ oŶe 
take ǁith ǀeƌǇ eǆpƌessiǀe Đaŵeƌa ŵoǀeŵeŶts. DuƌiŶg the ďiggest paƌt of the episode the Đaŵeƌa 
Đƌuises aƌouŶd ďoth ŵeŶ siiŶg aŶd talkiŶg, so that the Đaŵeƌa ŵoǀeŵeŶt does Ŷot haǀe 
a diegeiĐ ŵoiǀaioŶ aŶd thus ďeĐoŵes aŶ iŶdepeŶdeŶt ŵeŵďeƌ of the ĐoŶǀeƌsaioŶ. Heƌe 
the stǇlisiĐ tƌaits of the ilŵ do Ŷot oďeǇ the Ŷaƌƌaiǀe deǀelopŵeŶt. “iŵilaƌlǇ as iŶ Goodbye 

Drag IŶŶ, ǁe eŶĐouŶteƌ a tuƌŶiŶg poiŶt that fuŶĐioŶs oŶ the leǀel of ilŵ s͛ ǀisual desigŶ. But 
ĐoŶtƌaƌǇ to that ilŵ, ǁheƌe suĐh a tuƌŶiŶg poiŶt ǁas a ǀeƌǇ shoƌt episode ;the Đashieƌ s͛ faĐe 
Đƌoss Đut ǁith soŵe sĐeŶes fƌoŵ the ilŵ DragoŶ Gate IŶŶͿ foƌ the sake of stǇle ǁith Ŷo fuƌtheƌ 
iŵpliĐaioŶs, iŶ Fallen the stǇle ŵaŶifests itself as aŶ iŶdepeŶdeŶt featuƌe thƌoughout the ilŵ, 
ĐulŵiŶaiŶg iŶ the episode uŶdeƌ disĐussioŶ. As peƌ Daǀid Boƌdǁell, the episode iŶ Goodbye 

DragoŶ IŶŶ is puƌelǇ deĐoƌaiǀe ǁith Ŷo fuƌtheƌ iŵpliĐaioŶs iŶ the ilŵ.ϰϰϯ But iŶ the Đase of 
Fallen ǁe eŶĐouŶteƌ the paƌaŵetƌiĐ ŵode of ǁeak oƌdeƌ - heƌe the paƌaŵetƌiĐitǇ osĐillates 
ďetǁeeŶ ŵoƌe aŶd less paƌaŵetƌiĐ episodes, ǁheƌe the stoƌǇ has the uppeƌ haŶd.

ϰ.ϱ. Types of paraŵetriĐ ŵode 
IŶ NarraioŶ iŶ the FiĐioŶ Film Boƌdǁell states that tǁo tǇpes of the paƌaŵetƌiĐ ŵode aƌe 
possiďle: the spaƌse aŶd the ƌeplete ŵode.  IŶ the spaƌse ǀeƌsioŶ ͞the ilŵ liŵits its Ŷoƌŵ to 
a Ŷaƌƌoǁeƌ ƌaŶge of pƌoĐeduƌes .͟ϰϰϰ IŶ ƌeplete ŵode the ilŵŵakeƌ Đƌeates ͞aŶ iŶǀeŶtoƌǇ oƌ a 
ƌaŶge of paƌadigŵaiĐ opioŶs.͟ ϰϰϱ 

IŶteƌesiŶglǇ, Boƌdǁell has also desĐƌiďed the possiďle ƌelaioŶships the stǇlisiĐ stƌuĐtuƌes ĐaŶ 
haǀe ǁith the plot ;oƌ syuzhet as he Đalls itͿ. He outliŶes thƌee tǇpes: aͿ stǇle ŵaǇ ĐoŵpletelǇ 
aŶd ĐoŶstaŶtlǇ doŵiŶate the syuzhet; ďͿ the stǇle ŵaǇ ďe seeŶ as eƋual iŶ iŵpoƌtaŶĐe to 
the syuzhet; ĐͿ stǇlisiĐ stƌuĐtuƌes possess theiƌ autoŶoŵous fuŶĐioŶ, ďut at the saŵe iŵe 
theǇ ďoth suppoƌt aŶd ĐhalleŶge the plot.ϰϰϲ IŶ ŵost ilŵs ǁheƌe the paƌaŵetƌiĐalitǇ appeaƌs, 
͞syuzhet aŶd faďula shit iŶ iŵpoƌtaŶĐe.͟ ϰϰϳ

Foƌ the paƌaŵetƌiĐitǇ iŶ the Đase eǆaŵple Fallen ďoth aspeĐts – the suyzhet aŶd the faďula as 
Boƌdǁell uses the teƌŵs – aƌe iŵpoƌtaŶt, ďeĐause theǇ displaǇ a deep ŵutual ďoŶd aŶd eǆhiďit 
aŶ eǆaŵple ǁheƌe the ƌelaioŶship ďetǁeeŶ the stǇle aŶd the plot is faƌ ŵoƌe ĐoŵpliĐated as 
supposed ďǇ Boƌdǁell. “uƌpƌisiŶglǇ, ĐoŶtƌaƌǇ to iŶtuiioŶ ateƌ the iƌst ǀieǁiŶgs of the ilŵ 
that suggested iŶ Fallen ǁe haǀe to deal ǁith a ƌeplete ǀeƌsioŶ of paƌaŵetƌiĐ ĐiŶeŵa, a ŵoƌe 
ateŶiǀe ǀieǁiŶg led to the ĐoŶĐlusioŶ that the Đatalogue of the stǇlisiĐ featuƌes of this ilŵ 
ĐoŶsists of pƌeĐiselǇ oŶe eleŵeŶt. NaŵelǇ, aŶ eǆteŶsiǀe loŶg take, soŵeiŵes ǁith a ŵoǀiŶg 
Đaŵeƌa aŶd soŵeiŵes usiŶg a staiĐ Đaŵeƌa. Hoǁeǀeƌ, ǁhat uŶites theŵ all is the faĐt that 
the Đaŵeƌa alǁaǇs siĐks to Maiss aŶd folloǁs hiŵ iŶ all his deeds. Heƌe lies the Đƌuǆ of the 
issue. NaŵelǇ, the Đaŵeƌa aĐĐoŵpaŶies hiŵ all the iŵe ƌegaƌdless of ǁhetheƌ Maiss takes 
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paƌt iŶ eǀeŶts to ǁhiĐh ǁe ĐaŶ assess a high degƌee of ŶaƌƌaiǀitǇ oƌ a loǁ oŶe. Oƌ ǁheŶ, duƌiŶg 
the loŶg take, soŵethiŶg that ĐaŶ ďe laďelled as aŶ eǀeŶt ;of ǁhateǀeƌ degƌeeͿ takes plaĐe. As 
Maiss is iŶ the shot all the iŵe ;eǆĐept, foƌ eǆaŵple, iŶ AliŶa s͛ photosͿ, ǁe haǀe to ƌedeiŶe 
the ŶoioŶ of post/pƌe-aĐioŶ lag. Theƌe aƌe Ŷo ŵoŵeŶts ǁheŶ ͞ŶothiŶg happeŶs ,͟ ďeĐause 
ǁe see Maiss all the iŵe. OŶlǇ iŶ the due Đouƌse of the shot do ǁe eŶĐouŶteƌ ŵoŵeŶts ǁheŶ 
soŵe kiŶd of a Ŷaƌƌaiǀe takes plaĐe, aŶd these ŵoŵeŶts iŶteƌĐhaŶge ǁith ŵoŵeŶts ǁheŶ, 
ǁith Maiss sill iŶ the shot, the Ŷaƌƌaiǀe degƌee is ǀeƌǇ loǁ. Foƌ eǆaŵple - ;at the ďegiŶŶiŶg 
of the ilŵͿ ǁheŶ Maiss ǁalks aloŶg the ďƌidge ;loǁ leǀel of ŶaƌƌaiǀitǇͿ aŶd suddeŶlǇ heaƌs 
soŵeoŶe ĐƌǇiŶg foƌ help ;high degƌee of ŶaƌƌaiǀitǇͿ. “iŵilaƌlǇ as iŶ GoodďǇe, DragoŶ IŶŶ, 

Fallen ĐoŶtaiŶs episodes ǁith the ŵaiŶ ĐhaƌaĐteƌ goiŶg fƌoŵ poiŶt A to B, that Đƌeate sĐeŶes 
ǁith a loǁ leǀel of ŶaƌƌaiǀitǇ. CoŵiŶg ďaĐk to Daǀid Boƌdǁell, this ilŵ is oďǀiouslǇ aŶ eǆaŵple 
ǁheƌe ͞syuzhet aŶd faďula shit iŶ iŵpoƌtaŶĐe.͟
IŶ ĐoŵpaƌisoŶ, iŶ The Turin Horse fƌoŵ the iƌst glaŶĐe ǁe ĐaŶ deteĐt spaƌse paƌaŵetƌiĐitǇ, 
ďeĐause the ǀisuallǇ aƌƌesiŶg Ƌualiies of the ilŵ aƌe Đaused ďǇ loŶg take ĐiŶeŵatogƌaphǇ, 
aŶd all the otheƌ deǀiĐes aƌe suďoƌdiŶate to it. It is a Đleaƌ Đase foƌ Boƌdǁell s͛ Đlaiŵ that iŶ 
paƌaŵetƌiĐ ĐiŶeŵa the ǀieǁeƌ s͛ ŵaiŶ task is to ŶoiĐe stǇlisiĐ difeƌeŶĐes aŶd to ƌeĐogŶize 
theiƌ eǆĐepioŶalitǇ. But, as if foƌeseeŶ ďǇ Boƌdǁell, this ǀisual ƌigouƌ is used iŶ oƌdeƌ to tell a 
ǀeƌǇ siŵple stoƌǇ, ǁhiĐh, as eǆplaiŶed aďoǀe, possesses Ŷo sigŶs of eǆĐepioŶalitǇ.

ϰ.ϲ. LoŶg take iŶ ĐiŶeŵa studies
As oteŶ ŵeŶioŶed, sloǁ ĐiŶeŵa s͛ ŵost pƌoŵiŶeŶt stǇlisiĐ featuƌe is the use of aŶ eǆteŶsiǀe 
loŶg take. The iŶlueŶial AŵeƌiĐaŶ ilŵ ĐƌiiĐ BƌaiŶ HeŶdeƌsoŶ, iŶ his faŵous aƌiĐle The loŶg 
take, deiŶes it as ͞a siŶgle pieĐe of uŶedited ilŵ ǁhiĐh ŵaǇ oƌ ŵaǇ Ŷot ĐoŶsitute aŶ eŶiƌe 
seƋueŶĐe͟ϰϰϴ. The loŶg take eŶaďles ŵise-eŶ-sĐğŶe. TƌadiioŶallǇ, the disĐussioŶ aďout the 
loŶg take Ƌuotes AŶdƌe BaziŶ, ǁho faǀouƌs it foƌ its teŵpoƌal ƌealisŵ: ͞the loŶg take s͛ iŵe 
is the eǀeŶt s͛ iŵe͟ϰϰϵ. “iŵilaƌlǇ, MaƌǇ AŶŶ DoaŶe disĐusses the pƌopeƌies of the loŶg take, 
ďut heƌ posiioŶ is Ƌuite the opposite to that of BaziŶ. “he states that ͞IŶ the loŶg take, the 
ĐiŶeŵa iŶĐaƌŶates the ŵeaŶiŶglessŶess of a liǀed ƌealitǇ. The Đut […] staďilizes the iŵage.͟ ϰϱϬ IŶ 
these ideas she aĐtuallǇ ƌefeƌs to the staŶdaƌd teǆt aďout the loŶg take – Pieƌ Paolo PasoliŶi´s 
OďservaioŶs oŶ the LoŶg Take. As PasoliŶi hiŵself put it:
͞The suďstaŶĐe of ĐiŶeŵa is […] aŶ eŶdless loŶg take, as is ƌealitǇ to ouƌ seŶses foƌ as loŶg as 
ǁe aƌe aďle to see aŶd feel. […]. But as sooŶ as ŵoŶtage iŶteƌǀeŶes […], the pƌeseŶt ďeĐoŵes 
past.͟ ϰϱϭ 

HeŶdeƌsoŶ, iŶ ĐƌiiĐiziŶg BaziŶ, dƌaǁs ouƌ ateŶioŶ to the faĐt that it s͛ Ŷot the loŶg take aloŶe 
that is iŵpoƌtaŶt, ďut the use of ďoth – the loŶg take aŶd ediiŶg ǁithiŶ the seƋueŶĐe, ďeĐause 
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the loŶg take is Ŷot iŶ itself aŶ aƌisiĐ deǀiĐe ďut is a paƌt of a shooiŶg stǇle aŶd ďuildiŶg 
seƋueŶĐes.ϰϱϮ A ŵoƌe detailed aŶalǇsis of this issue, fƌoŵ the ǀaŶtage poiŶt of staisiĐal 
stǇle aŶalǇsis, ǁill ďe ofeƌed iŶ the Đhapteƌ aďout the appliĐaioŶ of CiŶeŵetƌiĐs to the Đase 
eǆaŵples. 
HistoƌiĐallǇ the loŶg take ;ĐoŶŶeĐted ǁith Đaŵeƌa ŵoǀeŵeŶt aŶd depth of ieldͿ ǁas a faǀouƌed 
stƌategǇ fƌoŵ the ϭϵϰϬs uŶil the ďegiŶŶiŶg of the ϭϵϳϬs ďut ateƌ that, ͞oŶlǇ ͚of-HollǇǁood͛ 
diƌeĐtoƌs like WoodǇ AlleŶ aŶd the ǇouŶgeƌ iŶdepeŶdeŶts͟ Đhose this aƌisiĐ stƌategǇ.ϰϱϯ Foƌ 
the geŶealogǇ of sloǁ ĐiŶeŵa the use of the loŶg take is ƌeleǀaŶt aĐƌoss the ǀaƌious Neǁ 
CiŶeŵas aŶd Ŷeǁ ǁaǀes that ǁeƌe ďoƌŶ iŶ the ϭϵϲϬs, ďut it ŵust ďe kept iŶ ŵiŶd, as Daǀid 
Boƌdǁell states, that oŶlǇ MiĐhelaŶgelo AŶtoŶioŶi aŶd the late Caƌl Theodoƌ DƌeǇeƌ used it as 
theiƌ aƌisiĐ sigŶatuƌe.ϰϱϰ

Heƌe ǁe should highlight the fuŶĐioŶal aspeĐt of this stǇlisiĐ tool. Foƌ this eŶdeaǀouƌ the 
posiioŶ ofeƌed ďǇ Tiago Magalhães de LuĐa seeŵs to ďe the ŵost fƌuiful. IŶ his disseƌtaioŶ, 
Realism of the Senses: A Tendency in Contemporary World Cinema, he speaks of ͞ the hǇpeƌďoliĐ 
appliĐaioŶ of the loŶg take͟ iŶ his Đase eǆaŵples, ǁhiĐh aĐtuallǇ ĐoiŶĐide ǁith the ilŵs usuallǇ 
ĐouŶted as sloǁ.ϰϱϱ de LuĐa hails the ƌesult as a ŵode of ƌealisŵ iŶ ǁhiĐh ͞spaial aŶd teŵpoƌal 
iŶtegƌitǇ is pƌeseƌǀed to hǇpeƌďoliĐ eǆtƌeŵes. Fƌoŵ the fuŶĐioŶalist peƌspeĐiǀe, Ŷaƌƌaiǀe 
iŶteƌaĐioŶ iŶ these ilŵs is dissipated iŶ faǀouƌ of ĐoŶteŵplaioŶ aŶd seŶsoƌǇ eǆpeƌieŶĐe.͟ ϰϱϲ 

Thus ͞the speĐtatoƌ is iŶǀited to adopt the poiŶt of ǀieǁ of the Đaŵeƌa aŶd pƌotƌaĐtedlǇ 
studǇ iŵages as theǇ appeaƌ oŶ the sĐƌeeŶ iŶ theiƌ uŶeǆplaiŶed liteƌalŶess.͟ ϰϱϳ He goes oŶ to 
eǆplaiŶ that iŶ suĐh situaioŶs the ƌealitǇ is eŵphasized as a pƌiŵaƌilǇ peƌĐeptual, seŶsiďle aŶd 
eǆpeƌieŶial pheŶoŵeŶoŶ.ϰϱϴ The ǁish heƌeiŶ is to fuƌtheƌ deǀelop the poiŶt ŵade ďǇ de LuĐa 
aďout the efeĐts the loŶg take aŶd the ;soŵeiŵes uŶďeaƌaďleͿ duƌaioŶ ŵaǇ tƌiggeƌ foƌ the 
audieŶĐe.

ϰ.ϳ. FuŶĐioŶ of duraioŶ iŶ Ŷarraive 
The ďegiŶŶiŶg of the Đhapteƌ addƌessed the ƋuesioŶ of ǁhetheƌ the seaƌĐh foƌ ƌeleǀaŶĐe 
aŶd the seaƌĐh foƌ osteŶsiǀe siŵuli iŶ the foƌŵ of uŶusual stǇlisiĐ deǀelopŵeŶts ĐoŶsitute 
eŶough aĐiǀitǇ duƌiŶg the ǀieǁiŶg. It s͛ pƌoduĐiǀe to oŶĐe agaiŶ ƌetuƌŶ to the ƋuesioŶ of 
fuŶĐioŶ iŶ Ŷaƌƌaiǀe ĐoŵŵuŶiĐaioŶ as ŵeŶioŶed iŶ the iŶtƌoduĐioŶ ǁith ƌefeƌeŶĐe to the 
Pƌoteus pƌiŶĐiple.
The Pƌoteus pƌiŶĐiple, suggested ďǇ Meiƌ “teƌŶďeƌg, states that oŶe stǇlisiĐ featuƌe ĐaŶ 
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geŶeƌate ǀaƌious efeĐts aŶd that oŶe efeĐt ĐaŶ ďe pƌoŵpted ďǇ difeƌeŶt stǇlisiĐ featuƌes.ϰϱϵ 

IŶ Đase of Fallen ǁe ĐleaƌlǇ eŶĐouŶteƌ oŶe featuƌe – loŶg takes ǁith a ǀeƌǇ eǆteŶsiǀe duƌaioŶ – 
ǁhiĐh geŶeƌates seǀeƌal efeĐts. Fiƌst of all: paƌaŵetƌiĐitǇ. “eĐoŶdlǇ, it is a tool foƌ telliŶg a stoƌǇ 
aŶd, thiƌdlǇ, it pƌoŵpts eŵoioŶs aŶd seŶsual eǆpeƌieŶĐes iŶ the ǀieǁeƌ.
As alƌeadǇ Ƌuoted, Boƌdǁell sees the seaƌĐh foƌ deĐisiǀe stǇlisiĐ featuƌes, theiƌ deǀelopŵeŶt 
aŶd appliĐaioŶ thƌoughout the ilŵ, as the ŵost iŵpoƌtaŶt aĐiǀitǇ foƌ the ǀieǁeƌ duƌiŶg the 
sĐƌeeŶiŶg of a ilŵ ďeloŶgiŶg to the paƌaŵetƌiĐ ŵode. IŶ the Đase of Fallen, iŶ paƌallel to the 
ƌegistƌaioŶ of the ilŵ s͛ paƌaŵetƌiĐitǇ, the ǀieǁeƌ deǀelops his ĐuƌiositǇ aďout the ŵǇsteƌious 
eǀeŶts suƌƌouŶdiŶg AliŶa, aŶd tƌies to solǀe the puzzle togetheƌ ǁith Maiss. Hoǁeǀeƌ, the 
faĐt that the ilŵ s͛ stǇle is doŵiŶated ďǇ ǀeƌǇ eǆteŶsiǀe takes that aƌe Ŷot alǁaǇs ŶaƌƌaiǀelǇ 
gƌouŶded theƌefoƌe eŵphasizes duƌaioŶ as the ŵost iŵpƌessiǀe aŶd the ŵost uteƌlǇ felt 
efeĐt of the ilŵ. Thus, iŶ paƌallel to plot deǀelopŵeŶts aŶd to stǇlisiĐ ǀaƌiaioŶs, the efeĐt of 
the duƌaioŶ of the shot also foƌŵs a ǀeƌǇ iŵpoƌtaŶt eǆpeƌieŶĐe foƌ the ǀieǁeƌ ǁatĐhiŶg Fallen. 
A side ƌeŵaƌk is ƌeƋuiƌed heƌe. NaŵelǇ, that the issue of duƌaioŶ has usuallǇ ďeeŶ appƌoaĐhed 
ďǇ applǇiŶg Ŷaƌƌaiǀe theoƌǇ. As Gƌeek ilŵ sĐieŶist Eletheƌia ThaŶouli has oďseƌǀed, ŵost 
ilŵ theoƌists ǁelĐoŵe the ǁoƌk of GĠƌaƌd GeŶete oŶ iŵe-ƌelaioŶs iŶ liteƌaƌǇ Ŷaƌƌaiǀes as a 
useful tool foƌ ideŶifǇiŶg this pheŶoŵeŶoŶ iŶ ĐiŶeŵaiĐ Ŷaƌƌaiǀes as ǁell.ϰϲϬ IŶ geŶeƌal teƌŵs 
ǁe ĐaŶ speak of a faďula duƌaioŶ, a syuzhet duƌaioŶ oƌ the so-Đalled ͞pƌojeĐioŶ iŵe͟ as 
ideŶiied ďǇ Boƌdǁell.ϰϲϭ OŶ a ŵoƌe liŵited sĐale, duƌaioŶ ĐaŶ ŵaŶifest itself iŶ fouƌ foƌŵs as 
ideŶiied ďǇ GeŶete: ellipsis, suŵŵaƌǇ, sĐeŶe aŶd pause.ϰϲϮ 

Hoǁeǀeƌ, iŶ this Đase, the haŶdliŶg of the ŶoioŶ of duƌaioŶ iŶ Ŷaƌƌaiǀe theoƌǇ as oŶe of the 
Đategoƌies of iŵe is of lesseƌ iŶteƌest.ϰϲϯ Although GeŶete s͛ ǁoƌk ƌegaƌdiŶg speed ;duƌaioŶͿ 
iŶ a Ŷaƌƌaiǀe ŵaǇ ďe of iŶteƌest iŶ the Đase of sloǁ ĐiŶeŵaϰϲϰ, if the foĐus ƌeŵaiŶs oŶ the 
fuŶĐioŶalist peƌspeĐiǀe of the Ŷaƌƌaiǀe, theŶ suĐh aŶ ͞oďjeĐiǀist deiŶiioŶ͟ as “teƌŶďeƌg 
Ŷaŵes GeŶete s͛ posiioŶ iŶ aŶotheƌ ĐoŶteǆtϰϲϱ is of less use. IŶstead, usiŶg “teƌŶďeƌg oŶĐe 
agaiŶ, ͞Ǉou ĐaŶ͛t ďƌiŶg Ŷaƌƌaiǀe s͛ seƋueŶĐes iŶto ƌelaioŶ, faƌ less keep shitiŶg that ƌelaioŶ 
fƌoŵ oŶe ǁoƌk oƌ ƌeadiŶg oƌ ŵoŵeŶt to aŶotheƌ, eǆĐept iŶ a puƌposiǀe light.͟ ϰϲϲ 
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4�4 I�����������y, ��� ���� �f ���� ������ �����y f��� ���� ��� ����� �f �q��v������ – ������� ��� �������� �f 
f�����, �y�z��� ��� ������ ���� ��� �q���. E��f������ T�������, �������� �������� �� ���������� ����� ��� �����
��������� ������, ������� ���� ���� �q��v������ ���������� ��� ����� ��� �� ������ ������� ��� �����y ������ 
�� ������ ���� ��� ���� ����� ���� �����. E��f������ T������� Post-Classical Cinema: An international Poetics of 
Film Narration, L�����, 200�, �. ���. 
4�5 M��� S�������� Narrativity: From Objectivist to Functional Paradigm in Poetics Today, 3�:3 ����� 20�0�, �. 
�05.
4�� M��� S�������� Narrativity: From Objectivist to Functional Paradigm in Poetics Today, 3�:3 ����� 20�0�, �. 
�38.
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With this ƋuotaioŶ fƌoŵ “teƌŶďeƌg the ĐiƌĐle Đloses - as ŵeŶioŶed at the ďegiŶŶiŶg of 
the Đhapteƌ, “peƌďeƌ aŶd WilsoŶ ĐoŶsideƌ stǇle as a deŵoŶstƌaioŶ of ƌeleǀaŶĐe. Thus, the 
ilŵŵakeƌ usiŶg ĐeƌtaiŶ stǇlisiĐ deǀiĐes has also ĐoŶsideƌed the efeĐts theǇ ĐaŶ haǀe oŶ theiƌ 
audieŶĐe.  Although the pƌeseŶt studǇ is Ŷot foĐused deteĐiŶg liŶks ďetǁeeŶ a ilŵŵakeƌ s͛ 
peƌsoŶalitǇ aŶd the iŶlueŶĐe it has oŶ his ilŵs, a ƋuotaioŶ fƌoŵ aŶ iŶteƌǀieǁ ǁith Fƌed 
KeleŵeŶ iŶ ǁhiĐh he piŶpoiŶts the faĐt that foƌ hiŵ it is iŵpoƌtaŶt to giǀe the audieŶĐe iŵe to 
thiŶk of theŵselǀes is ǀeƌǇ iiŶg:

Foƌ ŵe it s͛ ǀeƌǇ iŵpoƌtaŶt to giǀe aŶ audieŶĐe the feeliŶg foƌ iŵe, aŶd to ƌeĐogŶise 
aŶd eǆpeƌieŶĐe iŵe oŶ itself ;…Ϳ Also I ďelieǀe theƌe is a ĐeƌtaiŶ ŵoŵeŶt ǁheŶ phǇsiĐal 
iŵe tƌaŶsfoƌŵs iŶto ŵetaphǇsiĐal iŵe, ǁheŶ the sĐƌeeŶ looks ďaĐk to Ǉou, Ǉou aƌe 
Ŷot oŶlǇ foĐussed oŶ the sĐƌeeŶ, Ǉou staƌt to thiŶk aďout Ǉouƌself, thiŶgs ǁhiĐh Ǉou 
eǆpeƌieŶĐe iŶ Ǉouƌ life ǁhiĐh aƌe siŵilaƌ ǁith ǁhat Ǉou see oŶ sĐƌeeŶ. “o Ǉou aƌe ǀeƌǇ 
ŵuĐh ǁalkiŶg iŶside Ǉouƌself, foƌ eǆaŵple, ǁheŶ Ǉou ǁalk ǁith soŵeoŶe oŶ a sĐƌeeŶ.ϰϲϳ 

This idea of KeleŵeŶ s͛ eǆeŵpliies the Đlaiŵ that iŶ sloǁ ĐiŶeŵa the iŶteƌpƌetaioŶ is Ŷot 
alǁaǇs the ŵost suitaďle stƌategǇ iŶ ĐoŵiŶg to gƌips ǁith these peĐuliaƌ ilŵs. IŶ ĐoŵpaƌisoŶ, 
fast-paĐed HollǇǁood ĐiŶeŵa oƌ ŶeǁsĐasts giǀe iŶfoƌŵaioŶ oŶlǇ, ďut loŶg takes giǀe Ǉou 
aŶ eǆpeƌieŶĐe, ǁhiĐh is ǀeƌǇ iŶdiǀidual. This is the ǀeƌǇ ƋualitǇ of sloǁ ĐiŶeŵa. This opiŶioŶ 
of KeleŵeŶ ƌelates to LisaŶdƌo AloŶso ǁho also uŶdeƌsĐoƌes the ŵeaŶiŶg of the ǀieǁeƌ iŶ 
the pƌoĐess of uŶdeƌstaŶdiŶg the ilŵ. DuƌiŶg the aŶalǇsis of the Đase eǆaŵple Liverpool this 

pƌojeĐt pƌoposed the ĐoŶĐept of pƌeseŶĐe as a possiďilitǇ iŶ hoǁ to gaiŶ aĐĐess to the ƋuiƌkǇ 
Ŷaƌƌaiǀes of sloǁ ĐiŶeŵa. IŶ ĐoŶĐlusioŶ aďout paƌaŵetƌiĐitǇ, this studǇ agaiŶ eŵphasizes that 
soŵe kiŶd of the uteƌaŶĐe ;aĐĐoƌdiŶg to the ‘eleǀaŶĐe theoƌǇͿ oƌ iŶteƌpƌetaioŶ ;BoƌdǁellͿ 
oƌ oďseƌǀaioŶ of the stǇlisiĐ ǀaƌietǇ ;BoƌdǁellͿ, aƌe Ŷot the oŶlǇ possiďle ƌoutes to ďe takeŶ 
duƌiŶg the ǀieǁiŶg. The afeĐiǀe diŵeŶsioŶ has to also ďe ĐoŶsideƌed ;as KeleŵeŶ suďsuŵed 
uŶdeƌ the ŶoioŶ of ͞eǆpeƌieŶĐe͟ iŶ the ƋuotaioŶ aďoǀeͿ. Thus, a siŶgle stǇlisiĐ featuƌe ĐaŶ 
geŶeƌate difeƌeŶt efeĐts oŶ the ǀieǁeƌ. The tǁo ĐlosiŶg Đase studies of this suƌǀeǇ ǁill ďe 
dediĐated to these ͞otheƌ͟ efeĐts sloǁ ilŵs ĐaŶ haǀe oŶ theiƌ audieŶĐe. Wheƌeas the ilŵ 
Blissfully Yours highlights the difeƌeŶt afeĐiǀe efeĐts a ilŵ ĐaŶ geŶeƌate, Colossal Youth 

uŶdeƌliŶes the iŵpossiďilitǇ of ĐoŵŵuŶiĐaioŶ that ĐaŶ also aƌise duƌiŶg the sĐƌeeŶiŶg of suĐh 
a ilŵ.

4�7 R����� C������� There Must Be an Outside, O������ 2005, �v������� �� ����://���.f����������.���/����/
�����v����/�����v����.���� �A������� 0�.�0. 20�2�.
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5. Blissfully Yours (dir. Apichatpong Weerasethakul, Thailand, 2002)468 – ŵoods, hapiĐ 
eǆperieŶĐe aŶd redeiŶiioŶ of iŵŵersioŶ

The Ŷeǆt eǆaŵple Đoŵes fƌoŵ a ĐouŶtƌǇ that has oŶlǇ ƌeĐeŶtlǇ ďeeŶ plaĐed oŶ the ĐiŶeŵaiĐ 
ŵap. That is due to ilŵŵakeƌ ApiĐhatpoŶg Weeƌasethakul, ǁhoŵ ilŵ ĐƌiiĐs hail as oŶe of the 
ŵost iŵpoƌtaŶt ŵeŵďeƌs of sloǁ ĐiŶeŵa. 
Jaŵes QuaŶdt, iŶ the iŶtƌoduĐtoƌǇ Đhapteƌ to his ďook aďout ApiĐhatpoŶg, uŶdeƌliŶes the 
ĐhalleŶge that faĐes ilŵ ĐƌiiĐs iŶ tƌǇiŶg to desĐƌiďe his ilŵs. This is the ƌeasoŶ ǁhǇ the ŵost 
fƌeƋueŶtlǇ used tƌope foƌ his ǁoƌk is the ͞ŵǇsteƌious oďjeĐt͟469, ǁhiĐh aĐtuallǇ is a ƌefeƌeŶĐe 
to his iƌst featuƌe-leŶgth ilŵ, Mysterious Object at Noon (2000).

This posiioŶ seeŵs to jusifǇ the Đlaiŵ that it ǁill ďe a diiĐult uŶdeƌtakiŶg foƌ a ƌeseaƌĐheƌ 
to gƌasp Blissfully Yours iŶ theoƌeiĐal teƌŵs. As iŶ the pƌeǀious Đhapteƌs, a ĐoŶĐise desĐƌipioŶ 
of eǀeŶts happeŶiŶg oŶsĐƌeeŶ ǁill ďe ofeƌed. UŶlike iŶ the otheƌ pƌeǀiouslǇ aŶalǇzed sloǁ 
ĐiŶeŵa eǆaŵples, eǀeƌǇ episode iŶ Blissfully Yours is ŵade up of seǀeƌal shots, aŶd theƌefoƌe 
it isŶ͛t that shot that is deĐisiǀe ďut ƌatheƌ the episode. Foƌ that ƌeasoŶ the episode as a ǁhole 
is the pƌopeƌ ĐƌiteƌioŶ iŶ the eǆpliĐaioŶ of the ilŵ s͛ stƌuĐtuƌe. EǀeŶ ŵoƌe, the thesis heƌeiŶ is 
that the atŵospheƌe is the leadiŶg Ŷaƌƌaiǀe pƌiŶĐiple of Blissfully Yours, aŶd a ĐhaŶge iŶ toŶe 
ŵaǇ ĐoiŶĐide Ŷot oŶlǇ ǁith the ďegiŶŶiŶg of a Ŷeǁ episode, ďut the eŶiƌe aĐt. OďǀiouslǇ the 
faĐt that a Ŷeǁ eŵoioŶal toŶe is pƌeǀailiŶg iŶ a Ŷeǁ episode is ŶothiŶg Ŷeǁ oƌ uŶusual. The 
difeƌeŶĐe iŶ Blissfully Yours is the iŵpoƌtaŶĐe of atŵospheƌe. NaŵelǇ, as pƌopeƌ Ŷaƌƌaiǀe 
deǀelopŵeŶts ŵaǇ ďe laĐkiŶg, the atŵospheƌe assuŵes the ƌole of a kiŶd of a stoƌǇtelleƌ. 
Thus iŶ the desĐƌipioŶ of ilŵ s͛ plot, the aĐts aƌe alƌeadǇ stƌuĐtuƌed aƌouŶd the pƌeǀailiŶg 
atmosphere or tone they contain.

The desĐƌipioŶ ǁill ďe folloǁed ďǇ aŶ aŶalǇsis of the ilŵ s͛ ĐoŶstƌuĐioŶ pƌiŶĐiples iŶ ƌegaƌds 
to its degƌee of ŶaƌƌaiǀeŶess aŶd the ƌole of atŵospheƌe ǁithiŶ it. This ǁill ďe folloǁed ďǇ 
aŶ ateŵpt to ĐoŶŶeĐt the seŶsualitǇ aŶd atŵospheƌe that doŵiŶate the ilŵ ǁith possiďle 
audieŶĐe ƌeaĐioŶs, eǆpƌessiŶg the ǀieǁ that iŶ Blissfully Yours the iŵŵeƌsioŶ iŶto the iŵage is 
the foƌegƌouŶdiŶg ƌeĐepioŶ stƌategǇ of the ilŵ.
JeŶs Edeƌ, poŶdeƌiŶg oŶ hoǁ to desĐƌiďe aŶd aŶalǇze the afeĐiǀe ƌeaĐioŶs to a ilŵ, 
suggests a thƌee-step ŵodel. It ǁill alǁaǇs eŶĐoŵpass thƌee ĐoŵpoŶeŶts: a desĐƌipioŶ of 
the afeĐiǀe ƌeaĐioŶs to a ilŵ; a sǇsteŵaiĐ desĐƌipioŶ of the pƌopeƌies of the ilŵ; aŶd a 
liŶkiŶg hǇpothesis.470 Hoǁeǀeƌ, Edeƌ aĐkŶoǁledges the ĐoŵpleǆitǇ faĐiŶg the ƌeseaƌĐheƌ as the 

468 Apichatpong Weerasethakul was born in Bangkok, Thailand in 1970. The ilm under discussion actually 
comes from the early years of his oeuvre – it was his second full-length feature, but it already received 
international recognition resulting in the Un Certain Regard prize at the Cannes Film Festival in 2002. His 
greatest success to date is the Palme d´Or received at Cannes in 2010 for the ilm Uncle Boonmee Who Can 
Recall His Past Lives, which is also his best-known ilm.
469 James Quandt Resistant to Bliss. Describing Apichatpong in James Quandt (ed.) Apichatpong 
Weerasethakul, Vienna, 2009, p. 14.
470 Jens Eder Analyzing Affective Reactions to Films. Towards an Integrative Model in SPIEL (Siegener 
Periodikum zur Internationalen Empirischen Literaturwissenschaft), Vol. 22, 2003, p. 274.
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ĐoŶŶeĐioŶs ďetǁeeŶ the ilŵiĐ stƌuĐtuƌes aŶd the afeĐiǀe ƌeaĐioŶs eliĐited ďǇ aŶ aƌtǁoƌk aƌe 
loose, assoĐiaiǀe, ĐoŶteǆt-depeŶdeŶt aŶd/oƌ pƌoďaďilisiĐ.471 This is also aŶ issue ĐoŶĐeƌŶiŶg 
the ilŵ iŶ ƋuesioŶ. 
The iƌst pƌoďleŵ ĐoŶfƌoŶiŶg a ƌeseaƌĐheƌ iŶteŶdiŶg to sĐƌuiŶize Blissfully Yours is the 

uŶpƌediĐtaďilitǇ of the audieŶĐe s͛ eŵoioŶal ƌespoŶses. OďǀiouslǇ, if iŶ Đases of ightlǇ ploted 
HollǇǁood Ŷaƌƌaiǀes the ǀieǁeƌ s͛ ƌeaĐioŶs aƌe ĐalĐulated ďeĐause the ilŵ is desigŶed to 
eliĐit paƌiĐulaƌ ƌespoŶses, theŶ all the ƋuiƌkǇ Ŷaƌƌaiǀes usuallǇ suďsuŵed uŶdeƌ aƌt ĐiŶeŵa 
ofeƌ Ŷo path that ǁould aŶiĐipate ĐeƌtaiŶ ƌeaĐioŶs.
EǀeŶ ŵoƌe, suggesioŶs heƌeiŶ ƌegaƌdiŶg ǁhiĐh aspeĐts of afeĐiǀe foƌŵs of eǆpeƌieŶĐe aƌe 
most prominent in Blissfully Yours aƌe spaƌse foƌ seǀeƌal ƌeasoŶs. Fiƌst of all, Blissfully Yours 

iŶǀites us to iŶĐoƌpoƌate iŶto ouƌ ilŵ aŶalǇsis ǀoĐaďulaƌǇ suĐh teƌŵs as iŵŵeƌsioŶ aŶd afeĐiǀe 
eǆpeƌieŶĐe, teƌŵs that ĐiŶeŵa studies haǀe staƌted to paǇ ateŶioŶ to oŶlǇ duƌiŶg the last 
deĐades. OŶe ŵight thiŶk that the ƌeseaƌĐh oŶ ǁhiĐh this studǇ ƌelies ǁould ďe ŵaŶageaďle. 
The situaioŶ is eǀeŶ ǁoƌse – it seeŵs theƌe aƌeŶ͛t aŶǇ studies oŶ these suďjeĐts that take 
aƌt ĐiŶeŵa as Đase eǆaŵples. Thus, this studǇ ĐaŶ oŶlǇ ofeƌ speĐulaioŶs ďased oŶ suďjeĐiǀe 
eǆpeƌieŶĐe ǁith Ŷo authoƌitaiǀe ƋuotaioŶs fƌoŵ ƌespeĐtaďle souƌĐes that ǁould suďstaŶiate 
the claims. 

As ŵeŶioŶed, Blissfully Yours is a ǀeƌǇ ƋuiƌkǇ eǆaŵple ǁithiŶ ǁoƌld ĐiŶeŵa. The poiŶt of 
depaƌtuƌe is a stateŵeŶt ďǇ Caƌl PlaŶiŶga, ǁho assuŵes that fouƌ aspeĐts ǁoƌk togetheƌ iŶ 
the ilŵ ǀieǁiŶg eǆpeƌieŶĐe: ŵood, eŵoioŶ, ďodilǇ ƌespoŶses aŶd ĐogŶiioŶ.472 The ĐoŶteŶioŶ 
heƌeiŶ is, hoǁeǀeƌ, that iŶ Blissfully Yours the iƌst thƌee faĐtoƌs aƌe foƌe-gƌouŶded iŶ a ǁaǇ 
that is uŶusual eǀeŶ foƌ aƌt ĐiŶeŵa, thus leaǀiŶg eǀeŶ eǆpeƌieŶĐed ilŵ ĐƌiiĐs stuŶŶed. This 
efeĐt has ďeeŶ aĐhieǀed ďǇ puƌposefullǇ disseŵiŶaiŶg leŶgthǇ episodes ǁith a loǁ deŶsitǇ 
of eŵoioŶal iŶfoƌŵaioŶ ;speakiŶg iŶ teƌŵs of Gƌeg M. “ŵithͿ aĐƌoss the ilŵ, ǁhiĐh at iƌst 
ŵight souŶd ĐoŶtƌadiĐtoƌǇ. AddiioŶallǇ, these episodes aƌe eitheƌ eǀeŶtless oƌ theǇ ĐoŶtaiŶ 
eǀeŶts of a loǁ leǀel of ŶaƌƌaiǀitǇ. What ǁe aƌe let ǁith aƌe a lot of ǀeƌǇ ŵoodǇ episodes that, 
as a ďodilǇ efeĐt, eliĐit iŵŵeƌsioŶ iŶto the iĐioŶal ǁoƌld. AŶd to eŶd – a suggesioŶ of hoǁ to 
ĐoŶŶeĐt the hǇpothesis oŶ the ƌeĐepioŶ of Blissfully Yours ǁith the ‘eleǀaŶĐe theoƌǇ.
 

ϱ.ϭ. DesĐripioŶ of the ilŵ’s struĐture: 
Setup (Minutes 1 – 49)

The ilŵ ďegiŶs ǁith aŶ episode at a doĐtoƌ s͛ oiĐe. A ǇouŶg ŵaŶ aŶd tǁo ǁoŵeŶ – oŶe 
ǇouŶgeƌ, oŶe oldeƌ – haǀe Đoŵe to the doĐtoƌ ďeĐause of a ƌash oŶ the ŵaŶ s͛ skiŶ. While the 
doĐtoƌ does a ďlood test, the ǇouŶgeƌ ǁoŵaŶ leaǀes. The oldeƌ ǁoŵaŶ tƌies to get a health 
ĐeƌiiĐate foƌ the ǇouŶg ŵaŶ, ďut the doĐtoƌ ƌefuses to issue it ďeĐause the ŵaŶ has Ŷo ID. 

471 Jens Eder Analyzing Affective Reactions to Films. Towards an Integrative Model in SPIEL (Siegener 
Periodikum zur Internationalen Empirischen Literaturwissenschaft), Vol. 22, 2003, p. 283.
472 Carl Plantinga Art Moods and Human Moods in Narrative Cinema in New Literary History, Vol. 43, Nr. 3, 
Summer 2012, p. 460.
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The oldeƌ ǁoŵaŶ does Ŷot ǁaŶt to leaǀe the ƌooŵ uŶil the doĐtoƌ issues a ĐeƌiiĐate, ďut she 
ƌefuses to ďƌeak the laǁ. While iŶ the Ŷeǆt shot ǁe see the doĐtoƌ iŶ ĐoŶǀeƌsaioŶ ǁith the 
Ŷeǆt paieŶt aďout a heaƌiŶg aid, the oldeƌ ǁoŵaŶ aŶd the ŵaŶ leaǀe thƌough the dooƌ iŶ the 
ďaĐk. The Đaŵeƌa staǇs iŶ the doĐtoƌ s͛ ƌooŵ oďseƌǀiŶg the ĐoŶǀeƌsaioŶ ďetǁeeŶ the doĐtoƌ, 
heƌ Ŷeǆt paieŶt aŶd his daughteƌ. The shot eŶds iŶ the ŵiddle of a seŶteŶĐe.
IŶ seǀeƌal shot thƌoughout the ilŵ the oldeƌ ǁoŵaŶ aŶd the ŵaŶ head to the ŵaƌket. As 
soŵeďodǇ Đalls out to the oldeƌ ǁoŵaŶ, ǁe leaƌŶ heƌ Ŷaŵe is OƌŶ; the ǇouŶgeƌ ǁoŵaŶ is the 
giƌlfƌieŶd of the ǇouŶg ŵaŶ.
IŶ seǀeƌal shots ǁe ǁitŶess OƌŶ aŶd the ǇouŶg ŵaŶ aƌƌiǀiŶg at a goǀeƌŶŵeŶt oiĐe, ǁhiĐh, as 
it tuƌŶs out, is the ǁoƌkplaĐe of “iƌote – OƌŶ s͛ husďaŶd. We also leaƌŶ that the ǇouŶg ŵaŶ is 
Đalled MiŶ. “iƌote ĐƌiiĐizes OƌŶ foƌ failiŶg to get a health ĐeƌiiĐate foƌ MiŶ. IŶ this episode ǁe 
leaƌŶ the Ŷaŵe of the ǇouŶg giƌl - it is ‘ooŶg, aŶd she ƌegulaƌlǇ giǀes ŵoŶeǇ to OƌŶ, ďut ǁe 
Ŷeǀeƌ leaƌŶ ǁhǇ. 
The ĐoŶǀeƌsaioŶ tuƌŶs to OƌŶ s͛ ǁish to haǀe aŶotheƌ Đhild, ďut “iƌote seeŵs ƌeluĐtaŶt as the 
seĐoŶd Đhild Đould dƌoǁŶ as the iƌst did.
MiŶ sits oŶ a ďeŶĐh aŶd a stƌaŶgeƌ pƌoposes to eat togetheƌ, ďut MiŶ ĐaŶŶot talk to hiŵ. WheŶ 
OƌŶ Đoŵes, the stƌaŶgeƌ Đeases to ďotheƌ MiŶ. OƌŶ leaǀes thƌough the dooƌ oŶ the let. “iƌote 
aŶd a Đolleague eŶteƌ, aŶd he iŶtƌoduĐes MiŶ as his Ŷepheǁ fƌoŵ the ĐouŶtƌǇside.
At this poiŶt it should ďe Ŷoted that MiŶ has Ǉet to talk. As ǁe leaƌŶ fƌoŵ the ĐoŶǀeƌsaioŶ at 
the doĐtoƌ s͛ oiĐe the ǇouŶg ŵaŶ ĐaŶŶot aŶsǁeƌ ƋuesioŶs hiŵself ďeĐause of his soƌe thƌoat. 
But iŶ the due Đouƌse ǁe uŶdeƌstaŶd that he pƌoďaďlǇ doesŶ͛t talk iŶ oƌdeƌ to hide his ďad 
Thai, ďeĐause he is pƌoďaďlǇ illegallǇ iŶ ThailaŶd.
A paŶoƌaŵiĐ Đlose-up of difeƌeŶt tuďes aŶd jaƌs of Đƌeaŵs. OƌŶ aŶd “iƌote s͛ Đolleague sit at 
a taďle ĐhoppiŶg ǀegetaďles. IŶ a Đlose-up ǁe see hoǁ OƌŶ ŵiǆes ǀegetaďles iŶto the Đƌeaŵ. 
WheŶ “iƌote Đoŵes iŶ aŶd asks ǁhat the tǁo of theŵ aƌe doiŶg, OƌŶ ofeƌs hiŵ a taste of the 
ǀegetaďle aŶd Đƌeaŵ ŵiǆ aŶd he aĐĐepts. We leaƌŶ that OƌŶ is to ǀisit ‘ooŶg at the faĐtoƌǇ. The 
episode at “iƌote s͛ oiĐe lasts foƌ teŶ ŵiŶutes.
IŶ tǁo shots ǁe ǁitŶess OƌŶ aŶd MiŶ leaǀiŶg the ďuildiŶg aŶd geiŶg iŶto a Đaƌ. OƌŶ applies 
Đƌeaŵ oŶ MiŶ s͛ aƌŵ.
The Đaƌ staƌts to ŵoǀe aŶd the Đaŵeƌa is posiioŶed fƌoŵ ďehiŶd so a ghost-ƌide efeĐt oĐĐuƌs, 
lasiŶg a ŵiŶute aŶd a half. Ateƌ tǁo Ƌuite shoƌt shots iŶside the Đaƌ theƌe is aŶotheƌ ghost-ƌide 
shot foƌ half a ŵiŶute, iŶ ǁhiĐh ǁe see “iƌote s͛ Đolleague ToŵŵǇ appƌoaĐhiŶg oŶ a ŵotoƌĐǇĐle. 
IŶ seǀeƌal shots he tƌies to ĐatĐh OƌŶ s͛ ateŶioŶ – he has a plasiĐ ďag ǁith heƌ ǀegetaďles. TheŶ 
Đoŵes a shot ǁith the Đaŵeƌa posiioŶed iŶ fƌoŶt of the Đaƌ lookiŶg ahead. This ghost-ƌide-like 
shot lasts foƌ alŵost a ŵiŶute. TheŶ a Đut to the iŶteƌioƌ of the Đaƌ, folloǁed ďǇ aŶotheƌ ghost-
ƌide shot fƌoŵ the fƌoŶt of the Đaƌ, uŶil the Đaƌ aƌƌiǀes at a gate that opeŶs. Jaŵes QuaŶdt 
uŶdeƌliŶes the aggƌessiǀe ŵode of this episode, ǁhiĐh is uŶdeƌliŶed ďǇ OƌŶ saǇiŶg ͞I feel like 
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hiiŶg soŵeoŶe ,͟473 ďut it ĐaŶ also ďe uŶdeƌstood as heƌ ƌeaĐioŶ to the ĐƌazǇ ŵotoƌĐǇĐlist iŶ 
fƌoŶt of heƌ ;ToŵŵǇ, ǁhoŵ she does Ŷot ƌeĐogŶizeͿ, ǁho distuƌďs heƌ dƌiǀiŶg.
As peƌ usual iŶ ApiĐhatpoŶg ilŵs, the ƌeasoŶ ǁhǇ ToŵŵǇ tƌies to ĐatĐh OƌŶ s͛ ateŶioŶ isŶ͛t 
eǆplaiŶed. “o the Ŷaƌƌaiǀe fuŶĐioŶ of the shots is Ŷot of pƌiŵe ĐoŶĐeƌŶ heƌe.
At the faĐtoƌǇ gate a guaƌd ĐheĐks OƌŶ s͛ dƌiǀeƌ s͛ liĐeŶse. Wheƌeas OƌŶ ĐaŶ dƌiǀe oŶ the teƌƌitoƌǇ, 
MiŶ has to staǇ at the guaƌd house.
A Đlose-up of a haŶd paiŶiŶg a gǇpsuŵ iguƌe. TheŶ ‘ooŶg staŶds up aŶd leaǀes. Ateƌ a talk 
ǁith a ŵaŶageƌ she gets the ateƌŶooŶ of, ďut he ǁaƌŶs heƌ Ŷot to ďƌiŶg the Buƌŵese ŵaŶ 
;MiŶͿ to the faĐtoƌǇ agaiŶ. ‘ooŶg desĐƌiďes hiŵ as OƌŶ s͛ gaƌdeŶeƌ. As at the ďegiŶŶiŶg of the 
ilŵ ǁheŶ MiŶ ǁas pƌeseŶted as “iƌote s͛ Ŷepheǁ fƌoŵ the ĐouŶtƌǇside, his ƌeal oƌigiŶ ďeĐoŵes 
ŵoƌe aŶd ŵoƌe oďsĐuƌe. It seeŵs that ǁe ĐaŶŶot ƌelǇ oŶ ǁhat ǁe͛ƌe told, aŶd haǀe to ƌatheƌ 
ƌelǇ oŶ the iŵage. MiŶ s͛ sileŶĐe seeŵs to suppoƌt this hǇpothesis.
IŶ the paƌkiŶg lot the ǁoŵeŶ Ƌuaƌƌel oǀeƌ ‘ooŶg s͛ ǀeƌǇ eǆpeŶsiǀe Đƌeaŵ, ǁhiĐh OƌŶ has Ŷoǁ 
destƌoǇed ďǇ puiŶg ǀegetaďles iŶ it. ‘ooŶg giǀes OƌŶ soŵe ŵoŶeǇ. OƌŶ leaǀes the faĐtoƌǇ oŶ 
the ŵotoƌĐǇĐle, ǁhile ‘ooŶg aŶd MiŶ go ďǇ Đaƌ.
IŶ the Đaƌ, theǇ hold theiƌ haŶds. These iŵages alteƌŶate ǁith ghost-ƌide shots of sĐeŶeƌǇ 
outside the Đaƌ s͛ ǁiŶdoǁ, oƌ fƌoŵ the ďaĐk of the Đaƌ. The episode lasts foƌ fouƌ ŵiŶutes aŶd 
ǁhile the Đaŵeƌa ilŵs the ǀieǁ fƌoŵ the fƌoŶt ǁiŶdoǁ, the opeŶiŶg itles of the ilŵ appeaƌ 
to the souŶd of a Thai pop soŶg. DuƌiŶg the seƋueŶĐe theƌe is aŶ iŶteƌĐhaŶge of difeƌeŶt shots 
of the Đaƌ s͛ iŶteƌioƌ aŶd ghost-ƌide shots of the passiŶg sĐeŶeƌǇ. WheŶ the opeŶiŶg itles aŶd 
pop soŶg aƌe oǀeƌ, the Đaƌ ĐoŶiŶues its jouƌŶeǇ ǁith a ǀieǁ fƌoŵ the fƌoŶt ǁiŶdoǁ, ďut iŶ the 
of-sĐƌeeŶ ǁe heaƌ MiŶ s͛ ǀoiĐe eǆplaiŶiŶg that he ǁaŶted to ďƌiŶg ‘ooŶg heƌe - ďeĐause she 
had a bad day.

CoŵpliĐaiŶg aĐioŶ ;ŵiŶutes 5Ϭ - ϳϬͿ - Pastoƌal
Ateƌ steppiŶg out of the Đaƌ, MiŶ aŶd ‘ooŶg Đƌoss a ŵeadoǁ iŶto the juŶgle ǁheƌe MiŶ 
uŶdƌesses ďeĐause the ĐlothiŶg Đauses hiŵ paiŶ. TheǇ ĐoŶiŶue to ǁalk thƌough the juŶgle foƌ 
appƌoǆ. eight ŵiŶutes uŶil theǇ ƌeaĐh a spot ǁith a ǀieǁ. Theƌe theǇ set a piĐŶiĐ Đloth.
MiŶ eats uŶkŶoǁŶ ďeƌƌies; ‘ooŶg joiŶs hiŵ aŶd theǇ saŵple soŵe otheƌ ďeƌƌies, theŶ theǇ 
kiss aŶd ďegiŶ ŵakiŶg out ďut haǀe to stop ďeĐause MiŶ s͛ skiŶ huƌts. TheǇ ĐoŶiŶue to eat 
ďeƌƌies; ‘ooŶg stops MiŶ s͛ appƌoaĐhes. 
The Đouple ƌetuƌŶ to the spot oŶ the Đlif aŶd staƌt to piĐŶiĐ. “upeƌiŵposed ǁƌiiŶg appeaƌs 
oǀeƌ the iŵage aŶd MiŶ s͛ ǀoiĐe iŶ the of speaks ǁhat is ǁƌiteŶ. He eǆplaiŶs that ‘ooŶg taught 
hiŵ Thai. Ateƌ aŶotheƌ ŵiŶute of piĐŶiĐkiŶg a supeƌiŵposed dƌaǁiŶg appeaƌs depiĐiŶg a giƌl 
ǁith a loǁeƌ ;?Ϳ – it disappeaƌs ateƌ seǀeƌal seĐoŶds. 
The piĐŶiĐ Đloth is oǀeƌuŶ ďǇ aŶts, so the Đouple deĐides to tƌǇ aŶotheƌ spot.

473 James Quandt Resistant to Bliss. Describing Apichatpong in James Quandt (ed.) Apichatpong 
Weerasethakul, Vienna, 2009, p. 49.
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DeǀelopŵeŶt ;ŵiŶutes ϳϭ - ϴϭͿ IŶteƌĐouƌse iŶ the ǁoods
Quite a loŶg staiĐ shot shoǁs OƌŶ haǀiŶg seǆ ǁith heƌ loǀeƌ ToŵŵǇ, ǁhiĐh alteƌŶates ǁith 
OƌŶ s͛ suďjeĐiǀe poiŶt of ǀieǁ oŶ the suŶ shiŶiŶg ďehiŶd the tƌee leaǀes. ToŵŵǇ thƌoǁs a used 
ĐoŶdoŵ aǁaǇ. Thus ǁe ĐaŶ iŶfeƌ that OƌŶ s͛ desiƌe to haǀe ĐhildƌeŶ is Ŷot goiŶg to ďe fulilled. 
“hots of sileŶĐe aŶd the Đouple ƌesiŶg alteƌŶate ǁith OƌŶ s͛ suďjeĐiǀe poiŶt of ǀieǁ of the 
suŶ ďehiŶd the tƌee ďƌaŶĐhes. ToŵŵǇ ďegiŶs to saisfǇ OƌŶ ďǇ haŶd, ďut is disƌupted ďǇ the 
souŶd of his ŵotoƌĐǇĐle – he ƌuŶs aǁaǇ to Đhase ateƌ the thief. OƌŶ staƌts to dƌess aŶd heaƌs 
guŶshots iŶ the distaŶĐe. Fade out.

 Cliŵaǆ ;ŵiŶutes ϴϮ - ϭϭϵͿ Riǀeƌ seƋueŶĐe.
A Đlose-up of a piĐŶiĐ taďle ǁith a dƌaǁiŶg of a Đouple supeƌiŵposed oŶ the iŵage. MiŶ aŶd 
‘ooŶg haǀe fouŶd a Ŷeǁ spot Ŷeǆt to a stƌeaŵ aŶd ĐoŶiŶue to piĐŶiĐ. MiŶ dƌeaŵs of iŶdiŶg 
a joď iŶ “iŶgapoƌe. He also ŵisses his faŵilǇ. ‘ooŶg Đlaiŵs that she ǁould ďe happieƌ if OƌŶ 
disappeaƌed. No oŶe likes OƌŶ, she saǇs. “he is phoŶeǇ aŶd ͞a ŵeŶtal Đase.͟  
The Đouple sits oŶ the ďaŶks of a stƌeaŵ ǁith theiƌ legs touĐhiŶg the ǁateƌ – theƌe is the souŶd 
of ƌuŶŶiŶg ǁateƌ. A dƌaǁiŶg appeaƌs ǁith teǆt staiŶg that a ďoǇfƌieŶd hit ‘ooŶg aŶd she Đƌied. 
The Đouple ĐoŶiŶues to piĐŶiĐ.
OƌŶ ǁalks thƌough the juŶgle, ďut ateƌ a ǁhile the shot is oǀeƌlaid ďǇ a dƌaǁiŶg that shoǁs 
OƌŶ ďathiŶg. “he ĐoŶiŶues to ǁaŶdeƌ thƌough the ǁoods. OƌŶ s͛ ǁalk lasts foƌ fouƌ ŵiŶutes. IŶ 
ĐoŵpaƌisoŶ to ‘ooŶg aŶd MiŶ s͛ stƌoll, the juŶgle Ŷoǁ looks hosile aŶd Đƌaŵped. OƌŶ piĐks up 
a siĐk ;iŶ oƌdeƌ to pƌoteĐt heƌself?Ϳ.
IŶ aŶ alŵost ŵiŶute-loŶg shot ǁe see ‘ooŶg giǀiŶg MiŶ a ďloǁ joď oŶ the ďaŶk of the stƌeaŵ. 
OƌŶ spies oŶ the Đouple fƌoŵ ďehiŶd a ďush, ďut theŶ joiŶs theŵ. ‘ooŶg does Ŷot seeŵ 
pleased. OƌŶ eǆplaiŶs that she ǁas lookiŶg foƌ KeŶg at aƌŵǇ aiƌ ďase ;KeŶg is a ĐhaƌaĐteƌ fƌoŵ 
ApiĐhatpoŶg s͛ lateƌ ilŵ TƌopiĐal MaladǇ!Ϳ, ďut got sĐƌatĐhed up. ‘ooŶg piies heƌ aŶd iŶǀites 
heƌ to Đoŵe iŶto the ǁateƌ. OƌŶ hesitates, ďut ‘ooŶg assuƌes heƌ that she is Ŷot goiŶg to kidŶap 
;siĐ!Ϳ heƌ. The iŶteƌpƌetaioŶ of the sĐeŶe as aŶ iŶteŶded ŵuƌdeƌ is suppoƌted ďǇ the faĐt that 
as ‘ooŶg takes OƌŶ ďǇ haŶd iŶto the ǁateƌ MiŶ Đalls out to heƌ as if seŶsiŶg that soŵethiŶg 
ďad ŵight happeŶ. ;Vieǁeƌs ǁho do Ŷot suppoƌt the ŵuƌdeƌ-thesis ĐaŶ ƌegaƌd MiŶ s͛ Đall as a 
Ŷoƌŵal aĐt of ateŶioŶ toǁaƌds ‘ooŶg.Ϳ
‘ooŶg takes OƌŶ ďǇ the haŶd aŶd the Đaŵeƌa ĐoŶĐeŶtƌates oŶ the haŶds of ďoth ǁoŵeŶ; of-
sĐƌeeŶ ‘ooŶg eŶĐouƌages OƌŶ Ŷot to ďe so teŶse aŶd ďƌiŶgs heƌ deepeƌ aŶd deepeƌ iŶto the 
stƌeaŵ. ‘ooŶg eǀeŶ saǇs that theƌe is ŶothiŶg to ďe afƌaid of ;siĐ!Ϳ. 
TheŶ, suddeŶlǇ, the atŵospheƌe of the episode ĐhaŶges – the ŵeŶaĐiŶg toŶe disappeaƌs as 
‘ooŶg diǀes iŶto the ǁateƌ, laughs aŶd splashes OƌŶ. But OƌŶ sill looks ŵistƌusfullǇ at ‘ooŶg. 
The giƌl suggests OƌŶ dip iŶto the ǁateƌ aŶd as she does so OƌŶ staƌts to sŵile, so that aŶǇ feaƌs 
of a ŵuƌdeƌ fade aǁaǇ ĐoŵpletelǇ. Fuƌtheƌ deǀelopŵeŶt suggests that ‘ooŶg eǀeŶ Đaƌes aďout 
OƌŶ ǁheŶ she asks ǁhat OƌŶ is doiŶg ǁheŶ she ǁaŶts to go deepeƌ iŶto the ǁateƌ. 
OƌŶ staƌts to sǁiŵ aŶd ďoth ǁoŵeŶ laugh at eaĐh otheƌ. A Đaƌeless, joǇful atŵospheƌe spƌeads. 
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TheŶ ‘ooŶg suddeŶlǇ slips uŶdeƌ ǁateƌ, ďut Đoŵes up ƌight aǁaǇ assuƌiŶg us that eǀeƌǇthiŶg 
is alƌight – this is aŶotheƌ poiŶt iŶ the plot ǁheŶ feaƌs aďout a ĐhaƌaĐteƌ s͛ fate Đould aƌise iŶ 
the audience.

OƌŶ iŶǀites MiŶ iŶto the ǁateƌ to haǀe a look at his skiŶ, ďut ‘ooŶg goes to the shoƌe to get the 
tuďe of Đƌeaŵ. The ǁoŵeŶ applǇ the Đƌeaŵ to MiŶ aŶd ďathe hiŵ iŶ the ǁateƌ. MiŶ eǆpƌesses 
feaƌ ďut ‘ooŶg assuƌes hiŵ that he shouldŶ͛t ďe afƌaid. 
As MiŶ loats oŶ the ǁateƌ the Đaŵeƌa ilts to the tƌees oŶ the shoƌe, aŶd iŶ the of-sĐƌeeŶ MiŶ 
ƌeads a leteƌ to his ǁife, NǇo. It seeŵs that this takes plaĐe iŶ the futuƌe. He tells heƌ that he 
has a joď as aŶ eleĐtƌiĐiaŶ iŶ Papua Neǁ GuiŶea. He asks hoǁ ‘ooŶg is doiŶg. “eeiŶg kids oŶ 
the stƌeet ƌeŵiŶds hiŵ of his oǁŶ kids, he hopes to Đoŵe ďaĐk, he ǁill leaǀe sooŶ. As so oteŶ 
iŶ this ilŵ, the leteƌ eŶds iŶ the ŵiddle of the seŶteŶĐe.
The thƌee ĐhaƌaĐteƌs Đoŵe ďaĐk to the shoƌe aŶd staƌt to dƌess. ‘ooŶg puts oŶ MiŶ s͛ tƌouseƌs. 
OƌŶ iŶsists oŶ goiŶg hoŵe ďut ‘ooŶg tells heƌ to staǇ a ǁhile ďeĐause she is haǀiŶg fuŶ.
‘ooŶg aŶd MiŶ lie oŶ the shoƌe aŶd sŶooze. OƌŶ sits Ŷeǆt to the piĐŶiĐ Đloth. At iƌst she just 
gazes iŶto the ǁateƌ, ďut theŶ she Đleaƌs the Đloth of food ďǇ dƌoppiŶg it iŶto the ǁateƌ aŶd lies 
doǁŶ. Foƌ Ŷo oďǀious ƌeasoŶ she staƌts to ĐƌǇ. OŶĐe agaiŶ the iŵage is opeŶ to iŶteƌpƌetaioŶ. 
Is she thiŶkiŶg aďout heƌ lost Đhild oƌ of the pƌoďleŵs iŶ ĐoŶĐeiǀiŶg a Ŷeǁ oŶe? Oƌ ŵaǇďe she 
ŵisses heƌ loǀeƌ ǁhose fate is uŶkŶoǁŶ at this poiŶt? 
The shot of a ĐƌǇiŶg OƌŶ lasts foƌ alŵost a ŵiŶute. TheŶ she staŶds up aŶd ĐheĐks the ĐoŶteŶts 
of ‘ooŶg s͛ puƌse. Ateƌ iŶdiŶg ŶothiŶg of iŶteƌest iŶ it, she theŶ iŶds Đigaƌetes Ŷeǆt to the 
ďags aŶd lights oŶe.
‘ooŶg takes MiŶ s͛ peŶis out of his paŶts aŶd plaǇs ǁith it – this lasts foƌ alŵost a ŵiŶute aŶd 
a half.

OƌŶ ĐoŶiŶues to sŵoke, theŶ she laǇs doǁŶ. ‘ooŶg sŶoozes ďesides MiŶ; this staiĐ shot 
ĐoŶiŶues foƌ fouƌ ŵiŶutes.

Epilogue ;ŵiŶutes ϭϭϵ – ϭϮϮͿ - EŶd of paƌadise.
A poiŶt of ǀieǁ shot of ďlue skies ǁith Đlouds foƌ tǁeŶtǇ seĐoŶds folloǁed ďǇ a laŶdsĐape ǁith 
ŵistǇ ǁoods aŶd a Đlouded skǇ displaǇed foƌ alŵost a ŵiŶute. The Ŷeǆt shot is a ǀeƌǇ shoƌt take 
oŶ ‘ooŶg s͛ ǁeepiŶg faĐe ǁhile lookiŶg iŶto the Đaŵeƌa. The ilŵ eŶds just like that, like iŶ the 
ŵiddle of a seŶteŶĐe, ǁhiĐh ǁe haǀe ǁitŶessed ďefoƌe as the diƌeĐtoƌ s͛ stƌategǇ.
The ĐlosiŶg itles ďegiŶ ǁith aŶ oǀeƌǀieǁ of ǁhat has happeŶed to the ĐhaƌaĐteƌs. MiŶ is iŶ 
BaŶgkok ǁaiiŶg foƌ a joď at a ĐasiŶo. ‘ooŶg is ďaĐk ǁith heƌ ďoǇfƌieŶd ;of ǁhoŵ ǁe kŶoǁ 
ŶothiŶg ďut that he hit heƌͿ, OƌŶ ĐoŶiŶues to ǁoƌk as aŶ eǆtƌa iŶ Thai ŵoǀies.

ϱ.Ϯ. BuildiŶg a four-aĐt sĐheŵe ǁithout a proper Đause-aŶd-efeĐt-ĐhaiŶ
Blissfully yours is a ilŵ that ďƌiŶgs the fouƌ-aĐt sĐheŵe to the edge aŶd disĐloses its ǁeakŶesses 
iŶ ƌegaƌds to aƌt ĐiŶeŵa ŶaƌƌaioŶ. “uƌe the ilŵ has a stƌuĐtuƌe of difeƌeŶt paƌts, ďut oŶlǇ 
the set-up, although iŵŵeŶselǇ eǆpaŶded, ĐoƌƌespoŶds to the ĐlassiĐal sĐheŵe as desĐƌiďed 
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ďǇ ThoŵpsoŶ. IŶ it, as is usual iŶ the iƌst paƌt of a ilŵ, ǁe eŶĐouŶteƌ ŵaiŶ ĐhaƌaĐteƌs iŶ 
theiƌ ĐhaƌaĐteƌisiĐ situaioŶs aŶd leaƌŶ aďout theiƌ aŶgeƌ aŶd Ŷeeds. But, as ŵeŶioŶed, 
ApiĐhatpoŶg leaǀes ŵaŶǇ Ŷaƌƌaiǀe paths opeŶ - foƌ eǆaŵple, at “iƌote s͛ oiĐe a Đolleague of 
his touĐhes MiŶ ǁith uŶdouďtedlǇ hoŵoseǆual iŶteŶioŶs, ďut the ilŵ does Ŷot puƌsue this 
situaioŶ fuƌtheƌ.
At the saŵe iŵe, episodes that depiĐt seŶsual situaioŶs oƌ iŵŵeƌsioŶ iŶto the iŵage aƌe 
gƌaŶted a ǀeƌǇ loŶg sĐƌeeŶ iŵe, suĐh as the ƌide iŶ a Đaƌ oƌ ĐhaƌaĐteƌs͛ haŶds touĐhiŶg 
uŶdeƌǁateƌ ;at the appƌoǆ. ϵϲth, ϭϬϬthand 106th minutes).

IŶ ĐoŵpaƌisoŶ to staŶdaƌd Đases, ApiĐhatpoŶg s͛ ilŵs aƌe a kiŶd of ŵagiĐ ďoǆ as ǀeƌǇ feǁ 
episodes deǀelop fƌoŵ aŶotheƌ. IŶ the set-up theƌe aƌe oŶlǇ tǁo ǀeƌďal hiŶts aďout ǁhat the 
ĐhaƌaĐteƌs aƌe goiŶg to do Ŷeǆt ;‘ooŶg leaǀes the doĐtoƌ s͛ oiĐe ďeĐause she has to go to 
ǁoƌk; OƌŶ ŵeŶioŶs to “iƌote that theǇ aƌe goiŶg to ǀisit ‘ooŶg at the faĐtoƌǇͿ, so that aŶ 
oǀeƌaƌĐhiŶg stoƌǇliŶe ĐaŶ ďe estaďlished. But ŵostlǇ the episodes folloǁ eaĐh otheƌ ǁith Ŷo 
paƌiĐulaƌ Đauses liŶked to pƌeǀious episodes. The ilŵ is ŵaiŶlǇ aŶ aligŶŵeŶt of episodes that 
do Ŷot deǀelop aĐĐoƌdiŶg to a Đause-aŶd-efeĐt ĐhaiŶ, ďut ƌatheƌ thƌough deǀelopiŶg eŵoioŶs 
aŶd feeliŶgs, shoǁĐasiŶg a paƌiĐulaƌ situaioŶ, ǀaƌǇiŶg the atŵospheƌe oƌ ďǇ aďsoƌďiŶg the 
audieŶĐe iŶto a tƌaŶĐe-like aĐiǀitǇ.
It ǁill ďeĐoŵe oďǀious lateƌ oŶ that giǀiŶg iŶfoƌŵaioŶ aǁaǇ ǁithout pƌopeƌlǇ eǆplaiŶiŶg it is 
oŶe of ApiĐhatpoŶg s͛ Ŷaƌƌaiǀe stƌategies. The diƌeĐtoƌ likes ĐƌeaiŶg ƌiddles. 
IŶ this studǇ s͛ opiŶioŶ the Đƌedit seƋueŶĐe eŶds the ilŵ s͛ pƌoloŶged set-up, iŶ ǁhiĐh ǁe 
eŶĐouŶteƌ the ŵaiŶ ĐhaƌaĐteƌs iŶ theiƌ ĐhaƌaĐteƌisiĐ seiŶgs – MiŶ at the hospital, OƌŶ at heƌ 
husďaŶd s͛ oiĐe aŶd ŵakiŶg heƌ ŵǇsteƌious Đƌeaŵ, aŶd ‘ooŶg at heƌ ǁoƌkplaĐe. Although 
oŶ oŶe haŶd ǁe disĐoǀeƌ iŵpoƌtaŶt faĐts aďout the ĐhaƌaĐteƌs ;foƌ eǆaŵple that MiŶ Ŷeeds 
a health ĐeƌiiĐateͿ, at the saŵe iŵe the diƌeĐtoƌ pƌoǀides us ǁith iŶfoƌŵaioŶ ǁhiĐh leads 
us astƌaǇ ;the ĐoŶfusioŶ aďout ǁhetheƌ MiŶ is “iƌote s͛ Ŷepheǁ oƌ OƌŶ s͛ gaƌdeŶeƌͿ oƌ leaǀe us 
disoƌieŶted ;What is the puƌpose of OƌŶ s͛ haŶd-ŵade Đƌeaŵ? WhǇ does ToŵŵǇ folloǁ OƌŶ? 
WhǇ does ‘ooŶg haǀe to giǀe ŵoŶeǇ to OƌŶ aŶd “iƌote?Ϳ
As ŵeŶioŶed, uŶlike iŶ otheƌ sloǁ ĐiŶeŵa ilŵs the shot is Ŷot deĐisiǀe iŶ Blissfully Yours, ďut 
ƌatheƌ the episode oƌ eǀeŶ a laƌgeƌ paƌt of Ŷaƌƌaiǀe. It seeŵs that the ilŵ s͛ Ŷaƌƌaiǀe paƌts ĐaŶ 
ďe suďsuŵed uŶdeƌ a theŵe. “o the ĐoŵpliĐated aĐioŶ ĐoƌƌespoŶds to the pastoƌal ŵood ǁith 
the ǇouŶg Đouple iŶ the juŶgle, ǁhile the deǀelopŵeŶt ŵatĐhes the seǆual iŶteƌĐouƌse ďetǁeeŶ 
OƌŶ aŶd ToŵŵǇ iŶ the ǁoods, ďut the ilŵ ƌeaĐhes its Đliŵaǆ iŶ the ƌiǀeƌ seƋueŶĐe aŶd eŶds 
ǁith the eŶd of the paƌadise looŵiŶg duƌiŶg the last feǁ ŵiŶutes of the ilŵ. The toŶe ĐhaŶges 
fƌoŵ easǇ happiŶess ;pastoƌal - ĐoŵpliĐaiŶg aĐioŶͿ, to ďodǇ-ďuĐkiŶg seǆ ;deǀelopŵeŶtͿ, theŶ 
fƌoŵ hoŵiĐidal ƌeseŶtŵeŶt to sǁeet ƌoŵaŶĐe iŶ the ƌiǀeƌ episode ;ĐliŵaǆͿ, aŶd eŶds ǁith a 
kiŶd of ŵelodƌaŵaiĐ toŶe iŶ the epilogue. These difeƌeŶĐes ďetǁeeŶ the paƌts aƌe ǁhat dƌiǀe 
the stoƌǇ fuƌtheƌ, Ŷot the Đause-aŶd-efeĐt ĐhaiŶ. EaĐh paƌt, eǆĐept the set-up, aďsoƌďs the 
ǀieǁeƌs iŶto the iŵage aŶd eǀeƌǇ ĐhaŶge iŶ toŶe pulls theŵ out of the tƌaŶĐe, ďut oŶlǇ foƌ a 
shoƌt ǁhile as the suďseƋueŶt paƌt aďsoƌďs the ǀieǁeƌ agaiŶ.
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The souŶd of loǁiŶg ǁateƌ aŶd siŶgiŶg ďiƌds fosteƌs a possiďle iŵŵeƌsioŶ iŶto the iŵage aŶd 
ďuilds up a kiŶd of tƌaŶĐe ǁheƌe the oǀeƌall atŵospheƌe of the situaioŶ is deĐisiǀe ƌatheƌ thaŶ 
the paƌiĐulaƌ aĐioŶ oŶsĐƌeeŶ. 
Ateƌ the thƌeateŶiŶg episode ǁheƌe theƌe ǁas a feaƌ that ‘ooŶg Đould dƌoǁŶ OƌŶ, eaĐh 
folloǁiŶg episode ĐoŶtaiŶs less aŶd less aĐioŶ so that the stoƌǇ Đoŵes to a halt. It iŶishes ǁith 
eŵpiŶess – the staiĐ iŵage of the laŶdsĐape that ĐaŶ ďe iŶteƌpƌeted as a stop.
IŶ aŶǇ Đase, the paƌts aƌe Ŷot eǀeŶ ƌoughlǇ eƋual to a fouƌ-aĐt sĐheŵe ;setup – ϰϵ ŵiŶutes, 
ĐoŵpliĐaiŶg aĐioŶ – ϮϬ ŵiŶutes, Đliŵaǆ – Ϯϴ ŵiŶutes, epilogue – ϰ ŵiŶutesͿ. Hoǁeǀeƌ, the 
diǀisioŶs ĐaŶŶot ďe also seeŶ as totallǇ aƌďitƌaƌǇ – theǇ ĐoƌƌespoŶd to the leŶgth of a Ŷaƌƌaiǀe 
paƌt of a paƌiĐulaƌ ŵood. But the deĐisioŶ of hoǁ loŶg suĐh a paƌt has to last is ĐoŵpletelǇ oŶ 
the ilŵŵakeƌ aŶd, as ǁe haǀe seeŶ, ApiĐhatpoŶg doesŶ͛t folloǁ a faŵiliaƌ path. The shot, the 
episode, the Ŷaƌƌaiǀe paƌt lasts as loŶg as the diƌeĐtoƌ ǁaŶts it to aŶd ĐeƌtaiŶlǇ Ŷot foƌ as loŶg 
aŶǇ ilŵ ĐƌiiĐs ǁould eǆpeĐt oƌ ilŵŵakiŶg ŵaŶual ǁould suggest.
The ilŵ eŶds ǁith a halt – a shot of the skǇ. NothiŶg is iŶ ŵoioŶ ;foƌ eǆaŵple, thƌough the 
steadǇ foƌǁaƌd-ŵoǀeŵeŶt of the ĐhaƌaĐteƌs ďǇ ƌidiŶg iŶ a Đaƌ oƌ ǁalkiŶg thƌough the juŶgleͿ. 
Although OƌŶ suggests goiŶg hoŵe, this aiŵ is Ŷot puƌsued iŶ the ilŵ – the ĐhaƌaĐteƌs aƌe 
just lǇiŶg oŶ the ƌiǀeƌďaŶk. A phƌase oteŶ heaƌd iŶ ƌefeƌeŶĐe to sloǁ ĐiŶeŵa ĐaŶ ďe applied: 
͞ŶothiŶg happeŶs .͟ At the eŶd of Blissfully Yours ŶothiŶg happeŶs aŶǇŵoƌe, theƌefoƌe the 
story has reached an end.

ϱ.ϯ. Degree of ŶarraiǀitǇ aŶd tellaďilitǇ
As desĐƌiďed aďoǀe, ŵost of the aĐiǀiies iŶ the ilŵ ǁhiĐh ĐaŶ ďe desĐƌiďed as eǀeŶts ;suĐh as 
MiŶ tƌǇiŶg to get a health ĐeƌiiĐate, OƌŶ ŵiǆiŶg a Đƌeaŵ, OƌŶ haǀiŶg seǆ, OƌŶ eǆpƌessiŶg the 
ǁish to haǀe aŶotheƌ ĐhildͿ aĐtuallǇ haǀe a ĐoŵpaƌaiǀelǇ high degƌee of tellaďilitǇ. Hoǁeǀeƌ, 
theǇ haǀe Ŷo fuƌtheƌ iŵpliĐaioŶs iŶ ilŵ s͛ Ŷaƌƌaiǀe deǀelopŵeŶt. 
IŶteƌesiŶglǇ, the ilŵ s͛ Ŷaƌƌaiǀe aĐƋuiƌes ŵoƌe stƌuĐtuƌe if ǁe look at the episodes ǁith the 
loŶgest duƌaioŶ. The ilŵ s͛ opeŶiŶg sĐeŶe at the hospital that lasts foƌ ϭϰ ŵiŶutes is the iƌst 
to Đoŵe to ŵiŶd. TheŶ theƌe aƌe the tǁo Đaƌ ƌides – OƌŶ aŶd MiŶ dƌiǀiŶg to the faĐtoƌǇ ǁheƌe 
‘ooŶg ǁoƌks aŶd theŶ ‘ooŶg aŶd MiŶ dƌiǀiŶg to the juŶgle. The episode ǁith OƌŶ at the ǁheel 
lasts foƌ ϳ ŵiŶutes; the passage fƌoŵ the ĐitǇ to the juŶgle lasts foƌ ϭϭ ŵiŶutes ;iŶĐludiŶg 
the opeŶiŶg itlesͿ. DuƌiŶg the iƌst Đaƌ ƌide OƌŶ applies Đƌeaŵ to MiŶ s͛ haŶds. Hoǁeǀeƌ, this 
is the oŶlǇ aĐiǀitǇ ďesides the jouƌŶeǇ itself that ĐaŶ ďe desĐƌiďed as haǀiŶg aŶǇ ŵeaŶiŶg iŶ 
the episode. Although ǁe heaƌd iŶ the sĐeŶe at the hospital that MiŶg has skiŶ pƌoďleŵs, ǁe 
ĐaŶŶot atest aŶǇ ŶaƌƌaiǀitǇ to the sĐeŶe iŶ the Đaƌ ďeĐause it Ǉields Ŷo fuƌtheƌ ĐoŶseƋueŶĐes. 
DuƌiŶg the dƌiǀe to the faĐtoƌǇ the ǀieǁeƌ ŵaǇ ŶoiĐe ToŵŵǇ dƌiǀiŶg a ŵotoƌĐǇĐle aŶd tƌǇiŶg to 
ĐatĐh OƌŶ s͛ ateŶioŶ, ďut, as is usual iŶ sloǁ ĐiŶeŵa, this aĐiǀitǇ is so ŵiŶusĐule – the stagiŶg 
does Ŷot diƌeĐt ouƌ ateŶioŶ to ToŵŵǇ – that it ŵaǇ easilǇ go uŶŶoiĐed. Thus, ǁhat Đoŵes 
to pƌoŵiŶeŶĐe iŶstead of the Ŷaƌƌaiǀe poteŶial of a paƌiĐulaƌ aĐiǀitǇ is the uŶusuallǇ loŶg 
duƌaioŶ of the seƋueŶĐe ǁhiĐh, iŶ Ŷaƌƌaiǀe teƌŵs, deliǀeƌs Ŷo Ŷeǁ iŶfoƌŵaioŶ. OďǀiouslǇ 



136II. Case Studies - 5. Blissfully Yours

the sĐeŶeƌǇ the Đaƌ goes thƌough ĐhaŶges, ďut it does Ŷot afeĐt the stoƌǇ. What ǁe aĐtuallǇ 
oďtaiŶ aƌe episodes ďuilt of seǀeƌal Ŷot ǀeƌǇ loŶg shots474 ǁith alŵost the saŵe Ŷaƌƌaiǀe 
iŶfoƌŵaioŶ that possess a loǁ degƌee of tellaďiltǇ – ƌespeĐiǀelǇ OƌŶ aŶd MiŶ aŶd ‘ooŶg 
aŶd MiŶ iŶ a Đaƌ. Thus, the Đause-aŶd-efeĐt ĐhaiŶ ;oƌ, as desĐƌiďed pƌeǀiouslǇ, the leǀel of 
ŶaƌƌaiǀitǇͿ ĐoŶsituted ďǇ the stƌeŶgth of the ďoŶds ďetǁeeŶ the Ŷaƌƌaiǀe eǀeŶts is ǀeƌǇ loose 
aŶd jusiied oŶlǇ ǁith the faĐt that the eǀeŶts folloǁ eaĐh otheƌ iŶ a liŶeaƌ fashioŶ. 
The episodes iŶ the juŶgle aƌe a siŵilaƌ Đase – the ǇouŶg Đouple stƌolliŶg thƌough the foƌest ;ϴ 
ŵiŶutesͿ, ŵakiŶg-out ;Ϯ ŵiŶutesͿ, OƌŶ haǀiŶg seǆ ;ϴ ŵiŶutesͿ, OƌŶ s͛ ǁalk thƌough the juŶgle 
;ϰ ŵiŶutesͿ, etĐ.
Foƌ the iŵe ďeiŶg it ĐaŶ ďe stated that loŶg stƌetĐhes of Blissfully Yours consist of accumulated 

aĐiǀiies that ŵostlǇ haǀe Ŷo Đausal iŵpaĐt oŶ fuƌtheƌ Ŷaƌƌaiǀe deǀelopŵeŶt. Thus, ǁe ĐaŶ 
atest a loǁ degƌee ;oƌ leǀelͿ of ŶaƌƌaiǀitǇ to the plot.
Hoǁeǀeƌ, theƌe aƌe seǀeƌal episodes iŶ the ilŵ that aƌe eǀeŶ ŵoƌe uŶusual. These aƌe the 
thƌee episodes that seeŵ to ďe the iŶŶeƌ ǀoiĐe of MiŶ aŶd aƌe eǆeŵpliied as dƌaǁiŶgs oŶ the 
ilŵiĐ iŵage ǁith aŶ aĐĐoŵpaŶied ǀoiĐe-oǀeƌ. These aƌe the oŶlǇ ŵoŵeŶts iŶ the ilŵ that 
pƌeseŶt ĐoŶĐƌete iŶfoƌŵaioŶ aďout MiŶ. Hoǁeǀeƌ, as theǇ laĐk aŶǇ iŵe ŵaƌkeƌs theǇ sill 
ƌeŵaiŶ iŶdeiŶaďle ǁithout aŶǇ possiďilitǇ of aƌƌaŶgiŶg theŵ iŶ a teŵpoƌal oƌdeƌ aĐĐoƌdiŶg to 
the plot. It seeŵs that MiŶ s͛ last ǀoiĐe-oǀeƌ takes plaĐe soŵe iŵe iŶ the futuƌe, ďut ǁe ƌeĐeiǀe 
Ŷo pƌoof foƌ that. The Đlaiŵ heƌeiŶ is that these episodes eŶƌiĐh the ilŵ s͛ aƌisiĐ desigŶ aŶd 
fuŶĐioŶallǇ eŶlaƌge aŶd eŶĐouƌage the ǀieǁeƌ s͛ iŵagiŶaioŶ iŶ deǀelopiŶg MiŶ s͛ stoƌǇ ďeǇoŶd 
the sĐeŶes shoǁŶ oŶsĐƌeeŶ. TheǇ eǆhiďit a high degƌee of tellaďilitǇ foƌ the deǀelopŵeŶt 
ǁhiĐh does hoǁeǀeƌ plaĐe ŵost of the ƌespoŶsiďilitǇ oŶ the ǀieǁeƌ. This studǇ eǀeŶ suggests 
that hoǁ faƌ the ǀieǁeƌ ǁaŶts to deǀelop the stoƌǇ is ĐoŵpletelǇ let to his iŵagiŶaioŶ aŶd 
eŶgageŵeŶt – the ilŵŵakeƌ has set Ŷo liŵits foƌ that. Thus, the ĐoŶĐept of gap ;LeeƌstelleͿ ĐaŶ 
ďe eŶƌiĐhed ǁith a ǀeƌǇ uŶusual eǆaŵple. As the ilŵ goes oŶ, hoǁeǀeƌ, ǁithout aŶǇ fuƌtheƌ 
liŶgeƌiŶg oŶ MiŶ s͛ ǀoiĐe-oǀeƌ stoƌies, the deǀelopŵeŶt of MiŶ s͛ stoƌǇ ďeǇoŶd the oŶsĐƌeeŶ 
eǀeŶts ǁill oďǀiouslǇ ďe postpoŶed to ateƌ the sĐƌeeŶiŶg. IŶstead, the audieŶĐe ǁill folloǁ the 
duƌaioŶal episodes ǁith Ŷo Ŷeǁ Ŷaƌƌaiǀe iŶfoƌŵaioŶ aŶd tƌǇ to iŶd aŶ aĐĐeptaďle appƌoaĐh 
of hoǁ to deal ǁith these mysterious objects. The Đlaiŵ heƌeiŶ is that these ǀeƌǇ loŶg episodes 
depiĐiŶg eǀeŶts ŵostlǇ possessiŶg a loǁ leǀel of tellaďilitǇ aƌƌaŶged iŶ a ǀeƌǇ loose Ŷaƌƌaiǀe 
oƌdeƌ ;ďut ĐoŶtaiŶiŶg iŵpƌessiǀe atŵospheƌeͿ haǀe tǁo efeĐts oŶ the ǀieǁeƌ: ŶaŵelǇ, theǇ 
Đƌeate ĐeƌtaiŶ ŵoods aŶd Đause iŵŵeƌsioŶ iŶto the iŵage as aŶ efeĐt. Both the ŶoioŶs of 
ŵood and atŵospheƌe aƌe used iŶteƌĐhaŶgeaďlǇ iŶ ĐiŶeŵa studies; hoǁeǀeƌ, atŵospheƌe 

has alǁaǇs ďeeŶ tƌeated as a pƌopeƌtǇ of the iŵage. The folloǁiŶg suďĐhapteƌ staƌts out ďǇ 
ďƌoaĐhiŶg the issue of atŵospheƌe aŶd theŶ fuƌtheƌ tuƌŶs to the ŵoods-Đue appƌoaĐh, ǁhiĐh 
seeŵs to ďe ďest suited foƌ aŶalǇziŶg suĐh aŶ uŶusual ilŵ as Blissfully Yours. IŶ doiŶg so, 
hoǁeǀeƌ, this studǇ, ǁhiĐh uŶil Ŷoǁ ǁas ĐoŶĐeƌŶed ǁith disĐlosiŶg Ŷaƌƌaiǀe stƌuĐtuƌes iŶ the 

474 For more on the issue of shot lengths see chapter III. on statistical style analysis and parametricity.
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ilŵs iŶ ƋuesioŶ, tuƌŶs aǁaǇ fƌoŵ puƌe deteĐioŶ of aƌƌaŶgeŵeŶts of eǀeŶts iŶto Ŷaƌƌaiǀe 
seƋueŶĐes aŶd passes iŶto the ƌealŵ of heƌŵeŶeuiĐs. But the ĐhaŶge iŶ ŵodus opeƌaŶdi is 

gƌouŶded iŶ the iŶdiŶgs eǆplaiŶed aďoǀe. NaŵelǇ, the ĐoŶĐept of the aĐt sĐheŵe is oŶlǇ paƌtlǇ 
ĐoŶsisteŶt ǁith the stƌuĐtuƌe of Blissfully Yours. The fact that mood and atmosphere not only 

suppoƌt the stoƌǇ ďut deǀelop iŶto the ŵaiŶ dƌiǀiŶg foƌĐe foƌ the ilŵ s͛ stƌuĐtuƌe deŵaŶds a 
ĐhaŶge of appƌoaĐh.

ϱ.ϰ. Atŵosphere as the leadiŶg Ŷarraiǀe priŶĐiple
Bƌiish ilŵ ĐƌiiĐ JoŶathaŶ ‘oŵŶeǇ, ǁho deiŶed sloǁ ĐiŶeŵa iŶ Sight aŶd SouŶd ŵagaziŶe, 
highlighted atŵospheƌe as oŶe of its ŵost iŵpoƌtaŶt ŵaƌkeƌs. 475 Blissfully Yours deliǀeƌs aŶ 
eǆaŵple ǁheƌe atŵospheƌe Ŷot oŶlǇ plaǇs aŶ iŵpoƌtaŶt ƌole iŶ the ilŵ, ďut eǀeŶ ĐoŶsitutes 
the stƌuĐtuƌiŶg pƌiŶĐiple of the Ŷaƌƌaiǀe. “o, iŶ the seĐoŶd paƌt of the ilŵ, eaĐh Ŷeǁ stoƌǇ 
tuƌŶ ĐoƌƌespoŶds ǁith a ĐhaŶge iŶ toŶe. WatĐhiŶg this ilŵ ĐoƌƌespoŶds to the tƌaiŶ of thought 
desĐƌiďed ďǇ GeƌŵaŶ aestheiĐiaŶ GeƌŶot Böhŵe, ǁho addƌesses the issues of the aestheiĐs 
of the atmosphere. OŶe ĐaŶ use his ǁoƌds iŶ staiŶg that:

MaŶ ǁiƌd ŶiĐht duƌĐh das Bild als )eiĐheŶ auf desseŶ BedeutuŶg ǀeƌǁieseŶ ;die ŵaŶ 
daŶŶ alleŶfalls deŶkeŶ köŶŶteͿ, soŶdeƌŶ das Bild ist iŶ geǁisseƌ Weise selďst, ǁas es 
daƌstellt, d.h., das Daƌgestellte ist iŶ uŶd duƌĐh das Bild pƌäseŶt. NatüƌliĐh kaŶŶ ŵaŶ 
auĐh eiŶ solĐhes Bild leseŶ uŶd deuteŶ, aďeƌ das heißt die EƌfahƌuŶg deƌ PƌäseŶz des 
DaƌgestellteŶ, ŶäŵliĐh die Atŵosphäƌe des Bildes, üďeƌspƌiŶgeŶ odeƌ gaƌ ǀeƌleugŶeŶ.476

As eǆeŵpliied aďoǀe, the ŶoioŶ of atŵospheƌe leads ouƌ tƌaiŶ of thought ŵoƌe toǁaƌds 
pheŶoŵeŶologǇ. As this studǇ is ŵoƌe iŶteƌested iŶ ilŵ peƌĐepioŶ fƌoŵ the ǀaŶtage poiŶt 
of ĐogŶiiǀe appƌoaĐh aŶd pƌagŵaiĐs, it seeŵs ŵoƌe appƌopƌiate to ďƌoaĐh this issue usiŶg 
the ŵood-Đue appƌoaĐh as deǀeloped ďǇ Gƌeg M. “ŵith, aŶd fuƌtheƌ aŵeŶded ďǇ Caƌl 
PlaŶiŶga. The ŵost iŶteƌesiŶg poiŶt ƌegaƌdiŶg atŵospheƌe iŶ ĐiŶeŵa is the ƋuesioŶ ǁhetheƌ 
atŵospheƌe is aŶ iŶheƌeŶt ƋualitǇ of the iŵage itself, oƌ does the ǀieǁeƌ applǇ it to the shot. 
“ŵith aŶd PlaŶiŶga ofeƌ paƌiĐulaƌlǇ ǁell-suited help iŶ aŶsǁeƌiŶg this ƋuesioŶ. What folloǁs 
is aŶ oǀeƌǀieǁ of the ĐoŶĐepts of ŵood aŶd of iŵŵeƌsioŶ as aŶ efeĐt of it, aŶd the suggesioŶ 
of hoǁ it ĐaŶ ďe applied to the aŶalǇsis of Blissfully Yours.

ϱ.ϱ. The ŵood-Đue approaĐh
As deŵoŶstƌated aďoǀe, the ŵaiŶ ĐoŶstƌuĐiŶg pƌiŶĐiple of Blissfully Yours is based on 

atŵospheƌe – alŵost all the episodes, aŶd espeĐiallǇ the ŵost duƌaioŶal oŶes – haǀe a 
paƌiĐulaƌ pƌeǀaleŶt eŵoioŶal toŶe. The suggesioŶ heƌeiŶ is that the ĐoŶĐept of ŵoods as 
deǀeloped ďǇ Gƌeg M. “ŵith aŶd fuƌtheƌ adopted ďǇ Caƌl PlaŶiŶga ofeƌs a plausiďle tool foƌ 
appƌoaĐhiŶg this issue.

475 Jonathan Romney In Search of Lost Time in Sight & Sound, February 2010, p. 43.
476 Gernot Böhme Atmosphäre. Essays zur neuen Ästhetik, Frankfurt am Main, 1995, p. 24
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The iƌst task is to uŶdeƌliŶe the ŵaiŶ adǀaŶtage of “ŵith s͛ theoƌǇ: his deiŶiioŶ of ŵood 
is Ŷot ŶeĐessaƌilǇ liŶked to the oŶsĐƌeeŶ ĐhaƌaĐteƌ as is the Đase ǁith ŵost appƌoaĐhes that 
aŶalǇze the ƌole of eŵoioŶs iŶ ĐiŶeŵa477. IŶdeed, his appƌoaĐh also alloǁs foƌ asĐƌiďiŶg 
the poǁeƌ of ĐƌeaiŶg ŵood to ŵusiĐ, eleŵeŶts of stagiŶg, Đolouƌ, souŶd aŶd lighiŶg.ϰϳϴ 

Thus, it s͛ possiďle to allot stǇle the ƌole it deseƌǀes iŶ eǀokiŶg eŵoioŶs iŶ the ǀieǁeƌ. As 
“ŵith ƌightlǇ ƌeŵaƌks, these staŶdaƌd appƌoaĐhes to eŵoioŶ iŶ ilŵs ďeŶeit a ĐhaƌaĐteƌ s͛ 
aĐioŶs, ŵoiǀaioŶs, aŶd goals, ďeĐause these fuŶĐioŶs aƌe ightlǇ liŶked to the fuŶĐioŶ of 
eŵoioŶs. NaŵelǇ, iŶ ĐoŶtƌast to ŵoods, eŵoioŶs aƌe usuallǇ thought of as ďeiŶg oďjeĐt-, 
aĐioŶ-, aŶd goal-oƌieŶted.479 A ŵood, as “ŵith holds:

is a pƌepaƌatoƌǇ state iŶ ǁhiĐh oŶe is seekiŶg aŶ oppoƌtuŶitǇ to eǆpƌess a paƌiĐulaƌ 
eŵoioŶ oƌ eŵoioŶ set. Moods aƌe eǆpeĐtaŶĐies that ǁe aƌe aďout to haǀe a paƌiĐulaƌ 
eŵoioŶ, that ǁe ǁill eŶĐouŶteƌ Đues that ǁill eliĐit paƌiĐulaƌ eŵoioŶs. ;..Ϳ Moods aĐt 
as the eŵoioŶ sǇsteŵ s͛ eƋuiǀaleŶt of ateŶioŶ, foĐusiŶg us oŶ ĐeƌtaiŶ siŵuli aŶd Ŷot 
others.ϰϴϬ 

If eŵoioŶs aƌe ďƌief states, theŶ ŵoods aƌe ŵoƌe loŶg-lasiŶg aŶd ŵoƌe difuse.ϰϴϭ

These tǁo deiŶiioŶs aƌe the ďoŶe of ĐoŶteŶioŶ heƌe. As PlaŶiŶga ƌightlǇ aƌgues, “ŵith s͛ 
deiŶiioŶ of eŵoioŶs aŶd ŵood aƌe aĐtuallǇ ǀeƌǇ fuzzǇ, ďeĐause theƌe aƌe ŵoods that aƌe 
shoƌt-lasiŶg oƌ of loǁ iŶteŶsitǇ, aŶd theƌe aƌe eŵoioŶs ǁhiĐh ĐaŶŶot ďe desĐƌiďed as ďƌief aŶd 
intense.ϰϴϮ This studǇ ĐoŶĐuƌs ǁith PlaŶiŶga staiŶg that a ĐoŵďiŶaioŶ of ŵoods, eŵoioŶs 
aŶd/oƌ phǇsiologiĐal states ĐaŶ seƌǀe as ͞oƌieŶiŶg eŵoioŶal states .͟ “eĐoŶdlǇ, aŶ eŵoioŶ 
ĐaŶ also geŶeƌate a ŵood.ϰϴϯ The pƌiŵe assigŶŵeŶt heƌeiŶ hoǁeǀeƌ isŶ͛t to iŶallǇ solǀe this 
ĐoŶtƌoǀeƌsǇ ƌegaƌdiŶg a pƌopeƌ deiŶiioŶ of eŵoioŶ aŶd ŵood. Foƌ heuƌisiĐ ƌeasoŶs this 
studǇ ǁill use a siŵpliied ŶoioŶ of eŵoioŶ as a shoƌt, ďut goal-oƌieŶted state aŶd ƌegaƌd 
ŵood as loŶgeƌ lasiŶg aŶd hazieƌ. 
The poiŶt ƌegaƌded as ŵoƌe iŵpoƌtaŶt foƌ the fuƌtheƌ aŶalǇsis of Blissfully Yours is the disiŶĐioŶ 
PlaŶiŶga ŵakes ďetǁeeŶ aƌt ŵoods aŶd huŵaŶ ŵoods. The iƌst ŶoioŶ, as PlaŶiŶga 
aĐkŶoǁledges, is aĐtuallǇ a ŵetaphoƌ – stƌiĐtlǇ speakiŶg, ilŵs ĐaŶŶot haǀe ŵoods. Thus aƌt 
ŵoods aƌe Ŷot afeĐts theŵselǀes, theǇ ŵeƌelǇ seƌǀe as eliĐitoƌs of huŵaŶ ŵoods ;although 
Ŷot alǁaǇsͿ.ϰϴϰ IŶ ĐoŵpaƌisoŶ, a huŵaŶ ŵood is ͞a disĐƌete ŵeŶtal aŶd ďodilǇ state.͟ ϰϴϱ 

EǀeŶ ŵoƌe iŶteƌesiŶg aŶd iŵpoƌtaŶt foƌ the puƌposes heƌeiŶ is the passage iŶ PlaŶiŶga s͛ 

477 For example, Noël Carroll The Philosophy of Horror, or Paradoxes of the Heart, New York, 1990; Ed Tan 
Emotion and the Structure of Narrative Film: Film as an Emotion Machine, Mahwah, 1996;  Torben Kragh 
Grodal Moving Pictures: A New Theory of Film Genres, Feelings, and Cognitions, Oxford, 1999.
478 Greg M. Smith Local Emotions, Global Moods, and Film Structure in Carl Plantinga, Greg M. Smith (eds.) 
Passionate Views: Film, Cognition, and Emotion, Baltimore, 1999, p. 126.
479 Ibid., p. 105-106.
480 Ibid., p.113.
481 Ibid., p. 112-113.
482 Carl Plantinga Art Moods and Human Moods in Narrative Cinema in New Literary History, Vol. 43, Nr. 3, 
Summer 2012, p. 459.
483 Ibid., p. 459.
484 Ibid., p. 461.
485 Ibid., p. 461.
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aƌiĐle ĐoŶĐeƌŶiŶg the eǀoĐaioŶ of huŵaŶ ŵoods. He Ŷaŵes at least thƌee faĐtoƌs ƌespoŶsiďle 
foƌ that. These aƌe: eŵoioŶs, thƌough foƌŵ aŶd ĐoŶteŶt assoĐiated ǁith paƌiĐulaƌ ŵoods aŶd 
͞ĐogŶiiǀe stǇles͟ assoĐiated ǁith paƌiĐulaƌ ŵoods.ϰϴϲ

It seeŵs that PlaŶiŶga s͛ efoƌts iŶ tƌǇiŶg to iŶd a Đleaƌ-Đut soluioŶ iŶ ƌegaƌds to ǁhat geŶeƌates 
ŵood, is aŶ ateŵpt to solǀe a ĐhiĐkeŶ-aŶd-egg-situaioŶ. NaŵelǇ, eǀeŶ ďefoƌe the stoƌǇ ďegiŶs 
– ǁhiĐh has to ďe uŶdeƌstood ĐogŶiiǀelǇ aŶd, ĐoŶseƋueŶtlǇ, Ǉields eŵoioŶs aŶd/ oƌ ŵoods – 
ǁhat is oŶsĐƌeeŶ aƌe difeƌeŶt foƌŵs, Đolouƌs aŶd souŶds that alƌeadǇ eǀoke soŵe kiŶd of aŶ 
aƌt ŵood. We ĐaŶ teŶtaiǀelǇ guess that fƌoŵ the poiŶt ǁheŶ the stoƌǇ sets iŶ huŵaŶ ŵoods 
aŶd eŵoioŶs ǁill ďe iŶduĐed. Thus, ǁe oŶĐe agaiŶ haǀe to paǇ ŵoƌe ateŶioŶ to ͞afeĐiǀelǇ 
Đhaƌged ͚Ƌualiies͛ thƌough foƌŵ aŶd ĐoŶteŶt͟ as PlaŶiŶga Đalls theŵ. 
Hoǁeǀeƌ, Blissfully Yours ĐoŶtaiŶs oŶe ǀeƌǇ sigŶiiĐaŶt sĐeŶe ǁheƌeiŶ the iŶteƌplaǇ ďetǁeeŶ 
the aƌt ŵood aŶd the eŵoioŶs iŶǀested ďǇ the ǀieǁeƌ is ŵoƌe ĐoŵpliĐated. It s͛ the episode 
ǁith the thƌee ĐhaƌaĐteƌs sǁiŵŵiŶg iŶ the ƌiǀeƌ. It is a ďƌight, suŶŶǇ ateƌŶooŶ oŶ a piĐtuƌesƋue 
ƌiǀeƌ ďaŶk. The seiŶg aloŶe Đould iŶduĐe oŶlǇ a posiiǀe ŵood iŶ the audieŶĐe. At the 
ďegiŶŶiŶg of the episode ‘ooŶg eŶĐouƌages OƌŶ to Đoŵe iŶto the ǁateƌ, ďut she hesitates. 
Hoǁeǀeƌ, ‘ooŶg s͛ stateŵeŶt that she is Ŷot goiŶg to kidŶap heƌ aĐtuallǇ its ǁith a phƌase she 
eǆpƌessed a feǁ ŵiŶutes eaƌlieƌ that ͚‘ooŶg ǁould ďe happieƌ if OƌŶ disappeaƌed .͛ Thus these 
tǁo ǀeƌďal uteƌaŶĐes, although eǆpƌessed iŶ a pastoƌal atŵospheƌe, ŵaǇ ƌaise suspiĐioŶs iŶ 
the ǀieǁeƌ of ǁhetheƌ ‘ooŶg ŵaǇ ďe aĐiŶg iŶ ďad faith. OƌŶ s͛ hesitaioŶ oŶlǇ ƌeiŶfoƌĐes this 
douďt. EǀeŶ ŵoƌe so, MiŶ Đalls out to ‘ooŶg as if ǁaŶiŶg to saǇ soŵethiŶg oƌ tƌǇiŶg to pƌeǀeŶt 
a Đatastƌophe. IŶ the due Đouƌse of the sĐeŶe, as ‘ooŶg takes OƌŶ ďǇ haŶd deepeƌ aŶd deepeƌ 
iŶto the ƌiǀeƌ, the giƌl eŶĐouƌages OƌŶ Ŷot to ďe so teŶse – that theƌe is ŶothiŶg to ďe afƌaid of. 
EǀeŶ to a ilŵ ǀieǁeƌ ǁith litle ĐoŵpƌeheŶsiǀe ĐiŶeŵa ǀieǁiŶg eǆpeƌieŶĐe, these seŶteŶĐes 
aŶd aĐioŶs ŵaǇ seƌǀe as a ǁaƌŶiŶg that soŵethiŶg ďad is goiŶg to happeŶ. 
All of a suddeŶ, as ‘ooŶg staƌts diǀiŶg, laughiŶg aŶd splashiŶg ǁateƌ, the atŵospheƌe of the 
sĐeŶe ĐhaŶges iŶto the Đaƌeless joǇ that sǁiŵ iŶ a Đould ƌiǀeƌ oŶ a hot suŵŵeƌ ateƌŶooŶ ĐaŶ 
ďƌiŶg aďout. 
The ŵeŶaĐiŶg atŵospheƌe at the ďegiŶŶiŶg of the episode is Ŷot Đaused ďǇ the seiŶg – it 
ĐaŶ oŶlǇ ďe ĐoŶĐluded ďǇ takiŶg iŶto ĐoŶsideƌaioŶ pƌeǀious deǀelopŵeŶts. WheŶ the toŶe 
ĐhaŶges the iŶteƌplaǇ of the foƌŵal sǇsteŵ aŶd the plot Đƌeates a joǇful ŵood that the ǀieǁeƌ 
ĐaŶ shaƌe. OďǀiouslǇ, the ĐoŶĐept of gap ;LeeƌstelleͿ is aďle to aĐƋuiƌe aŶ addiioŶal faĐet heƌe 
– if the pƌeĐise eŵoioŶal ĐoŶteŶt of the sĐeŶe is Ŷot giǀeŶ, ǁe ŵaǇ haǀe to ďƌiŶg it iŶto the 
iŵage. Hoǁeǀeƌ, Đases ǁheƌe the pƌopeƌ ŵood of aŶ episode ĐaŶ ďe estaďlished oŶlǇ thƌough 
ĐoŶteǆtual ĐoŶsideƌaioŶs aƌe aĐtuallǇ Ƌuite ƌaƌe iŶ ĐiŶeŵa. It is usuallǇ the otheƌ ǁaǇ aƌouŶd 
– the iŵage aloŶe ǁith Đolouƌs, foƌŵs, ŵoǀeŵeŶts aŶd auƌal efeĐts, aŶd ŵusiĐ if pƌeseŶt, 
alƌeadǇ seƌǀes as a souƌĐe foƌ a paƌiĐulaƌ ŵood.
The ƌiǀeƌ episode is Ƌuite uŶusual foƌ aŶotheƌ ƌeasoŶ as ǁell. NaŵelǇ, iŶ ĐoŵpaƌisoŶ to otheƌ 

486 Carl Plantinga Art Moods and Human Moods in Narrative Cinema in New Literary History, Vol. 43, Nr. 3, 
Summer 2012, p. 464.
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episodes takiŶg plaĐe iŶ the juŶgle, the ŵost sigŶiiĐaŶt eleŵeŶt foƌ deiŶiŶg the sĐeŶe s͛ ŵood 
ďeloŶgs to the ƌealŵ of plot. Foƌ otheƌ sĐeŶes – the ǁalks thƌough the juŶgle, sleepiŶg oŶ the 
ƌiǀeƌďaŶk, etĐ. – “ŵith s͛ folloǁiŶg oďseƌǀaioŶ is deĐisiǀe:

 ;..Ϳ ǁe ĐaŶŶot ƌeduĐe a ilŵ to its ŵost ŶaƌƌaiǀelǇ sigŶiiĐaŶt eleŵeŶts ;aĐioŶs 
hiŶdeƌiŶg oƌ fuƌtheƌiŶg a ĐhaƌaĐteƌ s͛ goal aĐhieǀeŵeŶtͿ. ;..Ϳ We should theƌefoƌe ďe 
aďle to iŶd highlǇ ĐooƌdiŶated ďuƌsts of eŵoioŶ Đues that haǀe litle oƌ Ŷo efeĐt oŶ 
the oǀeƌt diegeiĐ aiŵ ;aĐhieǀeŵeŶt of a goalͿ.ϰϴϳ

“ŵith laďels suĐh ͞ďuƌsts of eŵoioŶ͟ as eŵoioŶ ŵaƌkeƌs ǁhiĐh haǀe Ŷo otheƌ aiŵ thaŶ to 
eliĐit ďƌief ŵoŵeŶts of eŵoioŶ. It has Ŷo efeĐt oŶ Ŷaƌƌaiǀe deǀelopŵeŶt ǁhatsoeǀeƌ.ϰϴϴ 

Hoǁeǀeƌ, aĐĐoƌdiŶg to “ŵith s͛ deiŶiioŶ of eŵoioŶs aŶd ŵood, these ŵaƌkeƌs fuŶĐioŶ as a 
ƌeǁaƌd foƌ the ǀieǁeƌ eŶgaged iŶ aŶ appƌopƌiate ŵood.ϰϴϵ 

What is highlǇ iŶteƌesiŶg iŶ his appƌoaĐh is the staŶĐe that ilŵs ĐaŶ ďe of ŵoƌe oƌ less deŶselǇ 
eŵoioŶal iŶfoƌŵaioŶ. Wheƌeas a ilŵ ǁith deŶse eŵoioŶal iŶfoƌŵaioŶ is desigŶed to 
eliĐit eŵoioŶs ǁith gƌeat fƌeƋueŶĐǇ aŶd speĐiiĐitǇ, a ilŵ ǁith spaƌse iŶfoƌŵaiǀe eŵoioŶal 
ŶaƌƌaioŶ pƌoǀides feǁeƌ ƌeduŶdaŶt Đues.490 “ŵith ĐoŶǀiŶĐiŶglǇ deŵoŶstƌates that a ilŵ suĐh 
as Raideƌs of the Lost Aƌk ;ϭϵϴϭͿ ǁhiĐh has a ǀeƌǇ stƌoŶg goal-oƌieŶtaioŶ eǆpƌesses gƌeat 
deŶsitǇ, ďut LoĐal Heƌo ;ϭϵϴϯͿ, aŶ eǆaŵple of ǀaƌǇiŶg degƌees of goal-oƌieŶtaioŶ, is also a 
less deŶselǇ eŵoioŶal iŶfoƌŵaiǀe ilŵ.491 A liŶk eǆists ďetǁeeŶ the goal-oƌieŶtaioŶ of the 
ĐhaƌaĐteƌs aŶd a ilŵ s͛ eŵoioŶal iŶfoƌŵaiǀeŶess, as “ŵith Đalls it. Blissfully Yours is an example 

of that, aŶd if ǁe take the duƌaioŶ of the episode iŶto aĐĐouŶt, the situaioŶ ŵaǇ ďe eǀeŶ ŵoƌe 
ĐoŵpliĐated. As suggested aďoǀe, though the ĐhaƌaĐteƌs͛ goals ƌeŵaiŶ uŶĐleaƌ, Blissfully Yours 

ĐaŶ sill ďe ĐoŶsideƌed as a ilŵ stƌuĐtuƌed aƌouŶd ŵoods. The difeƌeŶĐe ďetǁeeŶ eŵoioŶs 
aŶd ŵood has to ďe stƌessed Ǉet agaiŶ, paƌiĐulaƌlǇ iŶ ƌegaƌds to duƌaioŶ. EŵoioŶs aƌe ďƌief 
states, ďut ŵoods aƌe loŶg-lasiŶg aŶd difuse. What ǁe aƌe dealiŶg ǁith iŶ Blissfully Yours is 

aĐtuallǇ ŵoods ǁith Ŷo Đleaƌ-Đut eŵoioŶs as uŶdeƌstood ďǇ “ŵith ;ǁith aŶ eǆĐepioŶ of the 
shoƌt ďuƌst of eŵoioŶ of aŶgeƌ aďout OƌŶ iŶ the ƌiǀeƌ episodeͿ. AddiioŶallǇ, the ŵoods iŶ 
this ilŵ do Ŷot fuŶĐioŶ as a pƌepaƌatoƌǇ state foƌ aŶǇ eŵoioŶ ǁhatsoeǀeƌ. Thus, iŶ the Đase 
of Blissfully Yours ǁe ĐaŶŶot speak of eŵoioŶal ŵaƌkeƌs as Đƌeatoƌs of ďƌief eŵoioŶs – theƌe 
is Ŷo suĐh thiŶg iŶ this ilŵ. Theƌe aƌe ǀaƌious leŶgthǇ episodes ǁithout goal-oƌieŶtaioŶ, oŶlǇ 
ǁith a ƌeigŶiŶg ŵood. Thus, aĐĐoƌdiŶg to “ŵith s͛ deiŶiioŶs, ǁhat ǁe haǀe iŶ fƌoŶt of us is a 
ilŵ ǁith a loǁ leǀel of iŶfoƌŵaiǀe eŵoioŶal teǆt. OŶe of the ƌeasoŶs foƌ this is the faĐt that 
this ilŵ as aŶ aƌt ilŵ Đƌeates Ŷo geŶeƌiĐ eǆpeĐtaioŶs iŶ the ǀieǁeƌ. “ŵith s͛ aĐĐouŶt has also 
aŶiĐipated suĐh a Đase:

487 Greg M. Smith Local Emotions, Global Moods, and Film Structure in. Carl Plantinga, Greg M. Smith (eds.) 
Passionate Views: Film, Cognition, and Emotion, Baltimore, 1999, p. 117.
488 Greg M. Smith Film Structure and the Emotion System, Cambridge, 2003, p. 44-45.
489 Ibid., p. 45.
490 Greg M. Smith Local Emotions, Global Moods, and Film Structure in Carl Plantinga, Greg M. Smith (eds.) 
Passionate Views: Film, Cognition, and Emotion, Baltimore, 1999, p. 120.
491 Ibid., p. 121.
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The ŵood-Đue appƌoaĐh ǁould suggest that if a ilŵ does Ŷot take adǀaŶtage of 
eŵoioŶ pƌototǇpes assoĐiated ǁith geŶƌe oƌ goals, it ŵust ƌelǇ oŶ ŶoŶ-pƌototǇpiĐallǇ 
oƌgaŶized eŵoioŶ ĐuiŶg. OŶe soluioŶ ŵight ďe to aƌƌaŶge a ƌapid seƌies of sŵalleƌ 
Đues that sustaiŶ the ŵood. BǇ shitiŶg to a fasteƌ paĐe of ĐuiŶg, the ilŵ ŵaǇ pƌoǀide 
ƌeiŶfoƌĐeŵeŶt foƌ the ŵood oƌieŶtaioŶ, eǀeŶ if theƌe aƌe feǁ goal oƌ geŶƌe eǆpeĐtaioŶs 
to guide ouƌ aŶiĐipaioŶ.492

OŶe ŵight thiŶk Blissfully Yours is the peƌfeĐt aŶsǁeƌ to “ŵith s͛ suggesioŶ. CoŶsideƌ, foƌ 
eǆaŵple, the episodes iŶ the Đaƌ ;OƌŶ aŶd MiŶ dƌiǀiŶg to ‘ooŶg s͛ ǁoƌkplaĐe; ‘ooŶg aŶd 
MiŶ dƌiǀiŶg to the juŶgleͿ, oƌ the ǁalks iŶ the foƌest. These episodes aƌe ďuilt oŶ shoƌt Đuts, 
hoǁeǀeƌ, as the episode goes oŶ aŶd the saŵe aĐiǀitǇ is ďeiŶg puƌsued iŶ the Ŷeǆt shot aŶd iŶ 
the Ŷeǆt aŶd so oŶ, the ǀieǁeƌ ƌeĐeiǀes the iŵpƌessioŶ that the ǁhole episode has ďeeŶ ilŵed 
iŶ just oŶe take.493 Thus, although ǁe eŶĐouŶteƌ a kiŶd of a juŵp Đut heƌe, it does Ŷot aƌouse 
oƌ distuƌď the ǀieǁeƌ iŶ the ǁaǇ a ĐlassiĐal juŵp Đut á la Godaƌd ǁould do. It ŵaǇ eǀeŶ ƌeŵaiŶ 
uŶŶoiĐed. But thus the pƌeǀailiŶg ŵood of the episode is sustaiŶed.
At this stage, the eǆteŶded leŶgth of the duƌaioŶal episodes ŵeŶioŶed aďoǀe should ďe 
stƌessed, ďeĐause, as “usaŶ L. FeagiŶ oďseƌǀed, the shot s͛ duƌaioŶ ŵaǇ haǀe ĐogŶiiǀe aŶd 
afeĐiǀe ƌesults oŶ the audieŶĐe.494 IŶ eǆplaiŶiŶg heƌ poiŶt of ǀieǁ ďǇ usiŶg the ilŵ StƌaŶgeƌ 
thaŶ Paƌadise ;ϭϵϴϰͿ ďǇ Jiŵ JaƌŵusĐh, she aƌƌiǀes at the ĐoŶĐlusioŶ that this studǇ also ƌegaƌds 
as highlǇ ƌeleǀaŶt foƌ assessiŶg possiďle ƌespoŶses to sloǁ ĐiŶeŵa:

It is also plausiďle to thiŶk that duƌaioŶal faĐtoƌs ĐaŶ iŶlueŶĐe afeĐiǀe ƌespoŶses 
diƌeĐtlǇ, ǁithout pƌoduĐiŶg ĐogŶiiǀe iŶteƌŵediaƌies. Thus, oŶe ĐaŶ liŶk iŵiŶg ǁith 
the pƌoduĐioŶ of feeliŶgs aŶd ŵoods suĐh as ŵelaŶĐholǇ, teŶsioŶ aŶd ƌelaǆaioŶ, 
joǇfulŶess oƌ ǁell-ďeiŶg, aŶǆietǇ oƌ ďoƌedoŵ, ǁhiĐh do Ŷot ƌeƋuiƌe a ĐogŶiiǀe souƌĐe 
oƌ ĐoŵpoŶeŶt foƌ ďeiŶg the psǇĐhologiĐal state theǇ aƌe.495

IŶ ŵost sloǁ ĐiŶeŵa eǆaŵples ǁe talk of ǀeƌǇ eǆteŶsiǀe loŶg takes, ďut the appƌoaĐh to the 
juŵp Đut as eǆeŵpliied iŶ Blissfully Yours ƌeaĐhes a siŵilaƌ efeĐt as the eǆaŵple of the loŶg 
takes iŶ GoodďǇe, DƌagoŶ IŶŶ.

FeagiŶ s͛ posiioŶ helps to eŶlaƌge the possiďle sĐope of ƌeaĐioŶs to a ilŵ – theǇ ŵaǇ ďe Ŷot 
oŶlǇ ĐogŶiiǀe, aŶd the duƌaioŶ of the iŵage ;oƌ episode ǁith ŵiŶoƌ ĐhaŶgesͿ is of ĐoŶseƋueŶĐe 
here. 

Of ŵost iŶteƌest is the efeĐt that duƌaioŶal shots/episodes ǁith a loǁ deŶsitǇ of eŵoioŶal 
iŶfoƌŵaioŶ haǀe oŶ the ǀieǁeƌ. Fƌoŵ the poiŶt of ǀieǁ of ŵethodologǇ this poses aŶ 
iŵpƌegŶaďle pƌoďleŵ – although the ilŵ s͛ desigŶ aŶd Ŷaƌƌaiǀe appƌoaĐh ĐaŶ ďe desĐƌiďed, 
the audieŶĐe s͛ ƌeaĐioŶs iŶ sloǁ ĐiŶeŵa Đases aƌe haƌdeƌ to tƌaĐe. JeŶs Edeƌ ǁas Ƌuoted 

492 Greg M. Smith Film Structure and the Emotion System, Cambridge, 2003, p. 55-56.
493 More on this issue see the chapter about statistical style analysis.
494 Susan L. Feagin Time and Timing in Carl Plantinga, Greg M. Smith (eds.) Passionate Views: Film, 
Cognition, and Emotion, Baltimore, 1999, p. 169.
495  Ibid., p. 177.
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staiŶg that ŵostlǇ the liŶkiŶg ďetǁeeŶ the ilŵiĐ stƌuĐtuƌes aŶd the afeĐiǀe ƌeaĐioŶs theǇ 
pƌoduĐe ǁill ďe, aŵoŶgst otheƌs, of loose aŶd pƌoďaďilisiĐ ŵateƌ. FeagiŶ seeŵs to folloǁ 
a siŵilaƌ liŶe of aƌguŵeŶt ďǇ staiŶg that ͞Ouƌ psǇĐhologiĐal ǀoĐaďulaƌǇ foƌ ideŶifǇiŶg aŶd 
iŶdiǀiduaiŶg afeĐiǀe ƌespoŶses that aƌe Ŷot eŵoioŶs is, uŶfoƌtuŶatelǇ, ǁoefullǇ iŶadeƋuate 
aŶd uŶsǇsteŵaiĐ.͟ 496 Thus the ĐoŶteŶioŶ iŶ ƌegaƌds to ǁhat efeĐts the atŵospheƌe-ladeŶ 
episodes in Blissfully Yours Đƌeate. “o faƌ ǁe haǀe leaƌŶed that ďoth eŵoioŶs aŶd ŵoods 
are present in Blissfully Yours. As PlaŶiŶga ĐoŶĐludes, ͞Ƌualiies͟ of foƌŵ ĐaŶ Ǉield autoŵaiĐ 
ďodilǇ ƌespoŶses, ǁheƌeas eŵoioŶs aƌe aĐĐoŵpaŶied ďǇ ǀaƌious ďodilǇ efeĐts.497 ‘elǇiŶg oŶ 
peƌsoŶal eǆpeƌieŶĐe, ǁe ĐaŶ eǆpƌess the ĐoŶteŶioŶ that oŶe of the ďodilǇ afeĐts possiďle 
duƌiŶg the ilŵ ǀieǁiŶg is iŵŵeƌsioŶ iŶto the iŵage. A ƌefeƌeŶĐe to iŵŵeƌsioŶ ŵight seeŵ like 
a faƌ-fetĐhed hǇpothesis, ďut oŶlǇ if ǁe assoĐiate iŵŵeƌsioŶ ǁith solelǇ ϯD, V‘ oƌ ϯϲϬ° ĐiŶeŵa, 
oƌ Đoŵputeƌ-gaŵes. As ǁill ďe shoǁŶ ďeloǁ, iŵŵeƌsioŶ is a ǀeƌǇ eǆpaŶdaďle ĐoŶĐept ǁhiĐh 
ĐaŶ aŶd has to ďe adapted to the Ŷeeds of sloǁ ĐiŶeŵa. 
Hoǁeǀeƌ, a ƌeseaƌĐheƌ iŶǀesigaiŶg a liŶkage ďetǁeeŶ the duƌaioŶ, atŵospheƌe/ŵood aŶd 
iŵŵeƌsioŶ, ǁould faĐe aŶotheƌ diiĐultǇ. NaŵelǇ, as Gƌeg M. “ŵith so poeiĐallǇ put it, ͞Filŵs 
do Ŷot ͞ŵake͟ people feel. ;..Ϳ Filŵs ofeƌ iŶǀitaioŶs to feel.͟ ϰϵϴ Thus, the ilŵ ĐaŶŶot foƌĐe Ǉou 
to do soŵethiŶg – to feel iŶ a paƌiĐulaƌ ǁaǇ – it ĐaŶ oŶlǇ ofeƌ the possiďilitǇ. Also, iŶ the Đase 
of iŵŵeƌsioŶ iŶto a sloǁ ilŵ, it is oŶlǇ a suggesioŶ.
The Ŷeǆt suďĐhapteƌ staƌts ǁith aŶ oǀeƌǀieǁ of the tƌadiioŶal uŶdeƌstaŶdiŶg of iŵŵeƌsioŶ, 
ďut eŶds ǁith the deǀelopŵeŶt of a Ŷeǁ appƌoaĐh suited foƌ this Đase eǆaŵple.

ϱ.ϲ. TǇpes of iŵŵersioŶ

IŶ ĐiŶeŵa studies this ĐoŶĐept has ďeeŶ at the ĐeŶtƌe of iŶteƌest foƌ oŶlǇ soŵe iteeŶ Ǉeaƌs 
– pƌioƌ to that the ŶoioŶ of iŵŵeƌsioŶ ǁas used as a gƌaŶted ĐategoƌǇ. ‘eŶeǁed iŶteƌest iŶ 
iŵŵeƌsioŶ is ĐoŶŶeĐted to the ƌaise of ǀiƌtual ƌealitǇ ;V‘Ϳ aŶd gaŵes͛ studies. 

The iƌst ŵajoƌ pƌoďleŵ is the deiŶiioŶ of ǁhat iŵŵeƌsioŶ is. Maƌie-Lauƌe ‘ǇaŶ eǆplaiŶs 
that iŵŵeƌsioŶ seeŵs to ďe a self-eǆplaŶatoƌǇ ĐoŶĐept, it just takes plaĐe499 and precisely this 

aŶiĐipates the pƌoďleŵ. Otheƌs ǁƌiiŶg aďout iŵŵeƌsioŶ aƌe ĐoŶfƌoŶted ǁith this pƌoďleŵ as 
ǁell. IŵŵeƌsioŶ is a hazǇ ĐoŶĐept – theƌefoƌe theƌe aƌe seǀeƌal deiŶiioŶs possiďle. 

Maƌie-Lauƌe ‘ǇaŶ, iŶ ǁƌiiŶg aďout iŵŵeƌsioŶ iŶ liteƌatuƌe, eǆplaiŶs this pheŶoŵeŶoŶ iŶ the 
folloǁiŶg ǁaǇ:

496  Susan L. Feagin Time and Timing in Carl Plantinga, Greg M. Smith (eds.) Passionate Views: Film, 
Cognition, and Emotion, Baltimore, 1999, p. 177.
497 Carl Plantinga Art Moods and Human Moods in Narrative Cinema in New Literary History, Vol. 43, Nr. 3, 
Summer 2012, p. 466.
498 Greg M. Smith Film Structure and the Emotion System, Cambridge, 2003, p.12.
499 Ryan, Marie-Laure Narrative as Virtual Reality: Immersion and Interactivity in Literature and Electronic 
Media, Baltimore, 2003 p. 11.
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Foƌ a teǆt to ďe iŵŵeƌsiǀe, […] it ŵust Đƌeate a spaĐe to ǁhiĐh the ƌeadeƌ, speĐtatoƌ, 
oƌ useƌ ĐaŶ ƌelate, aŶd it ŵust populate this spaĐe ǁith iŶdiǀiduated oďjeĐts. It ŵust, 
iŶ otheƌ ǁoƌlds, ĐoŶstƌuĐt the seiŶg foƌ a poteŶial Ŷaƌƌaiǀe aĐioŶ, eǀeŶ thƌough it 
ŵaǇ laĐk the teŵpoƌal eǆteŶsioŶ to deǀelop this aĐioŶ iŶto a plot. This fuŶdaŵeŶtallǇ 
ŵiŵeiĐ ĐoŶĐept of iŵŵeƌsioŶ ƌeŵaiŶs faithful to the V‘ eǆpeƌieŶĐe [...].500 

Although ‘ǇaŶ ŵeŶioŶs the speĐtatoƌ iŶ oƌdeƌ to ŵake heƌ deiŶiioŶ suited foƌ iŵŵeƌsioŶ 
iŶ ǀisual Đultuƌe, ǁe ĐaŶŶot take this ĐoŶĐept foƌ gƌaŶted ďeĐause theƌe is aŶ oŶthologiĐal 
difeƌeŶĐe ďetǁeeŶ liteƌatuƌe aŶd all ǀisual iŶfoƌŵaioŶ iŶĐludiŶg ĐiŶeŵa oƌ V‘. 

GeƌŵaŶ aƌt histoƌiaŶ Oliǀeƌ Gƌau suŵŵaƌizes his posiioŶ oŶ iŵŵeƌsioŶ iŶ a ǁaǇ ďeteƌ suited 
foƌ ǀisual iŶfoƌŵaioŶ:

Iŵ ǀiƌtuelleŶ ‘auŵ – histoƌisĐh ǁie aktuell – ǁiƌkt die IllusioŶ auf zǁei EďeŶeŶ: Ihƌe 
klassisĐhe FuŶkioŶ, die spieleƌisĐh-ďeǁusste HiŶgaďe aŶ deŶ “ĐheiŶ – deƌ ästheisĐhe 
GeŶuss deƌ IllusioŶ – kaŶŶ duƌĐh eiŶe IŶteŶsiǀieƌuŶg ďildliĐheƌ WiƌkuŶgsŵitel 
gesteigeƌt ǁeƌdeŶ uŶd zu eiŶeƌ ÜďeƌǁäliguŶg deƌ ‘ealitätsǁahƌŶehŵuŶg fühƌeŶ. Dazu 
gehöƌt ŶeďeŶ MitelŶ des IllusioŶisŵus iŶsďesoŶdeƌe das deŶ GesiĐhtsǁiŶkel ŵögliĐhst 
ǀollstäŶdig ausfülleŶde Bildfoƌŵat uŶd die AŶspƌaĐhe ŵögliĐhst ǀieleƌ aŶdeƌeƌ “iŶŶe. 
Die hieƌduƌĐh ŵögliĐhe “uggesioŶ, die deŶ BetƌaĐhteƌ geǁisseƌŵaßeŶ iŶ deŶ Bildƌauŵ 
eiŶtauĐheŶ lässt, ǀeƌŵag die “uďjekt-Oďjekt-BeziehuŶg füƌ eiŶeŶ geǁisseŶ )eitƌauŵ 
aus deŶ AŶgelŶ zu heďeŶ uŶd deŵ ̀ Als-Oď` iŵ BeǁusstseiŶ KoŶseƋueŶz zu ǀeƌsĐhafeŶ. 
Diese siŶŶliĐhe uŶd ƌezepiǀe VeƌďiŶduŶg zuŵ Bild soll hieƌ als `IŵŵeƌsioŶ` ďezeiĐhŶet 
ǁeƌdeŶ.501 

Gƌau is speakiŶg of a ŵuĐh stƌoŶgeƌ ŵodus of iŵŵeƌsioŶ thaŶ ‘ǇaŶ foƌ liteƌatuƌe. The 
ĐoŵpaƌisoŶ ďetǁeeŶ these tǁo deiŶiioŶs suggests that theƌe aƌe difeƌeŶt gƌades of 
iŵŵeƌsioŶ, eaĐh suited to eǀeƌǇ ŵode of aƌt – eitheƌ liteƌal oƌ ǀisual. But iŶ the ƌealŵ of ǀisual 
aƌts ǁe should also disiŶguish ďetǁeeŶ iŵŵeƌsioŶ iŶ V‘, iŵŵeƌsioŶ iŶ ĐlassiĐal HollǇǁood 
ilŵs, aŶd iŶ ilŵs ĐoŶtaiŶiŶg sloǁ ŶaƌƌaioŶ. What ďƌiŶgs all these difeƌeŶt deiŶiioŶs of 
iŵŵeƌsioŶ to a ĐoŵŵoŶ deŶoŵiŶatoƌ is the ƌeƋuiƌeŵeŶt foƌ iŵŵeƌsiǀe aƌtǁoƌk to Đƌeate the 
feeliŶg of ďeiŶg soŵeǁheƌe else, a plaĐe apaƌt fƌoŵ the ǁoƌld, aŶd this ŵode of speĐtatoƌship 
should fosteƌ ďodilǇ paƌiĐipaioŶ iŶ the ǀieǁeƌ duƌiŶg the ƌeĐepioŶ pƌoĐess of the aƌt ǁoƌk.502 

OďǀiouslǇ, ǁe Ŷeed a deiŶiioŶ of iŵŵeƌsioŶ ǁhiĐh takes iŶto aĐĐouŶt difeƌeŶt ĐiƌĐuŵstaŶĐes 
iŶ ǁhiĐh this pheŶoŵeŶoŶ ĐaŶ oĐĐuƌ. 

Maƌie- Lauƌe ‘ǇaŶ appƌoaĐhes this disĐussioŶ iŶ a ŵoƌe ƌeiŶed fashioŶ, as she disiŶguishes 
ďetǁeeŶ thƌee ŵodes of iŵŵeƌsioŶ: 

500  Ryan, Marie-Laure   Ryan, Marie-Laure Ryan, Marie-Laure Narrative as Virtual Reality: Immersion and Interactivity in Literature and Electronic 
Media, Baltimore, 2003, p. 14-15.
501 Oliver Grau  Oliver Grau Virtuelle Kunst in Geschichte und in Gegenwart, Raimer, 2001, p. 23-24
502 Alison Grifiths Shivers down Your Spine. Cinema, Museums, and the Immersive View, New York, 
Chichester, West Sussex, 2008, p. 2
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[...] thƌee foƌŵs of iŶǀolǀeŵeŶt ǁith Ŷaƌƌaiǀes: spaial iŵŵeƌsioŶ, the ƌespoŶse to 
seiŶg; teŵpoƌal iŵŵeƌsioŶ, the ƌespoŶse to plot; aŶd eŵoioŶal iŵŵeƌsioŶ, the 
response to character.503

“uĐh difeƌeŶiaioŶ is highlǇ pƌoduĐiǀe if applied to sloǁ ĐiŶeŵa, ďeĐause it Ŷot oŶlǇ fosteƌs 
ouƌ uŶdeƌstaŶdiŶg of iŵŵeƌsioŶ, ďut also poiŶts to difeƌeŶt foƌŵs of iŵŵeƌsioŶ. FolloǁiŶg 
‘ǇaŶ s͛ deiŶiioŶ that spaial iŵŵeƌsioŶ ƌepƌeseŶts a ƌespoŶse to seiŶg, the ghost ƌides iŶ 
Blissfully Yours deseƌǀe speĐial ateŶioŶ pƌioƌ to ŵoǀiŶg oŶ to the issue of hapiĐ ĐiŶeŵa as 
aŶotheƌ foƌŵ of iŶǀolǀeŵeŶt ǁith seiŶg. 

The seĐoŶd suďĐhapteƌ poŶdeƌs the issue of eŵoioŶal iŵŵeƌsioŶ. As poiŶted out eaƌlieƌ, 
pƌopeƌ eŵoioŶal ďoŶds ĐaŶŶot ďe estaďlished ǁith ĐhaƌaĐteƌs iŶ sloǁ ĐiŶeŵa as theǇ aƌe oteŶ 
fƌagŵeŶted ǁith Ŷo disĐeƌŶiďle ŵoiǀaioŶ foƌ theiƌ deeds. Thus, the deiŶiioŶ of eŵoioŶal 
iŵŵeƌsioŶ foƌ the sloǁ ilŵ ĐiŶeŵaiĐ eǆpeƌieŶĐe has to ďe ƌestated.

Teŵpoƌal iŵŵeƌsioŶ, as ‘ǇaŶ uŶdeƌliŶes, Đalls iŶto ƋuesioŶ the topiĐ of suspeŶse ǁhiĐh, as 
ǁith ŵaŶǇ tƌadiioŶal ŶoioŶs, has to ďe ƌedeiŶed if applied to sloǁ ĐiŶeŵa, aŶd this ǁill ďe 
doŶe iŶ due Đouƌse iŶ the ĐlosiŶg suďĐhapteƌ.

ϱ.ϳ. a) Spaial iŵŵersioŶ

UŶlike iŶ liteƌatuƌe, ǁheƌe the iŵagiŶaiǀe seiŶg has to ďe ĐoŶstƌuĐted ďǇ the skilful laŶguage 
of the ǁƌiteƌ aŶd ďǇ the iŵagiŶaioŶ of the ƌeadeƌ, the ǀisual iŶfoƌŵaioŶ is alƌeadǇ pƌeseŶt iŶ 
a piĐtuƌe oƌ a ĐiŶeŵaiĐ shot. IŶ ilŵ, spaial iŵŵeƌsioŶ is oďǀious. Hoǁeǀeƌ, this studǇ ǁaŶts 
to poiŶt out a speĐial Đase – the phaŶtoŵ ƌides – that dƌaǁ the ǀieǁeƌ eǀeŶ ŵoƌe iŶto the 
seiŶg. IŶ Blissfully Yours ǁe eŶĐouŶteƌ tǁo suĐh episodes ;tǁo jouƌŶeǇs iŶ a Đaƌ ǁith the 
Đaŵeƌa posiioŶed ďehiŶd the Đaƌ duƌiŶg loŶg stƌetĐhesͿ. ;IŶteƌesiŶglǇ, TaiǁaŶese ilŵŵakeƌ 
Hou Hsiou-HsieŶ, ǁho ĐaŶ ďe ƌegaƌded as a foƌeƌuŶŶeƌ of the sloǁ ĐiŶeŵa ŵoǀeŵeŶt of the 
21st century504, has ŵade suĐh phaŶtoŵ ƌides his tƌadeŵaƌk.Ϳ

IŶ ĐoŶteŵpoƌaƌǇ ĐiŶeŵa the ŵaiŶ fuŶĐioŶ of phaŶtoŵ ƌides is to Đƌeate soŵaiĐ efeĐts iŶ the 
audieŶĐe. ‘eseaƌĐh has shoǁŶ that ĐogŶiioŶ is espeĐiallǇ seŶsiiǀe to the kiŶeiĐs of ĐiŶeŵaiĐ 
iŵages.505 But suĐh takes ĐaŶ also ďe put iŶto the ĐoŶteǆt of ĐiŶeŵa histoƌǇ, ǁheƌe theǇ ďeloŶg 
to phaŶtoŵ-ƌides ǁhiĐh ǁeƌe ǀeƌǇ populaƌ duƌiŶg the eaƌlǇ Ǉeaƌs of ĐiŶeŵa. “uĐh takes giǀe 
the audieŶĐe the feeliŶg that theǇ aƌe iŵŵeƌsed iŶ this otheƌ ƌealitǇ.506 Toŵ GuŶŶiŶg, iŶ his 

503 Ryan, Marie-Laure Narrative as Virtual Reality: Immersion and Interactivity in Literature and Electronic 
Media, Baltimore, 2003 p. 121.
504 Close analysis of the aesthetic strategies employed by Hou Hsiou Hsien can be found in David Bordwell 
Figures Traced in Light: On Cinematic Staging, Berkeley, 2005 and Charles R. Warner Smoke Gets in Your 
Eyes: Hou Hsiou Hsien´s Optics of Ephemerality in Senses of Cinema, Issue 39, 2006, available at http://
sensesofcinema.com/2006/spotlight-on-hou-hsiao-hsien/hou_optics_ephemerality/ (accessed 10.07.2014).
505 Robin Curtis Immersion und Einfühlung: Zwischen Repräsentationalität und Materialität bewegter Bilder in 
montage av 17/2/2008 , p. 98.
506 Erkki Huhtamo Unterwegs in der Kapsel: Simulatoren und das Bedürfnis nach totaler Immersion in 
montage av 17/2/2008, p. 53.
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authoƌitaiǀe ĐoŶĐepioŶ of the ĐiŶeŵa of atƌaĐioŶs, ƌelates these phaŶtoŵ ƌides to the 
atƌaĐioŶs that shoĐked the audieŶĐe duƌiŶg the eaƌlǇ Ǉeaƌs of ĐiŶeŵa.507 But iŶ sileŶt ĐiŶeŵa, 
as opposed to ĐoŶteŵpoƌaƌǇ ĐiŶeŵa, suĐh shots ǁeƌe ǀeƌǇ shoƌt; theǇ lasted foƌ a ŵiŶute at 
ŵost. To aŶalǇse audieŶĐes͛ ƌeaĐioŶs oŶe has to take iŶto aĐĐouŶt the duƌaioŶ of suĐh shots, 
ǁheƌe ͞ŶothiŶg happeŶs.͟  TheŶ, ďeǇoŶd the efeĐts, ǁe Đould also talk aďout the ŵistakes 
of the ilŵŵakeƌs. If suĐh sĐeŶes last foƌ a ǀeƌǇ loŶg iŵe theŶ ouƌ thoughts ŵaǇ Ŷot oŶlǇ 
foƌŵ aŶ alteƌŶaiǀe Ŷaƌƌaiǀe, ďut ǁe ŵaǇ also feel toƌtuƌed iŶ ouƌ seats aŶd leaǀe ďefoƌe the 
ilŵ eŶds. Hoǁeǀeƌ, iŶ Blissfully Yours these phaŶtoŵ ƌides aƌe the ŵost iŶǀolǀiŶg shots of 
the ǁhole ilŵ. If leŶgthieƌ episode as the ďloǁ-joď ;apaƌt fƌoŵ the ǀoǇeuƌisiĐ pleasuƌes it 
ĐƌeatesͿ, ǁhiĐh is ilŵed iŶ a loŶg, staiĐ shot, ŵaǇ pƌoŵpt ďoƌedoŵ iŶ the ǀieǁeƌ, theŶ shots 
ǁith steadilǇ ĐhaŶgiŶg sĐeŶeƌǇ that ofeƌ ŵoƌe aŶd ŵoƌe Ŷeǁ ǀieǁs iŶǀite the audieŶĐe to ďe 
immerse in them.

Hoǁeǀeƌ, spaial iŵŵeƌsioŶ also ofeƌs aŶotheƌ path of hoǁ to tƌǇ to asĐƌiďe ƌeleǀaŶĐe to suĐh 
ĐiŶeŵaiĐ eǆpeƌieŶĐes. NaŵelǇ, ouƌ eŶgageŵeŶt ǁith the suƌfaĐe of the iŵage is a ƌeŵiŶdeƌ of 
the ĐoŶĐept of hapiĐ ĐiŶeŵa as deǀeloped ďǇ Lauƌa Maƌks. “he tƌaĐes the teƌŵ ͚ hapiĐ͛ ďaĐk to 
Aloïs ‘iegel aŶd Wilhelŵ WöƌƌiŶgeƌ, ǁho used it at the ďegiŶŶiŶg of the ϮϬth century. The term 

eŵeƌges agaiŶ iŶ Deleuze aŶd Guataƌis͛ A ThousaŶd Plateaus: Capitalisŵ aŶd SĐhizophƌeŶia in 

ĐoŶŶeĐioŶ to the ŶoioŶ of ͚ sŵooth spaĐe͛ – ͞ a spaĐe that ŵust ďe ŵoǀed thƌough ďǇ ĐoŶstaŶt 
ƌefeƌeŶĐe to the iŵŵediate eŶǀiƌoŶŵeŶt, as ǁheŶ ŶaǀigaiŶg aŶ eǆpaŶse of sŶoǁ oƌ saŶd.͟ ϱϬϴ 

ApplǇiŶg the teƌŵ to ilŵ, Maƌks deiŶes hapiĐ ĐiŶeŵa iŶ its stƌiĐt seŶse as folloǁs: 

HapiĐ iŶǀites a look that ŵoǀes oŶ the suƌfaĐe plaŶe of the sĐƌeeŶ foƌ soŵe iŵe ďefoƌe 
the ǀieǁeƌ ƌealizes ǁhat she oƌ he is ďeholdiŶg. “uĐh iŵages ƌesolǀe iŶto iguƌaioŶ oŶlǇ 
gƌaduallǇ, if at all.509 

Maƌks ĐoiŶs suĐh iŵages ǁith the ŶoioŶ of skiŶ – ďeĐause suĐh uŶdeiŶed iŵages ofeƌ Ŷo 
Đues as to ǁhat oƌ ǁhoŵ ǁe aƌe lookiŶg at – ǁe eǆpeƌieŶĐe oŶlǇ the suƌfaĐe, i.e., the skiŶ of 
the ilŵ.510 

“he goes oŶ eǆplaiŶiŶg that:

HapiĐ peƌĐepioŶ pƌiǀileges the ŵateƌial pƌeseŶĐe of the iŵage. DƌaǁiŶg fƌoŵ otheƌ 
foƌŵs of seŶse eǆpeƌieŶĐe, pƌiŵaƌilǇ touĐh aŶd kiŶaestheiĐ, hapiĐ ǀisualitǇ iŶǀolǀes 
the ďodǇ ŵoƌe thaŶ is the Đase ǁith opiĐal ǀisualitǇ. TouĐh is a seŶse loĐated oŶ the 
suƌfaĐe of the ďodǇ: thiŶkiŶg of ĐiŶeŵa as hapiĐ is oŶlǇ oŶe step toǁaƌd ĐoŶsideƌiŶg 
the ǁaǇs ĐiŶeŵa appeals to the ďodǇ as a ǁhole.511

507 Ibid., p. 54.
508 Laura Marks Touch: Sensuous Theory and Multisensory Media, Minneapolis, 2002, p. XII.
509 Laura Marks The Skin of the Film: Intercultural Cinema, Embodiment, and the Senses, Durham, 1999, p. 
162 – 163.
510 Jennifer M. Barker Jennifer M. Barker The Tactile Eye. Touch and the Cinematic Experience, Berkeley,  2009.
511 Laura Marks The Skin of the Film: Intercultural Cinema, Embodiment, and the Senses, Durham, 1999, p. 
162 – 162.
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Otheƌ efeĐts that eŶaďle hapiĐ iŵages aƌe ĐiŶeŵaiĐ teĐhŶiƋues suĐh as opiĐal pƌiŶiŶg, 
solaƌizaioŶ, aŶd sĐƌatĐhiŶg the eŵulsioŶ, ĐhaŶges iŶ foĐus, gƌaiŶiŶess aŶd the efeĐts of uŶdeƌ- 
aŶd oǀeƌeǆposuƌe.512 Hoǁeǀeƌ, these efeĐts aƌe Ŷot uŶdeƌ ĐoŶsideƌaioŶ iŶ Maƌks ĐoŶĐept.

IŶ this studǇ s͛ opiŶioŶ, the ĐƌiiĐal ǁeakŶess of heƌ ĐoŶĐept of hapiĐ ĐiŶeŵa is that she sees 
hapiĐ Ƌualiies oŶlǇ iŶ ďluƌƌed, uŶĐleaƌ iŵages.  We as speĐtatoƌs aƌe ďodilǇ iŵpƌessed Ŷot oŶlǇ 
ďǇ suĐh iŵages, ďut also thƌough otheƌ ĐiŶeŵaiĐ teĐhŶiƋues, so the ŶoioŶ of hapiĐ ĐiŶeŵa 
should ďe eǆpaŶded.  To ŵǇ ŵiŶd, oŶe ĐaŶ iŶd hapiĐ Ƌualiies Ŷot oŶlǇ iŶ Đleaƌ ĐiŶeŵaiĐ 
iŵages ;opiĐal ǀisualitǇ, as peƌ MaƌksͿ, ǁhiĐh puts the eŵphasis oŶ the ǀisual spleŶdouƌ – 
although theƌe ĐaŶ ďe difeƌeŶt degƌee of ǀisual spleŶdouƌ –, ďut also iŶ iŵages that Đaptuƌe 
suŶ-illed, gƌeeŶ tƌeetops iŶ the juŶgle oƌ sloǁlǇ loǁiŶg ƌiǀeƌ ǁateƌ as it is iŶ BlissfullǇ Youƌs. 
The deĐisiǀe faĐtoƌ heƌe of ǁhetheƌ the hapiĐ Ƌualiies of the shot aƌe foƌe-gƌouŶded oƌ the 
Ŷaƌƌaiǀe deǀelopŵeŶt takes aŶ oǀeƌhaŶd, lies iŶ the duƌaioŶ of the iŵage. As Gƌeg M. “ŵith 
iŶ aŶotheƌ ĐoŶteǆt ƌeŵaƌked, the teŵpoƌal uŶfoldiŶg of the ilŵiĐ siŵulus is ĐƌuĐial to the ǁaǇ 
it appeals to the sǇsteŵ as a ǁhole.513 I ǁould pƌopose to ĐoŶsideƌ that iŶ Đase of sloǁ ilŵs the 
ŵode of the ilŵ is ĐoŶstaŶtlǇ ĐhaŶgiŶg ďetǁeeŶ difeƌeŶt degƌees of ŶaƌƌaiǀitǇ aŶd difeƌeŶt 
degƌees of Ŷaƌƌaiǀe. A ĐƌuĐial ƌole heƌe plaǇs the duƌaioŶ of the shot - iŶ eǆtƌeŵelǇ leŶghǇ 
takes ǁheƌe ͞ŶothiŶg happeŶs͟ hapiĐ Ƌualiies of the iŵage itself take oǀeƌhaŶd.

GeƌŵaŶ ilŵ theoƌeiĐiaŶs Geƌtƌud KoĐh aŶd ChƌisiaŶe Voss ǁho haǀe ǁƌiteŶ aďout the 
ŵateƌialitǇ of the ilŵiĐ iŵage aĐkŶoǁledge that:

… ďegiŶŶt siĐh iŶ deƌ ŶeueƌeŶ Filŵtheoƌie eiŶe TeŶdeŶz dahiŶgeheŶd aďzuzeiĐhŶeŶ, 
so etǁas ǁie die EigeŶästheik deƌ auĐh kiŶeisĐh-takileŶ Mateƌialität ǀoŶ Filŵ 
heƌǀoƌzuheďeŶ, die jeŶseits seiŶes ŵiŵeisĐheŶ VeƌŵögeŶs liegt. Wedeƌ KoƌƌespoŶdeŶz 
ŶoĐh ‘efeƌeŶz zähleŶ füƌ das, ǁas Filŵ iŶ seiŶeƌ Eƌfahƌďaƌkeit auszeiĐhŶet. Vielŵehƌ 
ǁiƌd KiŶo zuŶehŵeŶd als eiŶe ǀiƌtuelle WiƌkliĐhkeit eigeŶeŶ ‘eĐhts ďetƌaĐhtet, die 
uŶseƌe siŶŶliĐheŶ ‘eakioŶeŶ ǁedeƌ suspeŶdieƌt ŶoĐh ŵaŶipulieƌt, soŶdeƌŶ iŶs eigeŶe 
‘eĐht setzt.514

This idea aďout the speĐiiĐ ŵateƌialitǇ of the ilŵiĐ iŵage, ǁhiĐh suspeŶds its ŵiŵeiĐ Ƌualiies, 
ŵeaŶs a fuƌtheƌ deǀelopŵeŶt stage of the ĐoŶĐept of hapiĐ ĐiŶeŵa. BeĐause Ŷoǁ ǁe speak 
Ŷot oŶlǇ of ďluƌƌed iŵages, ďut also of the ŵateƌialitǇ of all ilŵiĐ iŵages. AŶd the hapiĐ 
Ƌualiies of the iŵage haǀe to ďe seeŶ ǁithiŶ the fƌaŵeǁoƌk of the so Đalled ͚tuƌŶ to the ďodǇ͛ 
that has ƌuled siŶĐe the ŵid-ϭϵϵϬs. Hoǁeǀeƌ, it also has ĐoŶseƋueŶĐes foƌ the ŵethodologǇ of 
ĐiŶeŵaiĐ ƌeseaƌĐh.

ViǀiaŶ “oďĐhaĐk, ǁho iŶ heƌ gƌouŶdďƌeakiŶg ďook The Addƌess of the EǇe incorporated 

the ďodilǇ eǆpeƌieŶĐe ďaĐk iŶto the ield of ilŵ studies, iŶsists oŶ desĐƌiďiŶg the ĐiŶeŵaiĐ 
eǆpeƌieŶĐe, usiŶg autoďiogƌaphiĐal aŶd/oƌ aŶeĐdotal eǆpeƌieŶĐe, ďeĐause ͞gƌouŶdiŶg ďƌoadeƌ 

512 Ibid., p. 172-173.
513 Greg M. Smith Film Structure and the Emotion System, Cambridge, 2003, p. 11.
514 Gertrud Koch, Christiane Voss ... Kraft der Illusion in Gertrud Koch, Christiane Voss (eds.)  ... Kraft der 
Illusion, Munich, 2006, p. 9.
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soĐial Đlaiŵs iŶ autoďiogƌaphiĐal aŶd aŶeĐdotal eǆpeƌieŶĐe is Ŷot ŵeƌelǇ a fuzzǇ aŶd suďjeĐiǀe 
suďsitute foƌ ƌigoƌous aŶd oďjeĐiǀe aŶalǇsis ďut puƌposefullǇ pƌoǀides the pheŶoŵeŶologiĐal 
– aŶd eŵďodied – pƌeŵises foƌ a ŵoƌe pƌoĐessual, eǆpaŶsiǀe, aŶd ƌesoŶaŶt ŵateƌialist logiĐ 
thƌough ǁhiĐh ǁe, as suďjeĐts, ĐaŶ uŶdeƌstaŶd ;aŶd peƌhaps guideͿ ǁhat passes as ouƌ 
oďjeĐiǀe histoƌiĐal aŶd Đultuƌal eǆisteŶĐe.͟ 515  DesĐƌiďiŶg this ŵethod as ͞thiĐk desĐƌipioŶ͟516, 
she tuƌŶs agaiŶst the ŵoƌe tƌadiioŶal use of ŵetaphoƌs as the usual tool iŶ desĐƌiďiŶg the 
bodily experience of cinema.  

The seĐoŶd ŵost pƌoŵiŶeŶt authoƌ dealiŶg ǁith ďodilǇ ƌeaĐioŶs iŶ ĐiŶeŵa, Lauƌa Maƌks, 
addƌesses the ƋuesioŶ of ŵethodologǇ. IŶ heƌ iƌst ďook oŶ the suďjeĐt The SkiŶ of the Filŵ: 
IŶteƌĐultuƌal CiŶeŵa, EŵďodiŵeŶt, aŶd the SeŶses ;ϭϵϵϵͿ, ǁheƌe she deiŶed the teƌŵ ͞hapiĐ 
ĐiŶeŵa ,͟ she eǆplaiŶed it iŶ a laŶguage aŶd stǇle ĐoŵŵoŶ to aĐadeŵia, ďut she ĐhaŶged heƌ 
ǁƌiiŶg stǇle foƌ heƌ seĐoŶd ďook TouĐh: SeŶsuous TheoƌǇ aŶd MuliseŶsoƌǇ Media (2002). The 

ƌeasoŶ ǁas, as she states, the pƌoďleŵ of tƌaŶslaioŶ of audioǀisual eǆpeƌieŶĐes iŶto ǁoƌds.517  

IŶ oƌdeƌ to giǀe a pƌopeƌ iŵpƌessioŶ of the aƌt ǁoƌk, the ĐƌiiĐ has to ĐhaŶge Ŷot oŶlǇ his 
ŵethod, ďut also his aitude, she saǇs. TuƌŶiŶg aǁaǇ fƌoŵ the distaŶĐed posiioŶ of a Đool-
headed ĐƌiiĐ, Maƌks ŵakes use of hapiĐ ĐƌiiĐisŵ, ǁhiĐh tƌies to pƌeseƌǀe ͞a tƌaĐe of the 
ǁetŶess of the eŶĐouŶteƌ.͟ ϱϭϴ

The Ŷoǀel appƌoaĐh to ilŵ sĐholaƌship ďǇ usiŶg ǀideo essaǇ as a tool of ilŵ aŶalǇsis ĐaŶ 
ďe ƌegaƌded as a loŶg-aǁaited liďeƌaioŶ of ĐiŶeŵa studies. - It is ŵuĐh easieƌ to talk aďout 
ŵoǀiŶg iŵages usiŶg the ilŵ foƌŵat. But to ŵǇ ŵiŶd, the ƋuesioŶ sill ƌeŵaiŶs ǁhetheƌ all 
the theoƌeiĐal ĐoŶsideƌaioŶs aďout a ĐeƌtaiŶ topiĐ ĐaŶ ďe tƌaŶslated iŶto iŵages of aŶ audio-
ǀisual essaǇ.

ϱ.ϲ. ď) EŵoioŶal iŵŵersioŶ

IŶ the aďoǀe ƋuotaioŶ, ‘ǇaŶ liŶked the eŵoioŶal iŵŵeƌsioŶ to the ĐhaƌaĐteƌ. As poiŶted to 
iŶ the suďĐhapteƌ aďout ŵoods iŶ ĐiŶeŵa, tƌadiioŶallǇ ;iŶ the ĐiŶeŵa studiesͿ the ǀieǁeƌ s͛ 
eŵoioŶal iŶǀolǀeŵeŶt ǁith the stoƌǇ is ďuilt oŶ ĐhaƌaĐteƌ deǀelopŵeŶt thƌoughout the ilŵ. 
Hoǁeǀeƌ, as uŶdeƌliŶed aďoǀe, this staŶĐe poses a pƌoďleŵ foƌ sloǁ ĐiŶeŵa ǁheƌe ĐhaƌaĐteƌs 
laĐk the tǇpiĐal ĐoŶsituioŶ so ĐhaƌaĐteƌisiĐ to ŵaiŶstƌeaŵ pƌotagoŶists ;Đleaƌ goals, 
ŵoiǀaioŶ foƌ deeds, etĐ.Ϳ. FolloǁiŶg this tƌaiŶ of thought it ďeĐoŵes oďǀious that iŶ the Đase 
of iŵŵeƌsioŶ ǁe ĐaŶŶot deiŶe the eŵoioŶal iŶǀolǀeŵeŶt the ǀieǁeƌ is eǆposed to oŶlǇ ǁith 
the help of the ĐhaƌaĐteƌs. Theƌefoƌe, the suƌǀeǇ heƌeiŶ iŶtƌoduĐed the ŵoods-Đue appƌoaĐh. 
To suŵ it up, this staŶĐe alloǁs foƌ iŶĐoƌpoƌaiŶg all of the difeƌeŶt aspeĐts of aŶ aƌt ǁoƌk iŶto 
the speĐtatoƌ s͛ eǆpeƌieŶĐe that aƌe Ŷot diƌeĐtlǇ ĐoŶŶeĐted to a ĐhaƌaĐteƌ s͛ aĐioŶs, ďut that ĐaŶ 

515 Vivian Sobchack Carnal Thoughts: Embodiment and Moving Image Culture, Berkeley, 2004, p. 6.
516 Ibid., p. 5.
517 Laura Marks Touch: Sensuous Theory and Multisensory Media, Minneapolis, 2002, p. IX.
518 Ibid., p. X.
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ĐoŶtƌiďute ĐoŶsideƌaďlǇ to ouƌ speĐtatoƌial eǆpeƌieŶĐe. A siŵilaƌ ŵoǀe toǁaƌds the iŶĐlusioŶ of 
the Ƌualiies ǁhiĐh suƌpass the tƌadiioŶal ĐhaƌaĐteƌ-audieŶĐe ƌelaioŶship has ďeeŶ ŵade ďǇ 
GeƌŵaŶ ilŵ sĐholaƌ ‘oďiŶ Cuƌis iŶ deiŶiŶg iŵŵeƌsioŶ iŶto ilŵ. “he ĐƌiiĐizes the tƌadiioŶal 
ǀieǁ oŶ iŵŵeƌsioŶ, so ĐoŵŵoŶ iŶ ŵedia studies, that aŶ iŶeǀitaďle ƌeƋuiƌeŵeŶt foƌ this 
faĐultǇ aƌe appƌopƌiate teĐhŶiĐal ŵeaŶs ĐƌeaiŶg a ϯϲϬ-degƌee illusioŶ, foƌ eǆaŵple.519 Cuƌis 
eŶĐouƌages leaǀiŶg this appaƌatus-ĐeŶtƌed appƌoaĐh ďehiŶd aŶd suggests ƌegaƌdiŶg iŵŵeƌsioŶ 
as iŶstead aŶ efeĐt geŶeƌated ďǇ tǁo eƋual foƌĐes. The iƌst is ouƌ aďilitǇ to ĐoŵďiŶe difeƌeŶt 
seŶsoƌǇ ŵodaliies of peƌĐepioŶ duƌiŶg the eŶĐouŶteƌ ǁith aŶ aƌt ǁoƌk. The seĐoŶd foƌĐe is 
ouƌ aďilitǇ foƌ eŵpathǇ ;EiŶfühluŶgͿ.520 “uĐh a deiŶiioŶ of iŵŵeƌsioŶ leads to a ĐoŵpletelǇ 
Ŷeǁ uŶdeƌstaŶdiŶg of this pheŶoŵeŶoŶ. Cuƌis͛ eǆpliĐaioŶ of the ĐoŶseƋueŶĐes is ǁell ǁoƌth 
ƋuoiŶg heƌe at leŶgth:

IŶ dieseŵ “iŶŶe ist die IŵŵeƌsioŶ eďeŶ ŶiĐht aussĐhließliĐh als Efekt deƌ speziisĐheŶ 
EigeŶsĐhateŶ deƌ WahƌŶehŵuŶg odeƌ ledigliĐh als WahƌŶehŵuŶgstäusĐhuŶg zu fasseŶ. 
Vielŵehƌ ist IŵŵeƌsioŶ als ästheisĐheƌ Efekt zu ďesĐhƌieďeŶ, deƌ geƌade duƌĐh die 
VeƌleďeŶdiguŶgsiŵpulse deƌ EiŶfühluŶg zu ǀielfäligeŶ MögliĐhkeiteŶ deƌ IŶǀolǀieƌuŶg 
AŶlass giďt – uŶd das auĐh jeŶseits eiŶeƌ ŶatuƌalisisĐheŶ Aďďildstƌategie. Es liegt sogaƌ 
Ŷahe zu deŶkeŶ, dass IŵŵeƌsioŶ uŶd EiŶfühluŶg so siŶŶǀeƌǁaŶdt siŶd, dass sie als 
sǇŶoŶǇŵ ďetƌaĐhtet ǁeƌdeŶ köŶŶeŶ.521

A ŶeĐessaƌǇ poiŶt foƌ ƌefeƌeŶĐe foƌ eƋuaiŶg iŵŵeƌsioŶ ǁith eŵpathǇ foƌ Cuƌis is GeƌŵaŶ 
philosopheƌ Theodoƌ Lipps ;ϭϴϱϭ – ϭϵϭϰͿ, ǁhoŵ difeƌeŶt authoƌs iŶ ĐiŶeŵa studies tƌadiioŶallǇ 
Ƌuote iŶ oƌdeƌ to eǆplaiŶ the eŵpathǇ ǁhiĐh the audieŶĐe feels toǁaƌd a ilŵ s͛ pƌotagoŶists. 
Hoǁeǀeƌ, Cuƌis poiŶts to the ŶuaŶĐe that Lipps͛ uŶdeƌstaŶdiŶg of eŵpathǇ is ŵuĐh ďƌoadeƌ. 
NaŵelǇ, he suggests that iŶaŶiŵate oďjeĐts suĐh as Đolouƌs, difeƌeŶt foƌŵs, ŵoods aŶd spaĐes 
ĐaŶ iŶǀoke eŵpathǇ. Lipps deiŶes this state as aŶ eǆpeƌieŶĐe of ǀitalitǇ of the self, ǁhiĐh is 
aŶ iŶheƌeŶt featuƌe of eǀeƌǇ oďjeĐt of the ǁoƌld.522 Thus, Cuƌis ĐoŶĐludes, duƌiŶg eŵpathǇ 
ǁe aƌe Ŷot pƌeoĐĐupied ǁith the oďjeĐiǀe Ƌualiies of the ǁoƌld, ͞ǀielŵehƌ ist ŵaŶ ŵit deŶ 
ChaƌakteƌisikeŶ des eigeŶeŶ leiďliĐheŶ EŶgageŵeŶts ŵit deŶ OďjekteŶ ďesĐhätigt, kuƌz: ŵit 
deŶ “eŶsaioŶeŶ, AkiǀitäteŶ uŶd “iŵŵuŶgeŶ, die duƌĐh diese BesĐhätiguŶg eŶtsteheŶ.͞ 523

This stateŵeŶt iŶduĐes a ƌetuƌŶ to the issue of aƌƌesiŶg iŵage, ǁhiĐh ǁas iŶtƌoduĐed iŶ the 
chapter about GoodďǇe, DƌagoŶ IŶŶ. AŶ aƌƌesiŶg iŵage is a shot ǁhiĐh eǆeĐutes iŶteŶse 
seŶsual efeĐt oŶ the ǀieǁeƌ aŶd is diǀoƌĐed fƌoŵ its Ŷaƌƌaiǀe fuŶĐioŶ. Theƌe this ĐoŶĐept 
ǁas ƌedeiŶed ďǇ applǇiŶg it to iŵages ǁhiĐh displaǇ iŶteŶse peƌĐeptual ŵoŵeŶts, aŶd thus 
go ďeǇoŶd the usual iŶǀitaioŶ to iŶteƌpƌetaioŶ as the ŶoŶplusultƌa soluioŶ foƌ dealiŶg ǁith 

519 Robin Curtis Immersion und Einfühlung: Zwischen Repräsentationalität und Materialität bewegter Bilder in 
montage av 17/2/2008 , p. 92.
520 Ibid., p. 97., p. 97.
521 Robin Curtis Immersion und Einfühlung: Zwischen Repräsentationalität und Materialität bewegter Bilder in 
montage av 17/2/2008 , p. 97.
522 Ibid., p. 99.
523 Ibid., p. 100.
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aŶǇ iŵage. At this poiŶt ǁe ĐaŶ go a step fuƌtheƌ ďǇ ĐlaiŵiŶg that the eǆpeƌieŶĐe iŶǀolǀed 
iŶ dealiŶg ǁith aƌƌesiŶg iŵages ĐaŶ ďe Đalled iŵŵeƌsioŶ. DifeƌeŶt shots iŶ Blissfully Yours 

possess suĐh aŶ iŶteŶse poǁeƌ that ǁe ĐaŶ asĐƌiďe to theŵ Ƌualiies of aƌƌesiŶg iŵages, thus 
leadiŶg the ǀieǁeƌ to eŶgage ǁith eŵoioŶs, ŵoods aŶd otheƌ afeĐiǀe ƌeaĐioŶs, aŶd Đall this 
process immersion.

5.7. c) Temporal immersion

‘ǇaŶ allies the teƌŵ teŵpoƌal iŵŵeƌsioŶ ǁith the teƌŵ suspeŶse – the ƌeadeƌ s͛ ǁish to 
kŶoǁ the eŶdiŶg of the stoƌǇ at the eŶd of Ŷaƌƌaiǀe iŵe.524 “uspeŶse is aŶotheƌ ĐoŶtested 
issue iŶ ĐoŶŶeĐioŶ to sloǁ ĐiŶeŵa, ďut a deŶial of suspeŶse iŶ ĐoŶŶeĐioŶ to this ĐiŶeŵaiĐ 
ŵoǀeŵeŶt ĐaŶ aƌise oŶlǇ if ǁe ǁoƌk ǁith the tƌadiioŶal deiŶiioŶ. It Đoŵes as Ŷo suƌpƌise 
that the ŶoioŶ of suspeŶse is usuallǇ ĐoiŶed ǁith aĐioŶ-ladeŶ ;populaƌͿ geŶƌes. As the editoƌs 
of the ĐaŶoŶiĐal ǁoƌk oŶ this issue – SuspeŶse: CoŶĐeptualizaioŶs, TheoƌeiĐal AŶalǇsis, aŶd 
EŵpiƌiĐal EǆploƌaioŶs – ƌightlǇ ƌeŵaƌk iŶ the pƌefaĐe of the ďook, this topiĐ ĐaŶ ďe appƌoaĐhed 
fƌoŵ tǁo difeƌeŶt peƌspeĐiǀes. Eitheƌ ǁe aŶalǇse the Ŷaƌƌaiǀe desigŶ of the aƌtǁoƌk takiŶg 
iŶto aĐĐouŶt the uŶĐeƌtaiŶtǇ of the Ŷaƌƌaiǀe outĐoŵe – the daŶgeƌ foƌ the pƌotagoŶist aŶd 
the plaǇ of the iŵe delaǇ – oƌ ǁe ĐoŶĐeŶtƌate oŶ the ĐogŶiiǀe aĐiǀiies of the ǀieǁeƌs, theiƌ 
eǆpeĐtaioŶs aŶd eŵoioŶs.525 “uƌelǇ, ďoth aspeĐts aƌe iŵpoƌtaŶt iŶ oƌdeƌ to fullǇ gƌasp this 
pheŶoŵeŶoŶ. Hoǁeǀeƌ, ateƌ aŶalǇsiŶg seǀeƌal sloǁ ĐiŶeŵa ilŵs, this studǇ daƌes to Đlaiŵ 
that iŶ this tǇpe of aƌt ilŵ suspeŶse is geŶeƌated ŵoƌe thƌough the ĐogŶiiǀe plaǇ of the 
ǀieǁeƌ; less deĐisiǀe aƌe the ƌeƋuiƌeŵeŶts foƌ suspeŶse alƌeadǇ ďuilt iŶto the Ŷaƌƌaiǀe teǆt. 
Foƌ eǆaŵple, the sheeƌ liŶeaƌitǇ of the Ŷaƌƌaiǀes iŶ these ilŵs alƌeadǇ peƌ deiŶiioŶ esĐheǁs 
the possiďilitǇ of iŵe plaǇs oƌ at least diŵiŶishes theiƌ iŵpoƌtaŶĐe. “loǁ ŶaƌƌaioŶ ilŵs oteŶ 
shoǁ ͞a seŶse of ďliŶd pƌogƌess͟526, that, aĐĐoƌdiŶg to ‘ǇaŶ, is the ďiggest eŶeŵǇ of suspeŶse. 

AŶotheƌ poiŶt that has to ďe ŵade ĐoŶĐeƌŶs the ƌaŶge of possiďiliies aďout the possiďle 
deǀelopŵeŶts aŶd outĐoŵe of the Ŷaƌƌaiǀes iŶ the ilŵs iŶ ƋuesioŶ. As Heta PǇƌhöŶeŶ has 
stated ǀeƌǇ ĐoŶĐiselǇ: ͞The iŶteŶsitǇ of suspeŶse is iŶǀeƌselǇ pƌopoƌioŶal to the ƌaŶge of 
possiďiliies.͟ 527 Hoǁeǀeƌ, the plot stƌuĐtuƌes of sloǁ ilŵs laĐk the iŶteŶsitǇ of suspeŶse, ǁhiĐh 
ĐaŶ ďe Đƌeated ďǇ deliŵiiŶg the ƌaŶge of possiďiliies foƌ the ĐhaƌaĐteƌs. The ǀaƌietǇ of ĐoiĐes 
is ĐloselǇ ied to the eǀeŶts eǆpeƌieŶĐed ďǇ the ĐhaƌaĐteƌ of the ilŵ, the desiƌes aŶd plaŶs 
theǇ haǀe aŶd the goals theǇ puƌsue, aŶd it eŶaďles the audieŶĐe s͛ aďilitǇ to eŶǀisioŶ possiďle 

524 Ryan, Marie-Laure Narrative as Virtual Reality: Immersion and Interactivity in Literature and Electronic 
Media, Baltimore, 2003 p. 140.
525 Peter Vorderer, Hans Jürgen Wulff, Mike Friedrichsen (eds.) Suspense: Conceptualizations, Theoretical 
Analysis, and Empirical Explorations, Mahwah, 1996, p. VII.
526 Ryan, Marie-Laure Narrative as Virtual Reality: Immersion and Interactivity in Literature and Electronic 
Media, Baltimore, 2003 p. 145.
527 Heta Pyrhönen Suspense and Surprise in David Herman, Manfred Jahn, and Marie-Laure Ryan (eds.) 
Routledge Encyclopedia of Narrative Theory, 2005, p. 578.
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stoƌǇ deǀelopŵeŶts.ϱϮϴ As ǁas stƌessed agaiŶ aŶd agaiŶ, iŶ the sloǁ ĐiŶeŵa eǆaŵples heƌeiŶ 
the ĐhaƌaĐteƌs͛ goals ŵostlǇ ƌeŵaiŶ uŶĐleaƌ, oƌ theǇ seeŵ to dƌop the plaŶs theǇ had iŶiiallǇ. 
Thus, ǁe ĐaŶŶot liŶk the suspeŶse iŶ sloǁ ĐiŶeŵa diƌeĐtlǇ to the goals of the ĐhaƌaĐteƌs. Foƌ 
the deiŶiioŶ of suspeŶse iŶ this tǇpe of ilŵ the eǆpeĐtaioŶs of the ǀieǁeƌ ĐaŶ ďe ƌeduĐed 
to a siŵple ƋuesioŶ ͞What happeŶs Ŷeǆt?͟ Blissfully Yours is a paƌiĐulaƌlǇ good eǆaŵple. As 
eǆeŵpliied aďoǀe, the pƌoďleŵs ǁith ǁhiĐh the stoƌǇ ďegiŶs ;MiŶ Ŷeeds a health ĐeƌiiĐate aŶd 
has a teƌƌiďle skiŶ ƌash; OƌŶ ŵiǆes a ŵǇsteƌious skiŶ Đƌeaŵ, etĐ.Ϳ aƌe aďaŶdoŶed at soŵe poiŶt. 
Hoǁeǀeƌ, ǁe ƌeŵaiŶ iŶteƌested iŶ ǁhat happeŶs Ŷeǆt ďeĐause the ĐhaƌaĐteƌs alŵost ĐoŶstaŶtlǇ 
ŵoǀe foƌǁaƌds ;jouƌŶeǇs iŶ Đaƌs, ǁalks thƌough the juŶgleͿ, ǁhiĐh Đause us to aŶiĐipate that 
thƌough this ĐoŶstaŶt ĐhaŶge of sĐeŶeƌǇ aŶd aĐiǀiies “OMETHING ǁill iŶeǀitaďlǇ happeŶ. 
AŶdƌás BáliŶ KoǀáĐs eǀeŶ ŵakes a Đlaiŵ that the dƌaŵatuƌgiĐal keǇ that ŵakes sloǁ Ŷaƌƌaiǀes 
aĐĐeptaďle is suspeŶse. Foƌ his uŶdeƌstaŶdiŶg of suspeŶse, it is of Ŷo iŵpoƌtaŶĐe hoǁ sloǁlǇ 
the plot deǀelops oƌ the iŶsigŶiiĐaŶĐe of oŶsĐƌeeŶ eǀeŶts. The aŶiĐipaioŶ Đƌeated iŶ the 
audieŶĐe that soŵethiŶg iŵpoƌtaŶt is goiŶg to happeŶ is ĐƌuĐial, aŶd foƌ that he ŵakes the 
duƌaioŶal shots ǁith sloǁ Đaŵeƌa ŵoioŶ aĐĐouŶtaďle.529

Daǀid Boƌdǁell has piĐked up this topiĐ iŶ a ďlog eŶtƌǇ aďout aƌt-house suspeŶse. His ĐeŶtƌal poiŶt 
is that suspeŶse is a fuŶdaŵeŶtal ƌesouƌĐe of all stoƌǇtelliŶg. Hoǁeǀeƌ, if suspeŶse is doǁŶplaǇed 
iŶ a ilŵ suĐh as iŶ ǀaƌious aƌt-house ilŵs, ǁe oteŶ ƌeĐeiǀe ͞the sheeƌ suĐĐessiǀeŶess of 
thiŶgs .͟530 IŶ Đases of sheeƌ ĐoŶseĐuiǀeŶess of eǀeŶts the task of the ilŵŵakeƌ ďeĐoŵes to 
stage the stoƌǇ iŶ suĐh a ǁaǇ that it ĐaŶ sill aƌouse iŶteƌest iŶ the audieŶĐe. The possiďiliies 
at haŶd Đould ďe Đaƌeful fƌaŵiŶg, eǀoĐaiǀe souŶd aŶd Đƌisp Ŷaƌƌaiǀe teĐhŶiƋue. IŶteƌesiŶglǇ 
eŶough, GeƌŵaŶ ilŵ psǇĐhologist Peteƌ Wuss, iŶ ǁƌiiŶg aďout suspeŶse iŶ the ilŵs of 
MiĐhelaŶgelo AŶtoŶioŶi ;ǁho ĐaŶ ďe ƌegaƌded as oŶe of the foƌeƌuŶŶeƌs of sloǁ ĐiŶeŵaͿ, 
poiŶts to the faĐt that ǁheƌe ǁe eŶĐouŶteƌ ͞oŶlǇ͟ teŶsioŶ iŶstead of suspeŶse, this aďduĐioŶ 
ƌesults iŶ ͞soŵethiŶg else ,͟ aŶd iŶ this Đase ŵoƌe eŵphasis is put oŶ the aŶalǇiĐal diŵeŶsioŶ 
iŶ the peƌĐepioŶ pƌoĐess.531 Fuƌtheƌŵoƌe, Wuss pƌoposed that suspeŶse, as he uŶdeƌstaŶds 
it, is alǁaǇs liŶked to eŵoioŶs, ďut ǁith teŶsioŶ this is Ŷot the Đase.532 Wuss deliŶeates the 
ďoƌdeƌ ďetǁeeŶ suspeŶse aŶd teŶsioŶ ďǇ the aŵouŶt of iŶfoƌŵaioŶ the pƌotagoŶists haǀe 
aďout the situaioŶ. NaŵelǇ, the ĐoŶdiioŶs foƌ teŶsioŶ aƌe the aŶiĐipaioŶ of ƌeleǀaŶt ;oteŶ 
ŵeŶaĐiŶgͿ eǀeŶts, aŶd the pƌiŶĐipal ĐhaƌaĐteƌs͛ aďilitǇ to pƌeǀeŶt a Ŷegaiǀe outĐoŵe of the 
eǀeŶts. Hoǁeǀeƌ, iŶ oƌdeƌ foƌ teŶsioŶ to aĐhieǀe a ƋualitǇ of suspeŶse, the ǀieǁeƌ has to haǀe 

528 Heta Pyrhönen Suspense and Surprise in David Herman, Manfred Jahn, and Marie-Laure Ryan (eds.) 
Routledge Encyclopedia of Narrative Theory, 2005, p. 578.
529 András Bálint Kovács The Cinema of Béla Tarr: the Circle closes, London, 2013, p. 115-116.
530 David Bordwell Arthouse suspense, in big and small doses in Davird Bordwell Observations on ilm art, 
April 11, 2011: http://www.davidbordwell.net/blog/2011/04/11/arthouse-suspense-in-big-and-small-doses/ 
(Accessed 23.04.2014).
531 Peter Wuss Narrative Tension in Antonioni in Peter Vorderer, Hans Jürgen Wulff, Mike Friedrichsen (eds.) 
Suspense: Conceptualizations, Theoretical Analysis, and Empirical Explorations, Mahwah, 1996, p. 63.
532 Peter Wuss Narrative Tension in Antonioni in Peter Vorderer, Hans Jürgen Wulff, Mike Friedrichsen (eds.) 
Suspense: Conceptualizations, Theoretical Analysis, and Empirical Explorations, Mahwah, 1996, p. 53.
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ŵoƌe iŶfoƌŵaioŶ aďout the situaioŶ ;a ďoŵď ďeiŶg plaĐed uŶdeƌ a taďle, foƌ eǆaŵpleͿ thaŶ 
the pƌotagoŶist does.533 

‘etuƌŶiŶg to Blissfully Yours as a Đase eǆaŵple ǁith this deiŶiioŶ of suspeŶse iŶ ŵiŶd, this 
studǇ asseƌts ;ǁith Ŷo suƌpƌiseͿ that iŶ sloǁ ĐiŶeŵa ǁe eŶĐouŶteƌ ŶoŶe of the thƌee ĐoŶdiioŶs 
deŵaŶded ďǇ Wuss. Neitheƌ foƌ teŶsioŶ, Ŷoƌ foƌ suspeŶse. As afoƌeŵeŶioŶed, ǁe aƌe let 
solelǇ ǁith ouƌ iŶteƌest iŶ ǁhat happeŶs Ŷeǆt. Thus, peƌhaps iŶteƌest ǁould ďe the pƌopeƌ 
deiŶiioŶ foƌ suspeŶse iŶ sloǁ ĐiŶeŵa.

FiŶallǇ, tuƌŶiŶg to aŶotheƌ ĐategoƌǇ of suspeŶse ǁhiĐh ‘ǇaŶ ďƌiŶgs iŶto plaǇ – ŵetasuspeŶse. 
It is the ĐƌiiĐal iŶǀolǀeŵeŶt ǁith a stoƌǇ ;oƌ, iŶ this Đase, ilŵͿ. IŶ this tǇpe of suspeŶse the 
speĐtatoƌ foĐuses his ateŶioŶ Ŷot oŶ the plot itself ďut oŶ hoǁ the authoƌ/ilŵŵakeƌ is goiŶg 
to ďleŶd all the stƌaŶds of the stoƌǇ togetheƌ.534 As the ŵaiŶ audieŶĐe of sloǁ ĐiŶeŵa is a 
ĐiŶeŵa-eduĐated oŶe, the supposiioŶ is that ŵetasuspeŶse plaǇs a ǀeƌǇ iŵpoƌtaŶt ƌole iŶ the 
ƌeĐepioŶ of these ilŵs. Hoǁeǀeƌ, ǁe ĐaŶŶot speak oŶlǇ of stoƌǇ iŶ teƌŵs of these ilŵs, ďut 
the ǁhole aƌisiĐ desigŶ of the ilŵ aĐƋuiƌes aŶ eǆĐepioŶallǇ huge iŵpoƌtaŶĐe foƌ the ǀieǁeƌ. 
Boƌdǁell addƌesses this topiĐ iŶ a ŵoƌe ƌeiŶed ŵaŶŶeƌ, staiŶg that ǁhat Đoŵes iŶstead of 
suspeŶse oŶ a laƌge sĐale is suspeŶse oŶ ŵiĐƌo-leǀels – aĐƌoss paƌiĐulaƌ sĐeŶes oƌ eǀeŶ oŶ the 
leǀel of a siŶgle shot. The alƌeadǇ ŵuĐh-ŵeŶioŶed sǁiŵŵiŶg episode iŶ Blissfully Yours is an 

eǆaŵple of suspeŶse oŶ aŶ episode leǀel. But, the shot iŶ The TuƌiŶ Hoƌse ǁheƌe the Đaƌƌiage 
ǁith Ohlsdoƌfeƌ aŶd his daughteƌ ƌeappeaƌs iŶ the shot soŵe ŵiŶutes ateƌ it had disappeaƌed 
ďehiŶd the hoƌizoŶ, aĐƋuiƌes suspeŶse pƌeĐiselǇ ďeĐause of the teŶsioŶ, aŶd ĐoŶseƋueŶtlǇ 
the eǆpeĐtaioŶs aŶ eŵptǇ duƌaioŶal shot ĐaŶ eǀoke iŶ aŶ eǆpeƌieŶĐed ǀieǁeƌ. IŶ all these 
Đases, ƌegaƌdless of sĐale, the ŵost iŵpoƌtaŶt ƋuesioŶ foƌ the ǀieǁeƌ of sloǁ ĐiŶeŵa is: ͞ What 
Đoŵes Ŷeǆt?͟

Heƌe ǁe aƌƌiǀe at a ŵoƌe geŶeƌal aŶd iŵpoƌtaŶt aspeĐt of suspeŶse. NaŵelǇ, the ƋuesioŶ of 
ǁhetheƌ the aĐiǀiies sloǁ ĐiŶeŵa ǀieǁeƌs aƌe eŶgaged iŶ ĐaŶ ďe ďeteƌ laďelled as passiǀe 
oƌ eŶgaged oƌ ďoth. This Ŷeǁ tuƌŶ iŶ this aŶalǇsis of sloǁ ĐiŶeŵa is pƌeĐeded ďǇ a disĐussioŶ 
iŶ liteƌatuƌe studies aďout the Ŷatuƌe of hǇpeƌteǆts. As Yelloǁlees Douglas, the aĐkŶoǁledged 
ƌeseaƌĐheƌ oŶ hǇpeƌteǆt ŵaiŶtaiŶs iŶ aŶ aƌiĐle ;puďlished togetheƌ ǁith Đolleague AŶdƌeǁ 
HaƌgadoŶͿ:

AĐĐoƌdiŶg to ŵost ĐƌiiĐs, the pleasuƌes of iŶteƌaĐiŶg ǁith Ŷaƌƌaiǀes, like the ƌeadiŶg 
audieŶĐes ǁho ĐoŶsuŵe theŵ, aƌe ŵoŶolithiĐ eŶiies. Teǆts aƌe eitheƌ iŵŵeƌsiǀe oƌ 
eŶgagiŶg. Thƌilleƌs, ǁesteƌŶs, aŶd ŵǇsteƌies iŵŵeƌse us iŶ theiƌ ĐhaƌaĐteƌs aŶd plots, 
ŵakiŶg us teŵpoƌaƌilǇ oďliǀious of the ǁoƌld aƌouŶd us. Teǆts ďǇ ͞diiĐult͟ ǁƌiteƌs 
eŶgage us ďǇ ĐhalleŶgiŶg aŶd suďǀeƌiŶg ouƌ sĐheŵas, ƌeŵiŶdiŶg us of ouƌ ƌole as 

533 Ibid., p. 52.
534 Ryan, Marie-Laure Narrative as Virtual Reality: Immersion and Interactivity in Literature and Electronic 
Media, Baltimore, 2003 p. 145.
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ƌeadeƌs aŶd seŶseŵakeƌs.535

IŶ ĐiŶeŵa studies ǁe also disiŶguish ďetǁeeŶ high aŶd loǁ Đultuƌe, uŶdeƌstaŶdiŶg ŵaiŶstƌeaŵ 
HollǇǁood ĐiŶeŵa as ďeloŶgiŶg to the loǁeƌ leǀel aŶd sloǁ ilŵs ďeloŶgiŶg to the faƌ eŶd of 
the uppeƌ leǀel ;aŶd ͞diiĐult͟Ϳ geŶƌe, it seeŵs jusiied to poŶdeƌ this issue a litle ďit ŵoƌe. 

‘ǇaŶ, iŶ heƌ ďook oŶ iŵŵeƌsioŶ, also aĐkŶoǁledges that ŵetasuspeŶse aĐtuallǇ does Ŷot 
ďeloŶg to suspeŶse, ďut aŶiĐipates iŶteƌaĐiǀitǇ.536 Yet, as Douglas aŶd HaƌgadoŶ, ƌelǇiŶg oŶ the 
sĐheŵa theoƌǇ, poiŶt out, ouƌ iŵŵeƌsioŶ iŶto a stoƌǇ is ŵoƌe easilǇ eŶaďled ďǇ the geŶƌe iĐioŶ 
thaŶ ďǇ diiĐult teǆts, ďut the eŶgageŵeŶt ǁith a teǆt is fouŶded iŶ ouƌ aďilitǇ to ƌeĐogŶize the 
uŶiƋue oƌ uŶpƌediĐtaďle eleŵeŶts aŶd disiŶguish uŶusual eleŵeŶts iŶ the ŵise-eŶ-sĐèŶe.537 

Both authoƌs aĐkŶoǁledge that highlǇ iŵŵeƌsiǀe teǆts ĐaŶ iŶǀolǀe eŶgageŵeŶt aŶd ǀiĐe ǀeƌsa. 
TheǇ ofeƌ loǁ-theoƌǇ, as deǀeloped ďǇ the aĐkŶoǁledged AŵeƌiĐaŶ-HuŶgaƌiaŶ psǇĐhologist 
MihalǇ CsikszeŶtŵihalǇi, as a ŵodel to help gƌasp this pheŶoŵeŶoŶ. TheǇ ŵoiǀate theiƌ ĐhoiĐe 
of ĐoŶĐept ǁith the aƌguŵeŶt that loǁ dƌaǁs oŶ the ĐhaƌaĐteƌisiĐs of ďoth pheŶoŵeŶa – that 
of iŵŵeƌsioŶ aŶd that of eŶgageŵeŶt. BǇ usiŶg faŵiliaƌ sĐheŵas of geŶƌes, ǁƌiteƌs fosteƌ loǁ 
states, ďeĐause the afeĐiǀe eǆpeƌieŶĐes aƌe ĐloselǇ liŶked to the eǆpeĐtaioŶs of the ǀieǁeƌ/
ƌeadeƌ. BǇ ŵakiŶg the Ŷaƌƌaiǀe tƌajeĐtoƌǇ uŶpƌediĐtaďle, thus iŶǀiiŶg ƌeadeƌs to ŵake theiƌ 
oǁŶ deĐisioŶs aďout the fuƌtheƌ deǀelopŵeŶt of the hǇpeƌteǆt, the ƌeadeƌ is eŶgaged iŶto 
iŶteƌaĐiǀitǇ. This paƌadoǆ of highlǇ stƌuĐtuƌed ĐoŶteǆt ;iŶ the foƌŵ of geŶƌesͿ aŶd ƌelaiǀe 
fƌeedoŵ of ĐhoiĐe is ĐeŶtƌal to eǆpeƌieŶĐiŶg loǁ.ϱϯϴ

The topiĐ of loǁ-like eǆpeƌieŶĐe iŶ sloǁ ĐiŶeŵa should ďe deǀeloped fuƌtheƌ, ďut heƌe it ǁould 
eǆĐeed the sĐope of this studǇ. Thus, theƌe aƌe soŵe pƌeliŵiŶaƌǇ assuŵpioŶs that ǁould 
deseƌǀe fuƌtheƌ ĐoŶsideƌaioŶs iŶ aŶotheƌ fƌaŵeǁoƌk.

CsikszeŶtŵihalǇi lists teŶ ĐoŵpoŶeŶts foƌ loǁ, ďut he also adŵits that Ŷot all of theŵ haǀe to 
ďe pƌeseŶt iŶ oƌdeƌ to eǆpeƌieŶĐe this state. If all teŶ ƌeƋuiƌeŵeŶts aƌe pƌeseŶt, theŶ ǁe ĐaŶ 
speak of ŵaĐƌo-loǁ, ďut if oŶlǇ soŵe of theŵ ĐaŶ ďe ideŶiied, theŶ it ǁill ďe state of ͞ŵiĐƌo-
loǁ .͟ DuƌiŶg seǀeƌal poiŶts iŶ this disseƌtaioŶ the sĐalaƌ Ŷatuƌe of difeƌeŶt pheŶoŵeŶa 
ƌegaƌdiŶg sloǁ ĐiŶeŵa ǁas ŵeŶioŶed, aŶd the Đase of loǁ ǁill ďe Ŷo eǆĐepioŶ. 

Blissfully Yours ofeƌs a Đase ǁheƌe, as the eǀeŶts iŶ the plot aƌe ƌeduĐed to a ŵiŶiŵuŵ aŶd the 

535 Yellowlees Douglas, Andrew Hargadon The Pleasure Principle: Immersion, Engagement, Flow in 
Proceedings of the 2000 International Hypertext Conference, New York, p. 155, available at  http://ftp.cse.
buffalo.edu/users/azhang/disc/disc01/cd1/out/papers/hypertext/p153-douglas.pdf (Accessed 13.04.2014).
536  Ryan, Marie-Laure Narrative as Virtual Reality: Immersion and Interactivity in Literature and Electronic 
Media, Baltimore, 2003 p. 145.
537 Yellowlees Douglas, Andrew Hargadon The Pleasure Principle: Immersion, Engagement, Flow in 
Proceedings of the 2000 International Hypertext Conference, New York, p. 155, available at http://ftp.cse.
buffalo.edu/users/azhang/disc/disc01/cd1/out/papers/hypertext/p153-douglas.pdf (Accessed 13.04.2014).
538 Yellowlees Douglas, Andrew Hargadon The Pleasure Principle: Immersion, Engagement, Flow in 
Proceedings of the 2000 International Hypertext Conference, New York, p. 158, available at http://ftp.cse.
buffalo.edu/users/azhang/disc/disc01/cd1/out/papers/hypertext/p153-douglas.pdf (Accessed 13.04.2014).



153II. Case Studies - 5. Blissfully Yours

foƌehaŶd is giǀeŶ to duƌaioŶal episodes ǁith iŵpƌessiǀe atŵospheƌiĐ Ƌualiies, the ǀieǁeƌ is 
let ĐoŶĐeŶtƌaiŶg oŶ ƌelishiŶg difeƌeŶt ŵoods. IŶ doiŶg so theǇ aƌe ĐoŵpletelǇ ƌeliaŶt oŶ the 
shot ;iŶ ĐoŵďiŶaioŶ ǁith the souŶd sĐoƌeͿ. Hoǁeǀeƌ, the shot ofeƌs ŶothiŶg fuƌtheƌ eǆĐept 
foƌ the sĐeŶeƌǇ depiĐted iŶ it. Thus the ǀieǁeƌ eŶjoǇs the shot foƌ itself aŶd its suƌfaĐe – its 
hapiĐ Ƌualiies. The stoƌǇ ofeƌs Ŷo suƌpƌises that Đould jaƌ the ǀieǁeƌ fƌoŵ iŵŵeƌsioŶ iŶto the 
atŵospheƌe of the ilŵ. It is the aďsoƌpioŶ iŶto the aĐiǀitǇ itself that CsikszeŶtŵihalǇi speaks 
of as oŶe of the ƌeƋuiƌeŵeŶts foƌ the state of loǁ. 

The ilŵ s͛ uŶpƌediĐtaďilitǇ is dƌiǀeŶ ďǇ the faĐt that iŶ aƌt-house ĐiŶeŵa, ŵoƌe thaŶ iŶ otheƌ 
tǇpes of ilŵ, the ǀieǁeƌ is iŶǀited to ďeĐoŵe aĐiǀe iŶ ŵakiŶg seŶse of the ilŵ. But the 
stƌuĐtuƌe ŶeĐessaƌǇ foƌ the loǁ pheŶoŵeŶoŶ to Đoŵe iŶto eǆisteŶĐe is the ilŵ s͛ aĐt sĐheŵe. 
‘egaƌdless of the leŶgth of the paƌiĐulaƌ paƌts, the ĐhoseŶ eǆaŵples all shoǁ that eǀeƌǇ ilŵ 
deŵoŶstƌates featuƌes of a setup; the plot soŵehoǁ deǀelops eǀeŶ ǁheŶ the Đause-eǀeŶt-
sĐheŵa is ǀeƌǇ loose. AŶd, at soŵe poiŶt, the ilŵ Đoŵes to aŶ eŶd ƌegaƌdless of ǁhetheƌ the 
story reaches proper closure.

IŶ ĐoŶĐlusioŶ – ilŵ ǀieǁeƌs ĐaŶ Ŷot oŶlǇ appƌeĐiate difeƌeŶt iŵŵeƌsioŶ ƌegiŵes as ĐoŶiƌŵed 
ďǇ ĐogŶiiǀe psǇĐhologists, ďut theǇ ĐaŶ folloǁ the plot, appƌeĐiate the ŵetasuspeŶse, aŶd at 
the saŵe iŵe delǀe iŶto the ŵood of the episode. As pƌeǀiouslǇ Ƌuoted, PlaŶiŶga uŶdeƌliŶes 
the iŵpoƌtaŶĐe of ŵoods, eŵoioŶs, ďodilǇ ƌespoŶses aŶd ĐogŶiioŶ iŶ geŶeƌaiŶg ilŵ ǀieǁiŶg 
eǆpeƌieŶĐe. He eǆpliĐitlǇ addƌesses the ƋuesioŶ of ĐogŶiioŶ aŶd ofeƌs eǆaŵples that soĐial-
sĐieŶĐe ƌeseaƌĐh deliǀeƌs pƌoof that afeĐiǀe aŶd ĐogŶiiǀe eǆpeƌieŶĐe aƌe diƌeĐtlǇ ƌelated, 
aŶd that ͞ŵoods aŶd eŵoioŶs ĐoŶsitute ǁaǇs of ͞seeiŶg͟ ǁith sigŶiiĐaŶt iŵpoƌt.͟ 539 Foƌ 
eǆaŵple, ŵoods ĐaŶ fuŶĐioŶ as a gestalt oƌ sĐheŵa thƌough ǁhiĐh ǁe peƌĐeiǀe the iĐioŶal 
ǁoƌld. CoŶseƋueŶtlǇ, iŶ ouƌ seaƌĐh foƌ ƌeleǀaŶt uteƌaŶĐes iŶ a ilŵ the ŵood oŶ the sĐƌeeŶ ;aƌt 
ŵoodͿ oƌ the huŵaŶ ŵood ǁill afeĐt ouƌ peƌĐepioŶ of the ƌeleǀaŶĐe. 

PlaŶiŶga s͛ Đleaƌ-ŵiŶded appƌoaĐh jusiies the Đlaiŵ heƌeiŶ that iŶ sloǁ ĐiŶeŵa, ouƌ ilŵ 
ǀieǁiŶg eǆpeƌieŶĐe is goǀeƌŶed ďǇ a seaƌĐh foƌ ƌeleǀaŶĐe. Hoǁeǀeƌ, if Ƌualiies suĐh as ŵoods 
aŶd eŵoioŶs, aŶd iŵŵeƌsioŶ aƌe deploǇed as sigŶiiĐaŶtlǇ as iŶ Blissfully Yours, theŶ these 
Ƌualiies ĐaŶŶot oŶlǇ ďe jusiied ďǇ “peƌďeƌ&WilsoŶ s͛ eǆplaŶaioŶ ƌegaƌdiŶg stǇle – theǇ aƌise 
ǁithiŶ the puƌsuit of ƌeleǀaŶĐe. “uƌelǇ, the diƌeĐtoƌ s͛ ƌeliaŶĐe oŶ ŵoodǇ shots aŶd the deĐisioŶ 
to use eǆteŶded Đuts all aƌe sigŶs of a paƌiĐulaƌ peƌsoŶal stǇle, ďut, as seeŶ fƌoŵ the poiŶt 
of ǀieǁ of a ǀieǁeƌ seekiŶg aŶ aŶsǁeƌ to ͞WhǇ do I haǀe to ǁatĐh this paƌiĐulaƌ ilŵ? ,͟ the 
‘eleǀaŶĐe theoƌǇ ŵight ƌeaĐh its liŵits. Hoǁeǀeƌ, that does Ŷot ŵeaŶ it ǁas the ǁƌoŶg theoƌǇ to 
Đhoose foƌ this eŶdeaǀouƌ. ‘atheƌ, ǁe ĐaŶŶot eǆpeĐt that oŶe theoƌǇ ǁill eǆplaiŶ eǀeƌǇthiŶg.540 

IŶ spite of this, iŶ aŶalǇziŶg the ĐoŶĐludiŶg Đase eǆaŵple Colossal Youth iŶ the Ŷeǆt Đhapteƌ, 

539 Carl Plantinga Art Moods and Human Moods in Narrative Cinema in New Literary History, Vol. 43, Nr. 3, 
Summer 2012, p. 469.
540 Noél Carroll Prospects for Film Theory: A Personal Assessment in David Bordwell, Noél Carroll Post-
Theory. Reconstructing Film Studies, Madison, 1996, p. 41.
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this studǇ ǁill oŶĐe agaiŶ ƌetuƌŶ to the Đoƌe asseƌioŶs of the ‘eleǀaŶĐe theoƌǇ. As ǁill ďe 
deŵoŶstƌated, it is a paƌiĐulaƌlǇ ǁell-suited ŵethod iŶ eǆplaiŶiŶg ǁhǇ ĐoŵŵuŶiĐaioŶ iŶ sloǁ 
ĐiŶeŵa ĐaŶ ďƌeak doǁŶ, aŶd the ǀieǁeƌ ŵight giǀe up oŶ the ilŵ.
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6. Colossal Youth (dir, Pedro Costa, Portugal, 2006)542 – ǁhat ĐoŶsitutes a ͞Đolossal ďore͟?

The guidiŶg light iŶ aŶalǇziŶg this ǀeƌǇ uŶusual ilŵ, eǀeŶ ǁithiŶ the ĐoŶteǆt of sloǁ ĐiŶeŵa, 
is a ƌeŵaƌk ďǇ Peteƌ Bƌadshaǁ of The Guardian oŶ hoǁ the EŶglish pƌess ƌe-Ŷaŵed the ilŵ 
Colossal Youth – Colossal Bore!543 AŶd this ƌe-ŶaŵiŶg ǁas doŶe ďǇ ilŵ-eduĐated ǀieǁeƌs – the 
ĐƌiiĐs! What theŶ is so uŶusual aďout this ilŵ?  The desĐƌipioŶ of Colossal Youth ĐoŶtaiŶiŶg 
suĐh tags as ͞loŶg shots aŶd loŶg sileŶĐes, aiŵless aŶd episodiĐ Ŷaƌƌaiǀe͟ Đould applǇ to 
eǀeƌǇ eǆaŵple of sloǁ ĐiŶeŵa. Theƌefoƌe, it is ǁoƌth a Đloseƌ look as to ǁhǇ Costa s͛ ilŵ is so 
uŶďeaƌaďle iŶ ĐoŵpaƌisoŶ to a Bela Taƌƌ ŵoǀie; hoǁ this ilŵ difeƌs iŶ stƌuĐtuƌe fƌoŵ those 
of Tsai MiŶg-LiaŶg, LisaŶdƌo AloŶso, ApiĐhatpoŶg Weeƌsathekul oƌ Fƌed KeleŵeŶ, aŶd ǁhat 
ŵakes it ͞soŵethiŶg of a ƌaƌitǇ .͟544

Gƌeg M. “ŵith, iŶ his ĐoŶsideƌaioŶ of ǁhat ŵakes good theoƌǇ iŶ a difeƌeŶt ĐoŶteǆt uŶdeƌliŶes 
that suĐh a theoƌǇ ĐaŶ oŶlǇ haǀe eǆplaŶatoƌǇ poǁeƌ if it eǆplaiŶs Ŷot oŶlǇ ǁhǇ the ilŵ suĐĐeeds, 
ďut also hoǁ the ilŵ fails to geŶeƌate [eŵoioŶs].545 Although theƌe ǁill ďe eŶough ǀieǁeƌs 
ƌeadǇ to iŶǀest aŶ eŶoƌŵous efoƌt iŶ tƌǇiŶg to uŶdeƌstaŶd Colossal Youth, foƌ this pƌojeĐt s͛ 
puƌposes the ilŵ ǁill ďe used as a kiŶd of ĐoŶĐludiŶg ƌeŵaƌk foƌ the aƌguŵeŶt oŶ hoǁ the 
Ŷaƌƌaiǀe stƌuĐtuƌe aŶd ĐogŶiiǀe pƌoĐesses iŶǀolǀed iŶ ilŵ ĐoŵpƌeheŶsioŶ ĐaŶ geŶeƌate 
difeƌeŶt paths iŶ seekiŶg ƌeleǀaŶĐe iŶ sloǁ ilŵs. Theƌefoƌe, iŶ this ĐoŶteǆt Colossal Youth 

fuŶĐioŶs as a Đase eǆaŵple of failed ĐoŵŵuŶiĐaioŶ. The task of this Đhapteƌ ǁill ďe to shoǁ 
hoǁ, foƌ a paƌt of the audieŶĐe, the ilŵ s͛ Ŷaƌƌaiǀe is less efeĐiǀe iŶ deŵoŶstƌaiŶg ƌeleǀaŶĐe 
oŶ aŶǇ leǀel – of the plot oƌ of the stoƌǇ. Hoǁeǀeƌ, just ďeĐause a fƌaĐioŶ of the audieŶĐe giǀes 
up oŶ a ilŵ, this does Ŷot autoŵaiĐallǇ seƌǀes as pƌoof of the ilŵ s͛ aƌisiĐ Ƌualiies oƌ laĐk 
theƌeof. This ƌespoŶse deŵoŶstƌates that theƌe ĐaŶ ďe difeƌeŶt, ǀeƌǇ iŶdiǀidual ƌeaĐioŶs to 
eǀeƌǇ ilŵ, thus suppoƌiŶg the thesis that eǀeŶ iŶ a ĐiŶeŵa-eduĐated audieŶĐe as a gƌoup, 
theƌe ĐaŶ ďe ǀast difeƌeŶĐes iŶ theiƌ ƌeadiŶess to aĐĐept suĐh a ǀieǁiŶg-ĐhalleŶge as Colossal 

Youth.
The Đhapteƌ opeŶs ǁith a desĐƌipioŶ of the ilŵ. The Ŷeǆt suďĐhapteƌ ĐoŶtaiŶs the aƌguŵeŶt 
that this ilŵ deŵoŶstƌates a Đleaƌ Đase of sĐalaƌ tellaďilitǇ, folloǁed ďǇ a look at the Ŷaƌƌaiǀe 
ĐoŶstƌuĐioŶ of the ilŵ aŶd the degƌee of ŶaƌƌaiǀitǇ iŶ it. TheŶ – aŶ assessŵeŶt of the ƌole 
of ĐoŶteǆtual assuŵpioŶs iŶ the ĐoŵpƌeheŶsioŶ pƌoĐess of the ilŵ s͛ plot. The ĐoŶĐlusioŶ 

54� ����� ����� ��� ���� �� 1�5�� �� ��������� ���� ������ ������� ��� ���� ������ �� ��� ��� �� ��� 1����  ����� ����� ��� ���� �� 1�5�� �� ��������� ���� ������ ������� ��� ���� ������ �� ��� ��� �� ��� 1���� 
and made his irst full-length feature in 1989. Costa did the shooting for his second ilm Casa de Lava (D��� �� 
Earth) on the Cape Verde islands in the mid-1990s. After the end of shooting, the residents of the islands gave the 
ilm crew presents and letters which they delivered to their relatives living on the outskirts of Lisbon. Here Pedro 
Costa discovered the Fontainhas, Lisbon’s grimmest slum. With the inhabitants of the slum as actors he shot the 
so-called Fontainhas trilogy, of which Colossal Youth is the inal part. The other two parts are the ilms Ossos 
(1��7) ��� In Vanda´s Room (����)�
54� ����� ��������  ����� �������� Pedro Costa, the Samuel Beckett of cinema �� The Guardian, 17.09.2009, available at http://
www.guardian.co.uk/ilm/ilmblog/2009/sep/17/pedro-costa-tate-retrospective (Accessed 17.04.2013).
544 ������� D�����  ������� D����� Life, Assembled One Room at a Time in New York Times, 03.08.2007, available at http://
movies.nytimes.com/2007/08/03/movies/03colo.html?_r=0 (Accessed 17.04.2013).
545 ���� �� �����  ���� �� ����� Film Structure and the Emotion System, Cambridge, 2003, p. 8.
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ǁill ĐoŶtaiŶ a ƌeĐouƌse to the ‘eleǀaŶĐe theoƌǇ, leadiŶg to a suggesioŶ of hoǁ the ĐoŶteǆtual 
iŶfoƌŵaioŶ, suĐh as the iŶsituioŶal fƌaŵeǁoƌk iŶ ǁhiĐh the ilŵ is sĐƌeeŶed, shapes hoǁ 
ǁe Đoŵe to teƌŵs ǁith suĐh a ĐhalleŶgiŶg ilŵ. The Đhapteƌ ǁill eŶd ǁith a ŵoƌe geŶeƌal Ŷote 
aďout the idea of the DoŵiŶaŶt, ǁhiĐh ofeƌs a plausiďle eǆplaŶaioŶ aďout the ǁaǇ iŶ ǁhiĐh 
the audieŶĐe ĐaŶ haŶdle the ǀaƌious ĐhoiĐes foƌ ŵakiŶg seŶse out of a ;sloǁͿ ilŵ. 
A ƌeŵaƌk iŶ ƌegaƌds to the ilŵ s͛ stƌuĐtuƌe: ŶaŵelǇ, as the Đlaiŵ ǁill ďe that iŶ ĐoŵpaƌisoŶ to 
otheƌ Đase studies Colossal Youth is Ŷot stƌuĐtuƌed aƌouŶd aĐts, the desĐƌipioŶ of the ilŵ s͛ 
ĐoŶteŶt ǁill ĐoŶtaiŶ ŶoŶe as ǁell. 
CoŶĐeƌŶiŶg the ǀisual stƌategies of the ilŵ: it is shot oŶ digital ǀideo usiŶg Ŷo addiioŶal lighiŶg, 
so theƌe is oteŶ oŶlǇ oŶe souƌĐe of light ĐoŵiŶg fƌoŵ a ǁiŶdoǁ oƌ a dooƌ. The ŵaiŶ ĐhaƌaĐteƌ, 
VeŶtuƌa, is ŵostlǇ fƌaŵed fƌoŵ a loǁ aŶgle aŶd Costa uses oŶlǇ iǆed Đaŵeƌa posiioŶs. With 
feǁ eǆĐepioŶs, the episodes aƌe shot usiŶg oŶe staiĐ take. 

ϲ.ϭ. DesĐripioŶ of the ilŵ’s struĐture546

The ilŵ opeŶs ǁith a daƌkeŶed iŵage of a house, aŶd soŵeoŶe ;VeŶtuƌa?Ϳ thƌoǁiŶg fuƌŶituƌe 
fƌoŵ aŶ uppeƌ-stoƌǇ ǁiŶdoǁ.
Cloilde – a daƌk ǁoŵaŶ iŶ heƌ siǆies – speaks iŶ a Gƌeek dƌaŵa-like deĐlaŵatoƌǇ stǇle aďout 
sǁiŵŵiŶg iŶ heƌ Ǉouth. “he is holdiŶg a kŶife. While she disappeaƌs iŶto the daƌk, the ďlade 
sill shiŶes.
VeŶtuƌa appeaƌs agaiŶst a ǁall aŶd shouts aloud foƌ Bete – heƌ ŵotheƌ has let hiŵ aŶd does 
Ŷot loǀe hiŵ aŶǇŵoƌe. A ǀoiĐe of-sĐƌeeŶ iŶsists that VeŶtuƌa is kŶoĐkiŶg oŶ the ǁƌoŶg dooƌ, 
ďut he is ĐeƌtaiŶ aďout his ĐhoiĐe. While ǁe see a ǇouŶg ǁoŵaŶ iŶ a daƌk ƌooŵ ǁashiŶg 
Đlothes, ǁe heaƌ VeŶtuƌa siŶgiŶg outside ;?Ϳ.
AŶ aƌĐh iŶ the sluŵs. VeŶtuƌa gƌeets a ŵaŶ staŶdiŶg oŶ the stƌeet. TheǇ staŶd sill. A thiƌd 
ŵaŶ - LeŶto - joiŶs theŵ, aŶd he aŶd VeŶtuƌa leaǀe. We heaƌ ǀoiĐes aŶd sluŵ Ŷoises foƌ the 
duƌaioŶ of the shot.
LeŶto aŶd VeŶtuƌa eŶteƌ a dooƌ. LeŶto eats iŶ a ďaƌelǇ-lit ƌooŵ, VeŶtuƌa ƌefuses to eat. He 
ĐoŵplaiŶs to LeŶto that his ŵotheƌ let hiŵ; she Đut hiŵ ǁith a kŶife. “he sŵashed all his 
fuƌŶituƌe. WheŶ LeŶto asks ǁho it ǁas, VeŶtuƌa aŶsǁeƌs that the ǁoŵaŶ had the faĐe of 
Cloilde, ďut it ǁasŶ͛t heƌ. VeŶtuƌa staŶds up aŶd leaǀes.
The Ŷeǆt shot ďegiŶs ǁith VeŶtuƌa shouiŶg ͞VaŶda! Wheƌe do Ǉou liǀe?͟ of-sĐƌeeŶ, theŶ he 
eŶteƌs the shot – aŶ alŵost aďstƌaĐt iŵage of ǁhite houses. VeŶtuƌa is alǁaǇs ilŵed fƌoŵ a 
loǁ aŶgle, fosteƌiŶg the iŵpƌessioŶ of aŶ aďstƌaĐt iŵage. Thƌough seǀeƌal shots he shouts foƌ 
VaŶda, uŶil she aŶsǁeƌs of-sĐƌeeŶ. IŶ a dialogue ďetǁeeŶ the tǁo ǁe disĐoǀeƌ that theǇ gaǀe 
VaŶda a ďaseŵeŶt apaƌtŵeŶt, aŶd that VeŶtuƌa ǁaŶts a ďeeƌ aŶd he has ŵoŶeǇ foƌ that.
VaŶda s͛ pooƌlǇ lit ƌooŵ. “he sits oŶ a ďed, sŵokiŶg. TheǇ ǁatĐh TV, ǁhiĐh ƌeŵaiŶs outside the 
shot. VeŶtuƌa asks aďout heƌ ŵotheƌ – ǁhetheƌ she slept heƌe last Ŷight – VaŶda ĐoŵŵeŶts 

�4� For an easier understanding of the i lm’s description the character’s names are used from the beginning  For an easier understanding of the ilm’s description the character’s names are used from the beginning 
�������� 
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oŶ ǁhat is oŶ TV. VeŶtuƌa Đlaiŵs that she ;his ǁifeͿ took the suitĐases aŶd let. But VaŶda 
ƌeŵiŶds VeŶtuƌa that heƌ ŵotheƌ is ďuƌied at Aŵadoƌa CeŵeteƌǇ. VeŶtuƌa does Ŷot ƌeaĐt to 
this; he just ĐoŶiŶues to eǆplaiŶ that he looked all oǀeƌ foƌ heƌ. VaŶda ǁould like to Đut ďaĐk 
the ŵethadoŶe, she͛d like to haǀe heƌ daughteƌ ǁith heƌ, aŶd she͛d also like a peŶsioŶ. “he 
has Ŷot ƌeĐeiǀed aŶǇ ŵoŶeǇ foƌ ϭϱ ŵoŶths. “he͛d like a litle luĐk, ďut does Ŷot haǀe aŶǇ. 
TheǇ ĐoŶiŶue to ĐoŵŵeŶt oŶ the TV. This episode iŶ VaŶda s͛ ƌooŵ lasts foƌ iǀe ŵiŶutes. It 
ĐaŶŶot ďe desĐƌiďed as pƌopeƌ dialogue ďeĐause, as it ďeĐoŵes Đleaƌ fƌoŵ the desĐƌipioŶ of 
the sĐeŶe, the tǁo ĐhaƌaĐteƌs do Ŷot ƌeaĐt to eaĐh otheƌ s͛ stateŵeŶts.
A daƌk hallǁaǇ iŶ VaŶda s͛ apaƌtŵeŶt - the oŶlǇ light falls oŶ ƌed loǁeƌs iŶ a ǀase, geŶeƌaiŶg 
a Veƌŵeeƌ-like iŵage ƋualitǇ. VeŶtuƌa saǇs goodďǇe to his ͞daughteƌ ,͟ VaŶda aŶsǁeƌs ǁith 
͞GoodďǇe, Papa .͟ Fƌoŵ seĐoŶdaƌǇ souƌĐes it ďeĐoŵes Đleaƌ that VeŶtuƌa isŶ͛t aĐtuallǇ the 
fatheƌ of aŶǇ of the iŶhaďitaŶts of FoŶtaiŶhas, he just ƌefeƌs to people that ǁaǇ.
IŶ a daƌk ƌooŵ, ǁheƌe the oŶlǇ light Đoŵes thƌough aŶ iŶǀisiďle, sŵall ǁiŶdoǁ, VeŶtuƌa aŶd 
aŶotheƌ ŵaŶ plaǇ Đaƌds. The ŵaŶ saǇs he Ŷeeds VeŶtuƌa to ǁƌite a loǀe leteƌ to his ǁife. 
VeŶtuƌa ďegiŶs to ƌeĐite a poeŵ. It goes as folloǁs: ͞Nha ĐƌetĐheu, ŵǇ loǀe, ŵeeiŶg agaiŶ ǁill 
ďƌighteŶ ouƌ liǀes foƌ at least ϯϬ Ǉeaƌs. I͛ll ƌetuƌŶ to Ǉou ƌeŶeǁed aŶd full of stƌeŶgth. I ǁish I 
Đould ofeƌ Ǉou ϭϬϬ ϬϬϬ Đigaƌetes, a dozeŶ faŶĐǇ Ŷeǁ dƌesses, a Đaƌ, that litle laǀa house Ǉou 
alǁaǇs dƌeaŵed of, aŶd a ϰϬ-ĐeŶt ďouƋuet. But ŵost of all dƌiŶk a ďotle of good ǁiŶe aŶd 
thiŶk of ŵe. The ǁoƌk heƌe Ŷeǀeƌ stops. Theƌe aƌe a huŶdƌed of us Ŷoǁ. Tǁo daǇs ago, oŶ ŵǇ 
ďiƌthdaǇ, I thought aďout Ǉou foƌ a loŶg ǁhile. Did ŵǇ leteƌ aƌƌiǀe safelǇ? “ill Ŷo ǁoƌd fƌoŵ 
Ǉou. I͛ŵ ǁaiiŶg. EǀeƌǇ daǇ, eǀeƌǇ ŵiŶute, I leaƌŶ ďeauiful Ŷeǁ ǁoƌds just foƌ Ǉou aŶd ŵe, 
tailoƌ-ŵade foƌ us ďoth, like iŶe silk pajaŵas. I ĐaŶ oŶlǇ seŶd Ǉou oŶe leteƌ a ŵoŶth. “ill Ŷo 
ǁoƌd fƌoŵ Ǉou. MaǇďe sooŶ. “oŵeiŵes I get sĐaƌed ďuildiŶg these ǁalls, ŵe ǁith a piĐk aŶd 
ĐeŵeŶt, Ǉou ǁith Ǉouƌ sileŶĐe, pushiŶg Ǉou eǀeƌ deepeƌ iŶto a pit of foƌgeiŶg. It huƌts to see 
thiŶgs I doŶ͛t ǁaŶt to see. Youƌ loǀelǇ haiƌ slips thƌough ŵǇ iŶgeƌs like dƌǇ gƌass. “oŵeiŵes I 
feel ǁeak aŶd thiŶk I͛ll foƌget.͟  The shot lasts foƌ thƌee ŵiŶutes.
VeŶtuƌa aǁakeŶs LeŶto aŶd ƌeĐites the aďoǀe-ŵeŶioŶed poeŵ ;loǀe leteƌͿ. IŶ the daƌkŶess 
theǇ ďoth fall asleep.
VeŶtuƌa sits iŶ aŶ aƌŵĐhaiƌ iŶ the Ǉaƌd of the sluŵ. A ǁoŵaŶ pouƌs out soŵe ǁateƌ. VeŶtuƌa 
saǇs that he ďƌought soŵe ĐhiĐkeŶ, ďut the ǁoŵaŶ Đloses the dooƌ ďehiŶd heƌ ǁithout saǇiŶg 
aŶǇthiŶg. VeŶtuƌa staǇs outside, thiŶkiŶg, foƌ alŵost a ŵiŶute, theŶ leaǀes.
The ǁhite of Ŷeǁ houses. A goǀeƌŶŵeŶt oiĐial Đoŵes aŶd tells VeŶtuƌa that he ǁill get a lat 
oŶ the fouƌth looƌ. It tuƌŶs out theǇ Đoŵe fƌoŵ the saŵe ƌegioŶ ;Cape VeƌdeͿ.
The ŵeŶ eŶteƌ a Ŷeǁ lat ǁith ǁhite ǁalls. Ateƌ VeŶtuƌa has iŶspeĐted it, he Đlaiŵs that he 
Ŷeeds ŵoƌe ďedƌooŵs foƌ his ĐhildƌeŶ, ďut the goǀeƌŶŵeŶt oiĐeƌ eǆplaiŶs that Ŷo ĐhildƌeŶ 
ǁeƌe ŵeŶioŶed iŶ his oiĐial papeƌs.
AgaiŶ iŶ VaŶda s͛ ďedƌooŵ - a staiĐ loŶg take. IŶ this episode, ǁhiĐh lasts foƌ teŶ ŵiŶutes, 
VaŶda tells VeŶtuƌa aďout hoǁ she gaǀe ďiƌth to heƌ daughteƌ aŶd that she has ďeeŶ of the 
dƌugs foƌ tǁo Ǉeaƌs.
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VeŶtuƌa piĐks up LeŶto at his hoŵe iŶ the sluŵs. The ŵeŶ saǇ ŶothiŶg; Ŷoises of ďulldozeƌs aŶd 
shouiŶg ǁoŵeŶ ĐaŶ ďe heaƌd.
Both ŵeŶ agaiŶ sit at a taďle iŶ a pooƌlǇ lit ƌooŵ ǁith Ŷoises ĐoŵiŶg iŶ fƌoŵ the outside. At iƌst 
theǇ do Ŷot ŵoǀe oƌ talk. “oŵeoŶe seƌǀes theŵ a dish ǁithout saǇiŶg a ǁoƌd. VeŶtuƌa saǇs 
that LeŶto – addƌessiŶg hiŵ as ͞“oŶ͟ – should ǁoƌk less haƌd. TheǇ shaƌe food, VeŶtuƌa asks 
LeŶto ƋuesioŶs aďout his faŵilǇ, ďut LeŶto deliǀeƌs alŵost Ŷo aŶsǁeƌs.
VeŶtuƌa lies iŶ the daƌk, oŶ the souŶdtƌaĐk ǁe heaƌ hiŵ ƌeĐiiŶg the afoƌeŵeŶioŶed loǀe 
leteƌ. Wheƌeas iŶ the Ŷeǆt shot ǁe see VeŶtuƌa takiŶg a theƌŵos fƌoŵ a taďle, the ƌeĐitaioŶ 
of the loǀe leteƌ ĐaŶ sill ďe heaƌd of-sĐƌeeŶ. Of-sĐƌeeŶ LeŶto eŶĐouƌages hiŵ to huƌƌǇ.
A shoƌt episode at a ŵuseuŵ. VeŶtuƌa staŶds ďetǁeeŶ the paiŶiŶgs. A guaƌd Đoŵes aŶd 
ǁhispeƌs soŵethiŶg iŶ his eaƌ. VeŶtuƌa leaǀes, the guaƌd ǁipes the looƌ ateƌ hiŵ.
A ŵediuŵ Đlose-up of VeŶtuƌa that alteƌŶates ǁith a ŵediuŵ Đlose-up of the guaƌd. Cut to the 
Ŷeǆt shot ǁheƌe ǁe see VeŶtuƌa siiŶg oŶ a ĐouĐh iŶ the ŵuseuŵ. The guaƌd Đoŵes iŶ sileŶĐe 
aŶd ofeƌs VeŶtuƌa a haŶd to get up.
“oŵe uŶdeiŶed, pooƌlǇ lit ƌooŵ iŶ the ŵuseuŵ. The guaƌd loĐks a dooƌ aŶd lets VeŶtuƌa eǆit 
thƌough it. No oŶe saǇs aŶǇthiŶg; oŶlǇ the Ŷoise of theiƌ steps ĐaŶ ďe heaƌd.
The Đaŵeƌa paŶs oǀeƌ the tƌees, thƌough the gƌeeŶ ǁe see VeŶtuƌa ĐoŵiŶg. IŶ the of-sĐƌeeŶ 
his ǀoiĐe ƌeĐites a stoƌǇ aďout hoǁ he aƌƌiǀed iŶ Poƌtugal iŶ ϭϵϳϮ, aŶd ďegaŶ to ǁoƌk iŶ 
ĐoŶstƌuĐioŶ. Ateƌ a Đut, the iguƌe of the guaƌd appeaƌs. He talks aďout his pleasaŶt joď at the 
ŵuseuŵ aŶd that people like hiŵ, aŶd that VeŶtuƌa does Ŷot ďeloŶg to this ǁoƌld. The episode 
lasts foƌ alŵost fouƌ ŵiŶutes.
VeŶtuƌa eŶteƌs his hoŵe iŶ the sluŵ ǁith a fƌieŶd. The shot is so daƌk that the tǁo iguƌes ĐaŶ 
haƌdlǇ ďe disĐeƌŶed.
VeŶtuƌa aŶd his fƌieŶd sit at a taďle aŶd plaǇ Đaƌds. VeŶtuƌa ;ǁho has a ďaŶdage oŶ his headͿ, 
ƌeĐites the aďoǀe-ŵeŶioŶed loǀe leteƌ.
Cut to aŶotheƌ Đaŵeƌa posiioŶ. The fƌieŶd tƌies to ǁƌite soŵethiŶg oŶ the taďle. VeŶtuƌa sets 
doǁŶ a ďotle of ǁiŶe, theŶ takes out a ƌeĐoƌd plaǇeƌ aŶd puts oŶ a ƌeĐoƌd. A soŶg plaǇs, the 
ŵeŶ listeŶ. The episode lasts foƌ alŵost teŶ ŵiŶutes.
BaĐk iŶ VaŶda s͛ ďedƌooŵ. VaŶda aŶd heƌ daughteƌ sit oŶ oŶe side of the ďed talkiŶg to eaĐh 
otheƌ, ǁhile VeŶtuƌa sits sileŶt oŶ the otheƌ side. VeŶtuƌa tells heƌ that he ǀisited his otheƌ 
daughteƌ, Bete, eaƌlieƌ. “he is ǁaiiŶg foƌ heƌ Ŷeǁ lat. VaŶda tells hiŵ aďout heƌ feaƌ of eŶĐlosed 
spaĐes. “he eŶĐouƌages heƌ litle daughteƌ to daŶĐe, aŶd piies that she ǁill Ŷot ďe aďle to ƌaise 
heƌ. VeŶtuƌa ĐoŶiŶues to sit oŶ the ďed shoǁiŶg Ŷo iŶteƌest iŶ ǁhat VaŶda aŶd heƌ daughteƌ 
aƌe doiŶg. The episode lasts foƌ seǀeŶ ŵiŶutes.
With his ďaĐk tuƌŶed to the Đaŵeƌa VeŶtuƌa siŶgs a soŶg, aŶd theŶ goes thƌough a dooƌ.
IŶ a daƌkeŶed ƌooŵ VeŶtuƌa leaŶs agaiŶst a dooƌfƌaŵe. A ǁoŵaŶ s͛ ǀoiĐe asks hiŵ ǁhetheƌ 
he kŶeǁ that he also had a soŶ, aŶd ĐoŶiŶues to speak aďout ĐoŶstƌuĐioŶ ǁoƌkeƌs. Cut to a 
diŵlǇ lit shot ǁith VeŶtuƌa aŶd a ǁoŵaŶ siiŶg sileŶtlǇ oŶ a ďed; VeŶtuƌa giǀes heƌ soŵe sŶuf, 
theǇ ďoth sŶeeze. The shot lasts foƌ tǁo aŶd a half ŵiŶutes.
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VeŶtuƌa sits iŶ a ƌed aƌŵĐhaiƌ outside of his house; ǁe heaƌ ǀoiĐes fƌoŵ outside the fƌaŵe. 
He staŶds up, looks at soŵethiŶg outside the fƌaŵe aŶd takes soŵe sŶuf, theŶ passes sloǁlǇ 
ďehiŶd the Đaŵeƌa.
LeŶto sits iŶ the suŶ iŶ fƌoŶt of a house. MeŶ ĐaƌƌǇ fuƌŶituƌe out of the house. IŶ a pooƌlǇ lit 
ƌooŵ Nhuƌƌo aŶd VeŶtuƌa staŶd at a taďle ;it is haƌdlǇ disĐeƌŶiďleͿ. Nhuƌƌo ofeƌs it to VeŶtuƌa, 
he also has a ŶiĐe ďedƌooŵ set. Nhuƌƌo eǆplaiŶs that he has ĐhaŶged, Ŷo ŵoƌe stealiŶg oƌ 
paƌkiŶg Đaƌs. Nhuƌƌo iŶteƌƌogates VeŶtuƌa aďout teaƌiŶg doǁŶ the FoŶtaiŶhas. Cut to aŶotheƌ 
shot iŶ the saŵe ƌooŵ, Ŷoǁ VeŶtuƌa staŶds Ŷeǆt to a laŵp. Nhuƌƌo Đoŵes iŶ aŶd sits doǁŶ 
Ŷeǆt to hiŵ. “hoƌtlǇ ateƌǁaƌds – a Đlose-up of Nhuƌƌo, ǁho loŶgs to ďe ďaĐk togetheƌ ǁith 
his ŵotheƌ. “he is oŶ ǁithdƌaǁal, ďut Nhuƌƌo ĐaŶŶot Đoŵe aŶd see heƌ, ďeĐause theƌe is Ŷo 
oŶe ǁho ĐaŶ ƌeplaĐe hiŵ at ǁoƌk. “he has ďeeŶ ƌeloĐated; Nhuƌƌo has to help heƌ setle iŶto 
the Ŷeǁ lat. ;This is oŶe of the ƌaƌe Ŷaƌƌaiǀe episodes iŶ the ilŵ that tells the stoƌǇ of the 
iŶhaďitaŶts of FoŶtaiŶhas ďeiŶg ƌeloĐated to the Ŷeǁ distƌiĐt of Casa del Boďa. It is pƌeĐiselǇ iŶ 
the ŵiddle of the ilŵ – aƌouŶd the ϳϴth ŵiŶute of the ϭϱϱ ŵiŶutes ƌuŶŶiŶg iŵeͿ. Nhuƌƌo also 
talks aďout his fatheƌ ǁho alǁaǇs dƌeaŵed of ƌetuƌŶiŶg to Cape Veƌde. His fatheƌ thiŶks that 
Nhuƌƌo ǁill ƌetuƌŶ to Cape Veƌde, ďut he hiŵself isŶ͛t suƌe.
Nhuƌƌo sits iŶ the daƌk ǁhile VeŶtuƌa ƌeĐites the loǀe leteƌ. We also heaƌ VeŶtuƌa s͛ steps as he 
goes up aŶd doǁŶ the ƌooŵ. IŶ the Ŷeǆt shot VeŶtuƌa ĐoŶiŶues to ƌeĐite the leteƌ aŶd paĐe 
the ƌooŵ. The seĐoŶd paƌt of this thƌee ŵiŶute shot ƌeŵaiŶs eŵptǇ aŶd daƌk, ǁith oŶlǇ soŵe 
ďotles ǀisiďle oŶ the taďle aŶd VeŶtuƌa s͛ steps iŶ the ďaĐkgƌouŶd.
The ϴϭst ŵiŶute of the ilŵ. “taiƌǁell of a house iŶ Casa del Boďa. VeŶtuƌa ŵeets the goǀeƌŶŵeŶt 
oiĐeƌ foƌ the seĐoŶd iŵe.
Laƌge, ǁhite ƌooŵ. The oiĐeƌ lists all the posiiǀe featuƌes of the ƌooŵ aŶd of the Ŷeighďoƌhood, 
ǁhiĐh adds a ĐoŵiĐ toŶe to the episode, as VeŶtuƌa uŶdeƌliŶes it eǀeŶ ŵoƌe ďǇ staiŶg that 
the ǁhite ƌooŵ is full of spideƌs. IŶ the Ŷeǆt seƋueŶĐe of Đlose-up shots of VeŶtuƌa aŶd the 
oiĐeƌ, the lateƌ iŶsists that this ǁill ďe a peƌfeĐt ďedƌooŵ foƌ VeŶtuƌa aŶd his ǁife. He also 
adds that oŶ oĐĐasioŶs suĐh as this Ŷot oŶlǇ the ǁife, ďut the ǁhole faŵilǇ is pƌeseŶt. This 
ƌepƌoaĐh adds a kiŶd of a tƌagiĐ Ŷote to the sĐeŶe, ďeĐause iŶ due Đouƌse it ďeĐoŵes Đleaƌ 
that VeŶtuƌa has Ŷo faŵilǇ, aŶd that his ǁife has let hiŵ. The oiĐeƌ also eǆplaiŶs the duies 
of the ƌesideŶts. The oiĐeƌ states that a iǀe-ƌooŵ apaƌtŵeŶt is the ďest theǇ haǀe, aŶd asks 
hoǁ ŵaŶǇ ĐhildƌeŶ VeŶtuƌa has. His aŶsǁeƌ is ͞I doŶ͛t kŶoǁ Ǉet .͟ As the oiĐeƌ leaǀes, VeŶtuƌa 
eǆploƌes the apaƌtŵeŶt.
BaĐk iŶ the sluŵ. VeŶtuƌa sits ďetǁeeŶ gaƌďage. TheŶ he staŶds up aŶd ĐolleĐts soŵe pieĐes of 
papeƌ aŶd sits doǁŶ agaiŶ. The shot lasts foƌ thƌee ŵiŶutes.
A shoƌt shot ǁith VeŶtuƌa eŶteƌiŶg a staiƌǁell.
VaŶda s͛ ǁhite diŶiŶg ƌooŵ. “he asks Papa ;VeŶtuƌaͿ to keep ǁhat she has to tell hiŵ to hiŵself. 
“he ǁaŶts to ďƌiŶg heƌ daughteƌ to Faiŵa. VeŶtuƌa pƌoŵises to Đoŵe aloŶg aŶd paǇ foƌ the 
tƌip. VaŶda speaks aďout ŵethadoŶe. Foƌ the seĐoŶd iŵe iŶ the ilŵ she eǆpƌesses adoƌaioŶ 
foƌ heƌ husďaŶd, ǁho ǁeŶt thƌough a lot ǁith heƌ. He sold eǀeƌǇthiŶg so she ǁould Ŷot 
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sufeƌ ǁithout heƌ dƌugs. VaŶda s͛ husďaŶd ƌetuƌŶs hoŵe aŶd eats his suppeƌ. VaŶda speaks 
aďout ghosts. “he ǁould like to ďuǇ Ŷeǁ fuƌŶituƌe. Both ŵeŶ sit at the taďle aŶd do Ŷot seeŵ 
iŶteƌested iŶ VaŶda s͛ talkiŶg. VaŶda addƌesses Papa aŶd asks ǁhat happeŶed to his fuƌŶituƌe 
at FoŶtaiŶhas, he aŶsǁeƌs that Cloilde oƌ a ǁoŵaŶ that looked just like heƌ ;siĐ!!Ϳ sŵashed 
it. “he also staďďed hiŵ iŶ the haŶd. WheŶ VeŶtuƌa asks VaŶda s͛ husďaŶd ǁhetheƌ theǇ aƌe 
ŵaƌƌied, he does Ŷot aŶsǁeƌ. The ŵeŶ shaƌe aŶ apple. This episode, shot iŶ oŶe staiĐ take, 
lasts foƌ teŶ ŵiŶutes.
;This ĐoŶǀeƌsaioŶ seƌǀes to shoǁ that theƌe is Ŷo pƌopeƌ dialogue iŶ the ilŵ, oŶlǇ ďits aŶd 
pieĐes of seǀeƌal theŵes, ĐhaƌaĐteƌs do Ŷot aŶsǁeƌ ƋuesioŶs pƌopeƌlǇ, so Ŷo pƌopeƌ dialogue 
is possiďleͿ.
A diŵlǇ lit ǁiŶdoǁ iŶ the sluŵ. “oŵeoŶe Đoŵes iŶ thƌough the dooƌ ǁhiĐh is out of the fƌaŵe 
aŶd Đasts soŵe light oŶ to the ǁall. We heaƌ VeŶtuƌa ask ǁhetheƌ it is LeŶto, ǁho Đoŵes. Cut 
to a haƌdlǇ lit ƌooŵ. VeŶtuƌa aŶd soŵeoŶe else, ǁho is Ŷot disĐeƌŶiďle iŶ the daƌk, sit. VeŶtuƌa 
ƌeĐites the loǀe leteƌ.
A ďaƌelǇ ǀisiďle iŵage ǁith a lighteƌ spot fƌoŵ the ǁiŶdoǁ oŶ the looƌ iŶ the Ŷeǁ apaƌtŵeŶt. 
“oŵeoŶe ƌiŶgs the ďell aŶd asks to opeŶ the dooƌ. The ǀoiĐe oŶ the otheƌ side of the dooƌ asks 
foƌ soŵe help. We ƌeĐogŶize VeŶtuƌa lǇiŶg oŶ the looƌ. He ǁoŶdeƌs ǁhetheƌ it is Paulo. 
IŶ the Ŷeǆt shot ǁe see VeŶtuƌa aŶd Paulo staŶdiŶg at a ǁiŶdoǁ. VeŶtuƌa tells hiŵ that a guǇ 
ǁas heƌe askiŶg ŵoŶeǇ foƌ Paulo s͛ fuŶeƌal, ďut oŶ the adǀiĐe of Paulo s͛ ŵotheƌ he did Ŷot giǀe 
hiŵ aŶǇ. Paulo tells hiŵ aďout a fƌieŶd to ǁhoŵ he taught eǀeƌǇthiŶg aďout ďeggiŶg, ďut ǁho 
ďetƌaǇed hiŵ. The episode, ilŵed iŶ oŶe loŶg staiĐ take, lasts foƌ fouƌ ŵiŶutes.
IŶ the Ŷeǆt shot the ŵeŶ staŶd Ŷeǆt to the ǁall. Paulo ƌepƌoaĐhes VeŶtuƌa that this lat is too 
ďig foƌ hiŵ, ďut VeŶtuƌa iŶsists that it is foƌ all of theŵ. As Paulo leaǀes VeŶtuƌa tells hiŵ that it 
is Ŷo use ďeggiŶg ďeĐause eǀeƌǇoŶe heƌe is pooƌ. This shot lasts foƌ tǁo ŵiŶutes.
The pooƌlǇ lit ǁiŶdoǁ iŶ the sluŵ agaiŶ.
VeŶtuƌa ďuǇs ĐhestŶuts iŶ the paƌk.
VeŶtuƌa sits oŶ a ďeŶĐh iŶ the paƌk.
A daƌk ǁall, ǁe heaƌ soŵeoŶe hiiŶg soŵethiŶg agaiŶst it ;?Ϳ.
VeŶtuƌa sits iŶ the sluŵ. The ǀoiĐe of aŶotheƌ ŵaŶ ĐaŶ ďe heaƌd saǇiŶg theǇ ǁill Ŷeed ŵatĐhes, 
toďaĐĐo aŶd gas. “oldieƌs aƌe all oǀeƌ ďeĐause of a Đoup d͛état. VeŶtuƌa states that he ǁeŶt to 
ĐoŶfessioŶ aŶd the pƌiest asked hiŵ ǁhetheƌ he eǀeƌ ate a huŵaŶ lesh ;aŶotheƌ eǆaŵple of 
ŶoŶ-ĐoŵŵuŶiĐaiǀe dialogueͿ. The otheƌ ŵaŶ saǇs that YaǇa ǁas takeŶ ďǇ theŵ ;poliĐe?Ϳ aŶd 
ďƌought iŶto the hills aŶd ďeateŶ. VeŶtuƌa ďegs hiŵ to leaƌŶ the loǀe leteƌ, ďut his paƌtŶeƌ 
tƌies to ĐoŶǀiŶĐe VeŶtuƌa that theƌe is Ŷo Ŷeed got it, ďeĐause the leteƌ ǁill Ŷeǀeƌ ƌeaĐh Cape 
Veƌde. Theƌe is Ŷo ŵoƌe ŵail seƌǀiĐe to Cape Veƌde, ďeĐause theǇ all aƌe oŶ stƌike, the otheƌ 
ŵaŶ saǇs. TheŶ he Đloses the ǁiŶdoǁ ǁith a ǁoodeŶ plate aŶd Ŷails it.
VeŶtuƌa sits iŶ the ƌed aƌŵĐhaiƌ iŶ fƌoŶt of his house iŶ the sluŵ ǁith aŶotheƌ ŵaŶ staŶdiŶg 
Ŷeǆt to hiŵ. The otheƌ ŵaŶ saǇs that oŶe ŵoƌe [ǁoŵaŶ] is goŶe – LeŶa s͛ daughteƌ )ita. “he 
poisoŶed heƌself. VeŶtuƌa ĐoƌƌeĐts hiŵ that the poisoŶ that killed heƌ is ǁhat eǀeƌǇoŶe took 
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loŶg ďefoƌe heƌ ďiƌth. The ŵeŶ staŶd sill aŶd gaze outside the fƌaŵe. A ǁoŵaŶ Đoŵes out of 
the house aŶd staŶds Ŷeǆt to theŵ. The seĐoŶd ŵaŶ - XaŶa - saǇs goodďǇe aŶd leaǀes. The 
ǁoŵaŶ goes ďaĐk iŶto the house, ateƌ a ǁhile VeŶtuƌa folloǁs heƌ. The shot ƌuŶs foƌ ŵoƌe 
thaŶ tǁo ŵiŶutes.
The ǁoŵaŶ fƌoŵ the pƌeǀious shot sits doǁŶ iŶ the daƌk ƌooŵ, VeŶtuƌa lies oŶ the gƌouŶd 
ǁith his head iŶ heƌ lap. TheǇ speak aďout aŶiŵals that foƌŵ shadoǁs iŶ the daƌk ;?Ϳ. WheŶ 
theǇ ŵoǀe to the Ŷeǁ ǁhite houses theǇ ǁoŶ͛t ďe aďle to see suĐh thiŶgs iŶ the daƌk aŶǇŵoƌe. 
The shot lasts foƌ thƌee aŶd a half ŵiŶutes. A shoƌt shot of VeŶtuƌa ǁalkiŶg thƌough the sluŵ.
IŶ VaŶda s͛ liǀiŶg ƌooŵ. VaŶda, heƌ husďaŶd, aŶd VeŶtuƌa sit at the taďle iŶ sileŶĐe. The husďaŶd 
sŵokes a Đigaƌete, VaŶda Đƌies aŶd sŵokes. Ateƌ tǁo ŵiŶutes VeŶtuƌa gets up, ďeĐause it is 
hot as he saǇs. VaŶda staƌts to talk – )ita ǁas heƌ sisteƌ.
BaĐk iŶ the sluŵ. A Đlose-up of VeŶtuƌa as he ƌeĐites the loǀe leteƌ. The ƌeĐitaioŶ of the leteƌ 
lasts foƌ tǁo ŵiŶutes. VeŶtuƌa ƌeĐites ǁith Ŷo eŵoioŶ oƌ ĐhaŶge of toŶe.
Neǆt shot. His fƌieŶd, lǇiŶg oŶ the ďed, saǇs that it is aŶ aǁful leteƌ.
IŶ the hospital. VeŶtuƌa ǀisits Paulo. Paulo talks aďout the opeƌaioŶ he had, aŶd aďout his ǁish 
to get a deĐeŶt joď – a goldsŵith ǁould ďe the ďest – , ǁhile VeŶtuƌa, shoǁiŶg Ŷo ƌeaĐioŶ, sits 
Ŷeǆt to the ďed. Paulo ǁaŶts VeŶtuƌa to go ǁith hiŵ to ŵeet his ŵotheƌ. He fouŶd out soŵe 
daǇs ago that he has ďeĐoŵe gƌaŶdfatheƌ, so he ǁaŶts his ŵotheƌ to giǀe hiŵ his daughteƌ s͛ 
addƌess. Paulo speaks sloǁlǇ aŶd iŶ a deĐlaŵatoƌǇ stǇle. The staiĐ shot lasts foƌ ŵoƌe thaŶ siǆ 
ŵiŶutes.
VeŶtuƌa sits oŶ the staiƌs iŶ a staiƌǁell, alŵost iŶ the daƌk. “oŵe people pass ďǇ; soŵe iŶǀisiďle 
ǀoiĐes ĐaŶ ďe heaƌd. TheŶ he gets up aŶd asĐeŶds. The shot lasts foƌ tǁo ŵiŶutes.
IŶ VeŶtuƌa s͛ ƌooŵ ďaĐk iŶ the sluŵ. His ŵate Đoŵes iŶ ǁith a heateƌ – toŶight theǇ ǁill sleep iŶ 
ǁaƌŵth. The ŵate saǇs – VeŶtuƌa ǁill Ŷeǀeƌ get the leteƌ seŶt ďeĐause the ŵate ĐaŶŶot leaƌŶ 
it aŶd ĐaŶŶot ǁƌite it, aŶd VeŶtuƌa isŶ͛t aďle ǁƌite it doǁŶ eitheƌ. The ŵate goes to get soŵe 
eleĐtƌiĐitǇ.
VeŶtuƌa s͛ ŵate Đliŵďs doǁŶ aŶ eleĐtƌiĐitǇ post. 
VeŶtuƌa uŶies the ǁhite Đloth he had aƌouŶd his head.
IŶ the daƌk ǁe ďaƌelǇ see VeŶtuƌa s͛ ŵate lǇiŶg oŶ the gƌouŶd Ŷeǆt to the eleĐtƌiĐitǇ post.
IŶ VaŶda s͛ ďedƌooŵ. While VeŶtuƌa lies oŶ heƌ ďed, she saǇs aloud that oŶ MoŶdaǇ she has to 
go to “oĐial “eĐuƌitǇ. “he also has to go to the ĐeŵeteƌǇ to ĐleaŶ heƌ ŵotheƌ s͛ aŶd )ita s͛ gƌaǀes. 
“he does Ŷot haǀe the Đouƌage to deal ǁith )ita s͛. MouƌŶiŶg foƌ )ita is like ŵouƌŶiŶg foƌ heƌself. 
VaŶda ďegiŶs to polish VeŶtuƌa s͛ ;?Ϳ shoes. VeŶtuƌa sits doǁŶ. The shot lasts foƌ alŵost fouƌ 
ŵiŶutes.
IŶ fƌoŶt of VeŶtuƌa s͛ house. He Đoŵes ǁith a luggage Đaƌƌieƌ aŶd goes iŶ.
VeŶtuƌa aŶd a ǁoŵaŶ sit doǁŶ ďehiŶd a taďle ĐoŶtaiŶiŶg suppeƌ. VeŶtuƌa tells his daughteƌ 
that he ďƌought soŵe gƌilled ĐhiĐkeŶ to heƌ ŵotheƌ iŶ the hospital oŶ the daǇ she ǁas ďoƌŶ. 
Hoǁ did he ǁiŶ heƌ ŵotheƌ s͛ heaƌt, she asks. VeŶtuƌa tells the stoƌǇ – the episode, shot iŶ 
thƌee shots, lasts foƌ tǁo ŵiŶutes.
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VeŶtuƌa ǁalks doǁŶ a stƌeet iŶ FoŶtaiŶhas.
VeŶtuƌa asĐeŶds the staiƌs iŶ the Ŷeǁ house.
LeŶto opeŶs a dooƌ ;iŶ the sluŵͿ aŶd lets VeŶtuƌa iŶ.
LeŶto aŶd VeŶtuƌa staŶd iŶ a ďuƌŶed out ƌooŵ, holdiŶg haŶds. IŶ a dialogue of alŵost poeiĐ 
ƋualitǇ, VeŶtuƌa talks of hoǁ he heaƌd that LeŶto aŶd his faŵilǇ of fouƌ ĐhildƌeŶ juŵped out of 
the ǁiŶdoǁ duƌiŶg the iƌe.
LeŶto shoǁs VeŶtuƌa the ĐhildƌeŶ s͛ ƌooŵ, ǁheƌe theǇ all gatheƌed aŶd ǁaited foƌ help, ďut 
ŶoďodǇ Đaŵe. VeŶtuƌa iŶǀites hiŵ to Đoŵe liǀe iŶ his ďig, Ŷeǁ lat – theƌe is eŶough spaĐe foƌ 
all his ĐhildƌeŶ, ďut he deĐliŶes. He ďegiŶs to ƌeĐite the loǀe leteƌ ͞I ǁish I Đould ofeƌ Ǉou ϭϬϬ 
ϬϬϬ Đigaƌetes… .͟ Ateƌ seǀeƌal liŶes, theƌe is a Đut.
LeŶto aŶd VeŶtuƌa iŶ aŶotheƌ ďuƌŶed out ƌooŵ.  A ŵediuŵ Đlose-up of the ŵeŶ. This is the 
ďedƌooŵ ǁheƌe it all ďegaŶ.
The ŵeŶ saǇ faƌeǁell to eaĐh otheƌ.
The Đaŵeƌa paŶs oǀeƌ a ƌiǀeƌ, a paƌk aŶd ǁealthǇ hoŵes iŶ the ďaĐkgƌouŶd. VeŶtuƌa sits iŶ a 
ďoat that is steeƌed ďǇ aŶotheƌ ŵaŶ. The ďoat loats out of the fƌaŵe.
VeŶtuƌa kŶoĐks at VaŶda s͛ dooƌ, she lets hiŵ iŶ. “he has to leaǀe foƌ a ĐleaŶiŶg joď, so she 
lets VeŶtuƌa staǇ ǁith heƌ daughteƌ. Befoƌe leaǀiŶg VaŶda ďƌielǇ listeŶs at the dooƌ. TheŶ she 
opeŶs the Ŷeighďoƌ s͛ dooƌ aŶd goes iŶ.
VeŶtuƌa ďƌielǇ staŶds iŶ VaŶda s͛ liǀiŶg ƌooŵ iŶ the daƌkŶess, theŶ leaǀes.
VeŶtuƌa lies oŶ VaŶda s͛ ďed iŶ heƌ ďedƌooŵ. VaŶda s͛ daughteƌ plaǇs ďǇ the ďedside. The EŶd.

ϲ.Ϯ. Degree of tellaďilitǇ
The ŵaiŶ difeƌeŶĐe ďetǁeeŶ Colossal Youth aŶd the otheƌ Đase eǆaŵples iŶ this studǇ ĐaŶ ďe 
deteƌŵiŶed if ǁe Đoŵpaƌe the ƌelaioŶship ďetǁeeŶ the tellaďilitǇ of the eǀeŶts oŶsĐƌeeŶ aŶd 
the ǁaǇ theǇ aƌe aƌƌaŶged iŶto a plot ;syuzhetͿ. Daǀid HeƌŵaŶ has piŶpoiŶted the iŵpoƌtaŶĐe 
of ďoth aspeĐts iŶ studǇiŶg Ŷaƌƌaiǀe aŶd iŶ lookiŶg foƌ Ŷeǁ ǁaǇs to ŵodel the iŶteƌƌelaioŶs 
ďetǁeeŶ faďula aŶd suyzhet.ϱϰϳ IŶ the Đase of aŶ uŶusual ilŵ suĐh as this, this Đlaiŵ ǁill ƌeĐeiǀe 
jusiiĐaioŶ.
To ďegiŶ, the degƌee of tellaďilitǇ of the eǀeŶts iŶ the ilŵ should ďe ĐoŶsideƌed. To ƌeĐapitulate, 
the uŶdeƌstaŶdiŶg of tellaďilitǇ heƌeiŶ folloǁs the ‘ǇaŶ s͛ deiŶiioŶ, ǁho sees it as aŶ iŶheƌeŶt 
ƋualitǇ of aĐiǀiies that ŵake the stoƌies ǁoƌth telliŶg.ϱϰϴ

As is Đleaƌ fƌoŵ the ilŵ s͛ desĐƌipioŶ, ǁe ǁitŶess episodes ǁith aŶ oďǀiouslǇ ǀeƌǇ loǁ leǀel of 
tellaďilitǇ ;foƌ eǆaŵple: VeŶtuƌa staŶdiŶg iŶ aŶ aƌĐh iŶ the sluŵ; VeŶtuƌa ǁith a fƌieŶd siiŶg 
at a taďle saǇiŶg ŶothiŶg; ŵeŶ ĐaƌƌǇiŶg fuƌŶituƌe out of the houseͿ, ǁhiĐh aƌe alteƌŶated ǁith 
episodes ǁith a higheƌ ;though sill ǀeƌǇ difeƌeŶtͿ leǀel of tellaďilitǇ ;foƌ eǆaŵple: VaŶda 
talkiŶg aďout giǀiŶg ďiƌth to heƌ daughteƌ; the goǀeƌŶŵeŶt oiĐeƌ s͛ pƌeseŶtaioŶ of the Ŷeǁ 

�47 �avid Herman  �avid Herman Story Logic: Problems and Possibilities of Narrative, Lincoln, 2002, p. 104.
�48 �arie-Laure �yan  �arie-Laure �yan Tellability in �avid Herman, �anfred Jahn, and �arie-Laure �yan (eds.) �outledge 
Encyclopedia of Narrative Theory, London, 200� p. �89.
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lat to VeŶtuƌa; Paulo iŶ the hospital, LeŶto s͛ stoƌǇ aďout the iƌe iŶ his latͿ. Thus, this ĐoŶĐept 
;siŵilaƌ to ŶaƌƌaiǀitǇͿ ĐaŶŶot ďe deiŶed as a ŵoŶolithiĐ eŶitǇ. IŶstead, ǁe haǀe to ĐoŶsideƌ 
this featuƌe as displaǇiŶg difeƌeŶt degƌees of ƋualitǇ.
The stoƌǇ aďout the death of VaŶda s͛ sisteƌ )ita, ŵeŶioŶed seǀeƌal iŵes iŶ the ilŵ, aĐƋuiƌes 
a kiŶd of pƌiŶĐipal Ŷaƌƌaiǀe deǀelopŵeŶt. Hoǁeǀeƌ, Colossal Youth also deŵoŶstƌates that a 
ilŵ s͛ eleŵeŶts ĐoŶtƌiďute deĐisiǀelǇ to the pƌoĐess of hoǁ a plot aĐƋuiƌes tellaďilitǇ, ďut oŶlǇ 
if the ĐoŶteǆtual kŶoǁledge is aǀailaďle to the ǀieǁeƌ. Without it, these eleŵeŶts deŵoŶstƌate 
Ŷo degƌee of tellaďilitǇ ǁhatsoeǀeƌ, aŶd heƌeiŶ lies the pƌiŶĐipal difeƌeŶĐe ǁith the ilŵ 
Goodbye, Dragon Inn. IŶ Goodbye, Dragon Inn ĐoŶteǆtual kŶoǁledge suppleŵeŶted the stoƌǇ 
aŶd eŶhaŶĐed its tellaďilitǇ, ǁheƌeas iŶ Colossal Youth the aĐioŶ oŶsĐƌeeŶ oteŶ doesŶ͛t 
ƌeǀeal aŶǇthiŶg to the audieŶĐe. The eǆaŵple iŶ ƋuesioŶ is the ǀeƌse VeŶtuƌa keeps ƌeĐiiŶg 
thƌoughout the ilŵ ͞Nha ĐƌetĐheu, ŵǇ loǀe, ŵeeiŶg agaiŶ ǁill ďƌighteŶ ouƌ liǀes foƌ at least 
ϯϬ Ǉeaƌs.… .͟ As Pedƌo Costa eǆplaiŶs, it is paƌtlǇ Đoŵposed of liŶes fƌoŵ a poeŵ ďǇ FƌeŶĐh poet 
‘oďeƌt DesŶos, aŶd it is paƌtlǇ VeŶtuƌa s͛ oǁŶ ĐoŶtƌiďuioŶ. Foƌ the diƌeĐtoƌ, ďoth ŵeŶ ǁeƌe to 
ŵeet ďeĐause:

Both aƌe ĐoŶdeŵŶed, destƌoǇed ŵeŶ, ghosts of otheƌ ŵeŶ that despite toƌtuƌe, 
ŵadŶess aŶd eǆploitaioŶ sill ŵaŶaged to ƌesist. This loǀe leteƌ had to ďeĐoŵe a ŵoƌal 
aŶd poliiĐal testaŵeŶt, a deĐlaƌaioŶ of ǁaƌ.ϱϰϵ

Hoǁeǀeƌ, ǁhat ǁe aƌe let ǁith is the alŵost ŵoŶotoŶe ƌepeiioŶ. JoŶathaŶ ‘oŵŶeǇ assigŶs it 
͞aŶ oƌaĐulaƌ ƌiŶg͟ aŶd a ͞spell, a ŵagiĐ Đuƌe foƌ ŶostalgiĐ solitude .͟ϱϱϬ This is a Đase ǁheƌe the 
ƌepeiioŶ oŶ the auditoƌǇ leǀel eŶhaŶĐes the iŵŵeƌsioŶ iŶto the iŵage aŶd the faĐt that ǁe 
ĐaŶŶot ĐlassifǇ these loǀe leteƌ episodes iŶto a liŶeaƌ Đause-aŶd-efeĐt ĐhaiŶ ĐoŶtƌiďutes eǀeŶ 
ŵoƌe to ouƌ ĐoŶĐeŶtƌaioŶ oŶ the iŵage aŶd its soŶiĐ Ƌualiies. 

But this ĐoŶĐlusioŶ alƌeadǇ leads to aŶotheƌ issue, ǁhiĐh is iŶdispeŶsaďle iŶ aŶalǇziŶg the 
diiĐult Ŷaƌƌaiǀes of sloǁ ĐiŶeŵa. It is that of eǀeŶfulŶess oƌ ŶaƌƌaiǀitǇ, ďeĐause ͞tellaďilitǇ 
ataĐhes to the ĐoŶiguƌaioŶs of faĐts aŶd ŶaƌƌaiǀitǇ to seƋueŶĐes ƌepƌeseŶiŶg ĐoŶiguƌaioŶs 
of faĐts.͟ ϱϱϭ

ϲ.ϯ. ChroŶologiĐal order as a ĐoŶdiioŶ for ŶarraiǀitǇ
IŶ the pƌeǀious aŶalǇsis the ƋuesioŶ of eǀeŶfulŶess ǁas addƌessed ;as it has ďeeŶ Đalled ďǇ Wolf 
“Đhŵid aŶd Peteƌ HühŶͿ, aŶd ͞ďeiŶg a Ŷaƌƌaiǀe͟ as put ďǇ ‘ǇaŶ. CoŶĐeƌŶiŶg Colossal Youth, 
the seƋueŶĐiŶg of eǀeŶts depiĐted iŶ the shots seeŵs to highlight the pƌoďleŵ oŶĐe agaiŶ. 
AssuŵiŶg that the ilŵ is sĐƌeeŶed iŶ a ĐiŶeŵa, the audieŶĐe as eǆpeƌieŶĐed ĐiŶeŵa-ǀieǁeƌs, 
takiŶg iŶto aĐĐouŶt theiƌ iŶtuiioŶ aďout ilŵiĐ stƌuĐtuƌes, ǁill eǆpeĐt aŶ aƌt ilŵ ƌegaƌdless of 

54� ����� �����  ����� ����� Juventude em March/Colossal Youth �� ��� ���� ������ Pedro Costa Retrospective Booklet, 
2009, p. 8.
��0 Jonathan �omney  Jonathan �omney Exile and the kingdom: Colossal Youth �� Sight and Sound, June 2008, available at http://
old.bi.org.uk/sightandsound/review/433� (Accessed 10.04.2013).
��1 �avid Herman  �avid Herman Story Logic: Problems and Possibilities of Narrative, Lincoln, 2002, p. 100.
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hoǁ ĐhalleŶgiŶg it ŵaǇ ďe. OŶ a Đloseƌ iŶspeĐioŶ, hoǁeǀeƌ, the gƌeatest diiĐulies ǁith the 
ilŵ iŶ ƋuesioŶ ĐoŶĐeƌŶ its foƌŵ as a puƌposeful Ŷaƌƌaiǀe.
The pƌoďleŵ is as Meiƌ “teƌŶďeƌg eǆplaiŶed iŶ his ǁateƌshed aƌiĐle Tiŵe aŶd Narraive:

͞To ďe suƌe, ŶoďodǇ ǁho has thought aďout Ŷaƌƌaiǀe stƌuĐtuƌe aŶd iŶteƌpƌetaioŶ is 
likelǇ to deŶǇ that foƌ Ŷaƌƌaiǀe to ŵake seŶse as Ŷaƌƌaiǀe, it ŵust ŵake ĐhƌoŶologiĐal 
seŶse. Foƌ the eǀeŶts ĐoŵposiŶg it do Ŷot fall iŶto soŵe liŶe of ǁoƌld-iŵe, hoǁeǀeƌ 
pƌoďleŵaiĐ theiƌ aligŶŵeŶt aŶd hoǁeǀeƌ appealiŶg theiƌ alteƌŶaiǀe aƌƌaŶgeŵeŶt, 
theŶ ŶaƌƌaiǀitǇ itself disappeaƌs.͞  ϱϱϮ

AŶd this is the pƌoďleŵ the ǀieǁeƌ of Colossal Youth is faĐed ǁith. The iƌst ƋuesioŶ to ďe 
addƌessed is that of ŵiŶiŵal ĐoŶdiioŶ of ŶaƌƌaiǀitǇ, ǁith a ĐhaŶge of state usuallǇ ƌegaƌded 
as oŶe of the ĐoŶdiioŶs. That iŵplies that theƌe has to ďe a teŵpoƌal stƌuĐtuƌe ďetǁeeŶ the 
states aŶd soŵe kiŶd of siŵilaƌitǇ ďetǁeeŶ the iŶiial aŶd the iŶal situaioŶ.553 

IŶ Colossal Youth, eǆĐept foƌ the iŶfoƌŵaioŶ aďout )ita s͛ death aŶd VaŶda s͛ gƌief iŶ the 
folloǁiŶg episodes, the teŵpoƌal oƌdeƌiŶg of the otheƌ episodes ƌeŵaiŶs uŶĐleaƌ as Ŷo Đleaƌ 
Đause-aŶd-efeĐt ĐhaiŶ ĐaŶ ďe estaďlished. Take the sĐeŶes ǁith VeŶtuƌa – theƌe aƌe soŵe 
ǁheƌe he has a ďaŶdaged head – these sĐeŶes seeŵ to ďe set iŶ the past, ateƌ the aĐĐideŶt 
he had at the ĐoŶstƌuĐioŶ site of the aƌt ŵuseuŵ. Hoǁeǀeƌ, theƌe aƌe Ŷo ŵaƌkeƌs foƌ this faĐt 
– if ǁe ƌegaƌd the ďaŶdage as a ŵaƌkeƌ, it is oďǀiouslǇ Ŷot set iŶ the sĐeŶe iŶ a ǁaǇ that the 
audieŶĐe ǁould ŵake it out to ďe a teŵpoƌal ŵaƌkeƌ. ;IŶ this ƌegaƌd the issue of the ŵiǆ-up of 
keƌŶels aŶd satellites ĐaŶ ďe ďƌought up oŶĐe agaiŶ, as it ǁas doŶe iŶ the aŶalǇsis of Liverpool, 
ǁheƌe the iŵpoƌtaŶĐe of eǀeŶts foƌ the fuƌtheƌ deǀelopŵeŶt of the plot ǁheƌe Ŷot uŶdeƌliŶed 
ďǇ the stagiŶg.Ϳ

IŶteƌesiŶglǇ, “Đhŵid eliŵiŶates the pƌeseŶĐe of a Đausal ĐoŶŶeĐioŶ ďetǁeeŶ the states fƌoŵ 
his deiŶiioŶ of the ŵiŶiŵal ĐoŶdiioŶ of ŶaƌƌaiǀitǇ, ďeĐause the ĐausalitǇ ďetǁeeŶ theŵ is 
oteŶ Ŷot ĐleaƌlǇ pƌeseŶt iŶ the teǆt, aŶd ĐaŶ oŶlǇ ďe iŶfeƌƌed ďǇ the ƌeadeƌ.554 “uƌelǇ iŶ ĐiŶeŵa 
the efeĐts of paƌiĐulaƌ Đauses aƌe oteŶ eǆpliĐitlǇ depiĐted oŶsĐƌeeŶ. Foƌ eǆaŵple, ǁheŶ ǁe 
see VeŶtuƌa iŶ a staiƌǁell, ďut iŶ the Ŷeǆt shot he sits iŶ VaŶda s͛ ďedƌooŵ, ǁe ĐaŶ ĐoŶĐlude 
a Đausal ƌelaioŶ ďetǁeeŶ these tǁo shots. But foƌ the ƌest of the ilŵ, the oŶlǇ Đleaƌ Đlue ǁe 
haǀe is VeŶtuƌa – aŶ eldeƌlǇ ǁoƌkeƌ fƌoŵ Cape Veƌde aŶd aŶ iŶhaďitaŶt of FoŶtaiŶhas, hoǁ 
he ƌaŵďles thƌough the sluŵ aŶd thƌough the ŶeǁlǇ-ďuilt distƌiĐt of Casa al Boďa ǁheƌe the 
foƌŵeƌ iŶhaďitaŶts of FoŶtaiŶhas aƌe ƌeloĐated. VeŶtuƌa is ĐoŶstaŶtlǇ ŵiǆiŶg-up Ŷaŵes aŶd 
ideŶiies, all the people he ŵeets he Đalls his ĐhildƌeŶ, aŶd the ideŶitǇ of his ǁife ƌeŵaiŶs 
uŶkŶoǁŶ as VeŶtuƌa ƌefeƌs to heƌ as ͞ Cloilde, oƌ a ǁoŵaŶ ǁho looked like Cloilde .͟ As oŶe ĐaŶ 
leaƌŶ oŶlǇ fƌoŵ the ƌeǀieǁs, the ilŵ is paƌtlǇ set iŶ the past, duƌiŶg the ͞ CaƌŶaioŶ ‘eǀoluioŶ͟ 
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1990, p. 903.
��3 Wolf �chmid  Wolf �chmid Narrativity and Eventfulness in Tom Kindt, Hans-Harald �üller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 19.
��4 Wolf �chmid  Wolf �chmid Narrativity and Eventfulness in Tom Kindt, Hans-Harald �üller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 20.



164II. Case Studies - 6. Colossal Youth

of Apƌil Ϯϱ, ϭϵϳϰ, ďut Costa distƌiďutes Ŷo ŵaƌkeƌs foƌ the sĐeŶes set iŶ the ϭϵϳϬs. “o he ŵoǀes 
ďaĐk aŶd foƌth iŶ iŵe, ďut that isŶ͛t oďǀious fƌoŵ the ilŵ itself. The diǀisioŶ ďetǁeeŶ the past 
aŶd pƌeseŶt ďƌeaks doǁŶ toǁaƌds the eŶd of the ilŵ, ǁheŶ LeŶto, ǁho has loŶg ďeeŶ dead 
;ǁe ŵaǇ ŵiss this faĐt ďeĐause it is Ŷot foƌe-gƌouŶded ďǇ the stoƌǇ s͛ stƌuĐtuƌeͿ, ǀisits VeŶtuƌa 
iŶ his Ŷeǁ hoŵe. 
The ĐoŶĐept ďest suited foƌ the ĐlassiiĐaioŶ of suĐh sĐeŶes aŶd ǁhiĐh helps to uŶdeƌstaŶd 
the teŵpoƌal oƌdeƌiŶg iŶ Colossal Youth is that of polǇĐhƌoŵiĐ ŶaƌƌaioŶ as deǀeloped ďǇ Daǀid 
HeƌŵaŶ. These aƌe Ŷaƌƌaiǀes ǁheƌe ĐeƌtaiŶ eǀeŶts haǀe Ŷo iǆed posiioŶ iŶ the teŵpoƌal 
fƌaŵe of the stoƌǇ – theǇ staǇ iŶdeteƌŵiŶate.555 Filŵs foƌŵ polǇĐhƌoŵiĐ ŶaƌƌaioŶ ďǇ leaǀiŶg 
out ĐeƌtaiŶ iŶfoƌŵaioŶ that ǁould fosteƌ the liŶeaƌ ŶaƌƌaiǀitǇ of the stoƌǇ.556

Colossal Youth is the oŶlǇ oŶe of the sloǁ ĐiŶeŵa eǆaŵples heƌeiŶ that has suĐh featuƌes 
– all the otheƌ ilŵs deŵoŶstƌate ǀeƌǇ liŶeaƌ Ŷaƌƌaiǀe deǀelopŵeŶt. As HeƌŵaŶ poiŶts out, 
suĐh aĐhƌoŶologiĐal eǀeŶts ĐaŶŶot ďe desĐƌiďed usiŶg the ĐlassiĐal Ŷaƌƌaiǀe theoƌǇ at haŶd. 
The ƋuesioŶ ƌeŵaiŶs: ǁhat is the fuŶĐioŶ of this fuzzǇ teŵpoƌalitǇ iŶ this paƌiĐulaƌ ilŵ? It 
seeŵs that iŶ the Đase of Colossal Youth ǁe ĐaŶ agƌee ǁith Daǀid HeƌŵaŶ ǁho aĐkŶoǁledges 
that fuzzǇ teŵpoƌalitǇ is oteŶ just that – fuzzǇ teŵpoƌalitǇ, ǁhiĐh ƌesists aŶǇ ateŵpts foƌ 
liŶeaƌiziŶg the eǀeŶts.ϱϱϳ  The theoƌǇ heƌeiŶ is that this ĐhƌoŶologiĐal oƌdeƌiŶg, as it tuƌŶs ouƌ 
ateŶioŶ aǁaǇ fƌoŵ liŶeaƌ plot deǀelopŵeŶts, ĐoŶtƌiďutes to the audieŶĐe s͛ ĐoŶĐeŶtƌaioŶ oŶ 
the atŵospheƌe of the ilŵ aŶd the ŵateƌialitǇ of the iŵage. Thus Colossal Youth ǁould ďe a 
paƌiĐulaƌlǇ good eǆaŵple foƌ a fuƌtheƌ studǇ oŶ the hapiĐ Ƌualiies of sloǁ ĐiŶeŵa.
JudgiŶg the degƌee of ŶaƌƌaiǀitǇ iŶ Colossal Youth aŶd ĐoŵpaƌiŶg it to the otheƌ Đase eǆaŵples, 
ǁe haǀe to ƌetuƌŶ to the ĐoŶteŶioŶ eǆpƌessed agaiŶ aŶd agaiŶ duƌiŶg this studǇ. NaŵelǇ, that 
iŶ the Đase of sloǁ ĐiŶeŵa eǆaŵples ǁe haǀe to speak Ŷot oŶlǇ aďout tellaďilitǇ as a sĐalaƌ 
ĐategoƌǇ, ďut also aďout ŶaƌƌaiǀitǇ as a featuƌe possessiŶg a sĐalaƌ ƋualitǇ. 
“o the ilŵ Fallen, ǁith its seaƌĐh foƌ the ƌeasoŶs foƌ a ǇouŶg ǁoŵaŶ s͛ suiĐide, displaǇs Đleaƌ-
Đut eǀeŶts – the ǁoŵaŶ juŵps iŶto the ƌiǀeƌ aŶd the oŶlǇ ǁitŶess – Maiss – ďegiŶs to seaƌĐh 
foƌ heƌ ideŶitǇ aŶd the ƌeasoŶs ďehiŶd the tƌagiĐ deed. Fallen possesses ďoth – the Ŷaƌƌaiǀe 
iŶ its oƌgaŶizaioŶ posits a Đase of Đleaƌ ŶaƌƌaiǀitǇ ;also ŵeaŶiŶg its Ŷaƌƌaiǀe oƌgaŶizaioŶ ĐaŶ 
ďe laid out aĐƌoss KƌisiŶ ThoŵpsoŶ s͛ fouƌ aĐt sĐheŵeͿ, aŶd the eǀeŶts as suĐh haǀe a high 
leǀel of tellaďilitǇ ;theǇ iŶiiate eǀeŶts that lead to otheƌ eǀeŶts, ĐoŶsituiŶg ĐhaŶge aŶd Ŷeǁ 
situaioŶs.Ϳ
IŶ ĐoŵpaƌisoŶ, The Turin Horse is a ŵoƌe Đoŵpleǆ Đase of the ƌelaioŶship ďetǁeeŶ tellaďilitǇ 
aŶd ŶaƌƌaiǀitǇ. Foƌ eǆaŵple, iŶ the episode at the eŶd of daǇ oŶe: ͞IŶ the daƌkŶess ǁith oŶlǇ 
the stoǀe ďuƌŶiŶg, theǇ talk aďout the ǁoodǁoƌŵs, ǁhiĐh theǇ doŶ͛t heaƌ foƌ the iƌst iŵe iŶ 
ϱϴ Ǉeaƌs. TheǇ doŶ͛t kŶoǁ ǁhat to ŵake out of it.͟  Ateƌ ŵuliple ǀieǁiŶgs it ďeĐoŵes Đleaƌ 
that pƌeĐiselǇ at this eaƌlǇ poiŶt iŶ the ilŵ – the ϯϬth ŵiŶute, the iƌst sigŶ that the ǁoƌld is 

��� �avid Herman  �avid Herman Story Logic: Problems and Possibilities of Narrative, Lincoln, 2002, p. 212.
��� �bid., p. 24�. �bid., p. 24�.
��7 �bid., p. 220.
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ĐoŵiŶg to aŶ eŶd appeaƌs. Thus, suĐh a ŵiŶusĐule ĐhaŶge iŶ the Ohlsdoƌfeƌs͛ eǀeƌǇdaǇ ƌouiŶe 
as the disappeaƌaŶĐe of ǁoodǁoƌŵs ĐoŶsitutes a ĐhaŶge aŶd a Ŷaƌƌaiǀe eǀeŶt. Hoǁeǀeƌ, iŶ 
assessiŶg the tellaďilitǇ of this eǀeŶt as its iŶheƌeŶt featuƌe, ǁe Đoŵe to a ĐoŶĐlusioŶ that it is 
ǀeƌǇ loǁ. IŶ teƌŵs of the stoƌǇ s͛ foƌŵ though, diǀided iŶto siǆ daǇs ǁith aŶ oďǀious deǀelopŵeŶt 
aloŶg ĐhƌoŶologiĐal liŶes, it s͛ ĐoŶsisteŶt ǁith ouƌ eǆpeĐtaioŶs toǁaƌds a ilŵ aŶd thus ǁe ĐaŶ 
atest a high leǀel of ŶaƌƌaiǀitǇ to the plot of The Turin Horse.
IŶ Ŷaƌƌaiǀe theoƌǇ oŶe also speaks of ŶoŶ-Ŷaƌƌaiǀe, aŶd the Đlaiŵ heƌeiŶ is that oŶe of the 
ƌeasoŶs ǁhǇ the ǀieǁiŶg of Colossal Youth ŵaǇ ƌesult iŶ aŶ audieŶĐe ǁalk out is the ŶoŶ-
Ŷaƌƌaiǀe foƌŵ of this ilŵ. The ƌeasoŶ foƌ that ĐaŶ ďe fouŶd oŶ tǁo leǀels. The depiĐted eǀeŶts, 
as eǆplaiŶed aďoǀe, oteŶ shoǁ a loǁ leǀel of tellaďilitǇ. AddiioŶallǇ, although Colossal Youth 

has a ilŵ s͛ stƌuĐtuƌe ďeĐause the eǀeŶts folloǁ eaĐh otheƌ iŶ a Ϯ.ϱ houƌ iŵefƌaŵe, theǇ 
ƌeŵaiŶ ŵostlǇ uŶƌelated, oƌ theiƌ ƌelaioŶships ĐaŶŶot ďe disĐeƌŶed ƌight aǁaǇ. EǀeŶ ŵoƌe, if 
ǁe take ĐhaŶge as the deĐisiǀe ŵaƌkeƌ foƌ a Ŷaƌƌaiǀe theŶ Colossal Youth is a ŶoŶ-Ŷaƌƌaiǀe, 
ďeĐause heƌe ǁe eŶĐouŶteƌ Ŷo ͞ŵodiiĐaioŶ of the state.͟ ϱϱϴ  

Thus, if ǁe ƌegaƌd the sloǁ ilŵs as a gƌoup as Đoŵpaƌed to ŵaiŶstƌeaŵ HollǇǁood ĐiŶeŵa, 
theŶ theǇ all seeŵ to haǀe ǀeƌǇ loose stƌuĐtuƌe aŶd ďaƌelǇ deteĐtaďle ĐhaŶges iŶ theiƌ stoƌies. 
OŶlǇ as Đoŵpaƌed to eaĐh otheƌ aŶd set agaiŶst eaĐh otheƌ, the eǀeŶts iŶ these ilŵs staƌt to 
aĐƋuiƌe difeƌeŶt degƌees of tellaďilitǇ. AŶd also, the Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ of the eǆaŵples 
deŵoŶstƌates that the eǀeŶts ĐaŶ ďe oƌgaŶized usiŶg difeƌeŶt leǀels of looseŶess.
We ĐaŶ theƌefoƌe ĐoŶĐlude that it s͛ Ŷot the leǀel of telliďilitǇ of the eǀeŶts theŵselǀes, ďut the 
deŵaŶd that a ilŵ ďe ĐoŶstƌuĐted as a Ŷaƌƌaiǀe eŶitǇ that is a ŵoƌe deĐisiǀe ĐoŶdiioŶ foƌ 
a ilŵ to ďe peƌĐeiǀed as a pƌopeƌ stoƌǇ, ǁhiĐh iŶ tuƌŶ geŶeƌates iŶteƌest iŶ the ǀieǁeƌ aďout 
fuƌtheƌ Ŷaƌƌaiǀe deǀelopŵeŶts aŶd thus eŶĐouƌages hiŵ to ƌeŵaiŶ iŶ his seat. This ǀieǁ is 
ĐoŶsisteŶt ǁith “Đhŵid s͛ Đlaiŵ that a ĐhaŶge of state ĐaŶ ďe loĐated oŶ stoƌǇ-leǀel as ǁell as 
oŶ the leǀel of disĐouƌse. Hoǁeǀeƌ, the ƌeƋuiƌeŵeŶt foƌ a ĐhaŶge oŶ the leǀel of disĐouƌse is 
deĐisiǀe foƌ a ŵiŶiŵal ĐoŶdiioŶ of ŶaƌƌaiǀitǇ.ϱϱϵ

These difeƌeŶt degƌees of tellaďilitǇ aŶd ŶaƌƌaiǀitǇ ĐleaƌlǇ haǀe to haǀe aŶ iŵpaĐt oŶ hoǁ aŶd 
ǁhetheƌ iŶteƌest iŶ the stoƌǇ ĐaŶ deǀelop.

ϲ.ϰ. “uspeŶse or iŶterest?
Not suƌpƌisiŶglǇ, the faĐt that loŶg stƌetĐhes of Colossal Youth shoǁ fuzzǇ teŵpoƌalitǇ has 
ĐoŶseƋueŶĐes foƌ a ǀieǁeƌ s͛ suspeŶse oƌ eǀeŶ iŶteƌest iŶ ǁhat happeŶs Ŷeǆt. IŶ the pƌeǀious 
Đhapteƌ the ĐoŶĐept of suspeŶse ǁas iŶtƌoduĐed aŶd applied to sloǁ ĐiŶeŵa. OŶe of the ŵost 
iŵpoƌtaŶt theses ǁas that the puƌe liŶeaƌitǇ of the plots iŶ these ilŵs ƌuŶs ĐouŶteƌ to the 
idea of suspeŶse. But the fuzzǇ teŵpoƌalitǇ iŶ Colossal Youth is aŶ eǀeŶ ŵoƌe ĐoŵpliĐated 

��8 �ené Audet Narrativity: Away from story, close to eventfulness in �ené Audet, Claude �omano, Laurence 
�reyfus, Carl Therrien, Hugues �archal Narrativity: How visual Arts, Cinema and Literature are telling the 
world today, Paris, 2007, p. 18
��9 Wolf �chmid Narrativity and Eventfulness in Tom Kindt, Hans-Harald �üller (eds.) What Is Narratology? 
Questions and Answers Regarding the Status of a Theory, Berlin, 2003, p. 22.
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Đase. Fiƌst of all, as soŵe kiŶd of deǀelopŵeŶt ĐaŶ oŶlǇ ďe atested to seǀeƌal theŵes ;)ita s͛ 
death, foƌ eǆaŵpleͿ, aŶd the goals aŶd ǁishes of the otheƌ ĐhaƌaĐteƌs aƌe Ŷot eǆpƌessed, Ŷo 
eŵoioŶal iŶǀolǀeŵeŶt ǁith the ĐhaƌaĐteƌs ĐaŶ deǀelop. The faĐt that the Ŷaƌƌaiǀe suĐĐessioŶ 
of the episodes ƌeŵaiŶs ŵostlǇ uŶĐleaƌ ŵakes it eǀeŶ haƌdeƌ to deǀelop iŶteƌest iŶ the ilŵ.
It is faƌ easieƌ to deǀelop eŵpathǇ foƌ VaŶda ďeĐause the stoƌies she shaƌes fƌoŵ heƌ life 
touĐh upoŶ suĐh ǀital theŵes as giǀiŶg ďiƌth to a Đhild, ƌaisiŶg a Đhild, aŶd the death of a Đlose 
ƌelaiǀe. IŶ ĐoŵpaƌisoŶ, VeŶtuƌa, ǁith his deĐlaŵatoƌǇ-stǇle speeĐhes aŶd detaĐhed aitude 
toǁaƌds the gƌaǀe eǀeŶts of his life, fails to deǀelop aŶǇ eŵoioŶal ĐoŶŶeĐioŶ ǁith the ǀieǁeƌ.
Boƌdǁell suggests speakiŶg aďout suspeŶse oŶ a ŵiĐƌo-leǀel, ǁhiĐh ĐaŶ ďe loĐated iŶ siŶgle 
shots oƌ episodes. Thus, foƌ eǆaŵple, the ƌepeiiǀe loǀe leteƌ sĐeŶes ĐaŶ Đƌeate suspeŶse 
out of ĐuƌiositǇ aďout ǁhetheƌ theƌe ǁill ďe ĐhaŶge aĐƌoss the Ŷuŵeƌous shots ǁith VeŶtuƌa 
ƌeĐiiŶg. Hoǁeǀeƌ, this ĐaŶ also ďe ĐoŶsideƌed a featuƌe of ŵeta-suspeŶse, as it ĐoŶĐeƌŶs the 
aƌisiĐ soluioŶs ĐhoseŶ ďǇ the ilŵŵakeƌ.

ϲ.ϱ. The iŵportaŶĐe of ĐoŶteǆtual assuŵpioŶs
IŶ ƌegaƌds to the issue of tellaďilitǇ the ƋuesioŶ of ĐoŶteǆt ǁas touĐhed upoŶ, hoǁeǀeƌ, this 
issue is eǀeŶ ŵoƌe ĐƌuĐial if disĐussed ǁithiŶ the fƌaŵeǁoƌk of ŶaƌƌaiǀitǇ, ďeĐause it fosteƌs 
ouƌ uŶdeƌstaŶdiŶg of hoǁ the Đausal ĐhaiŶ ďetǁeeŶ difeƌeŶt eǀeŶts ĐaŶ ďe ďuilt.
Peteƌ HühŶ, iŶ speakiŶg of the eǀeŶfulŶess of the teǆt uŶdeƌliŶes its depeŶdeŶĐe oŶ the 
ĐoŶteǆtual kŶoǁledge – aŶ eǀeŶt ĐaŶ ďe Đlassiied as suĐh oŶlǇ ǁith ƌespeĐt to its soĐial, 
Đultuƌal aŶd histoƌiĐal seiŶg.ϱϲϬ He ŵaiŶtaiŶs:

…eǀeŶfulŶess is uliŵatelǇ Ŷot a teǆtual pƌopeƌtǇ, ďut has to ďe iŶfeƌƌed aŶd ĐoŶsituted 
ďǇ ƌeadeƌs thƌough ƌelaiŶg the teǆtual Đues to theiƌ kŶoǁledge of the peƌiod. Although 
the teǆt ĐaŶ thus ďe seeŶ to pƌoǀide appƌopƌiate Đues, ƌeadeƌs ŵaǇ ŵiss the poiŶt of 
the eǀeŶt, aŶd iŶ paƌiĐulaƌ theǇ ŵaǇ fail to appƌeĐiate the ƌeleǀaŶĐe aŶd diiĐultǇ of 
the tƌaŶsiioŶ if theǇ aƌe igŶoƌaŶt of the ĐoŶteŵpoƌaƌǇ soĐial aŶd ideologiĐal ĐoŶteǆt of 
the Ŷoǀel oƌ if theǇ applǇ aŶ iŶappƌopƌiate fƌaŵe of ƌefeƌeŶĐe.ϱϲϭ

What is the fƌaŵe of ƌefeƌeŶĐe foƌ VeŶtuƌa s͛ ǁaŶdeƌiŶgs? Who aƌe all these people he Đalls 
his ĐhildƌeŶ? Is VeŶtuƌa the oŶlǇ liŶk ďetǁeeŶ theŵ oƌ is theƌe a ďƌoadeƌ ĐoŶteǆt foƌ these 
people s͛ stoƌies? We do Ŷot ƌeĐeiǀe aŶǇ eǆplaŶaioŶ fƌoŵ the ilŵ itself. IŶ oƌdeƌ to gaiŶ oŶe 
ǁe haǀe to addƌess eǆtƌa-ĐiŶeŵaiĐ souƌĐes suĐh as iŶteƌǀieǁs ǁith the ilŵŵakeƌ oƌ aƌiĐles 
ǁƌiteŶ ďǇ ilŵ ĐƌiiĐs. IŶ a ƌetƌospeĐiǀe ďooklet fƌoŵ the Tate ModeƌŶ Costa eǆplaiŶed his 
uƌge to shoot this ilŵ as folloǁs:

I ƌealized that the Apƌil Ϯϱth ‘eǀoluioŶ, that foƌ ŵe ǁas a ŵoŵeŶt of lǇƌiĐal eǆaltaioŶ 
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aŶd eŶthusiasŵ, ĐoŶsituted a Ŷightŵaƌe foƌ VeŶtuƌa. I ǁas a kid at the iŵe. I ǁeŶt out 
to the stƌeets, deŵoŶstƌaiŶg, aŶd, pƌoďaďlǇ, alƌeadǇ dƌeaŵiŶg aďout ĐiŶeŵa. A ǁhile 
ago, I looked foƌ soŵe photogƌaphs of the MaǇ ϭst Đƌoǁds ǁith thousaŶds of people 
ĐeleďƌaiŶg. It s͛ iŶĐƌediďle – Ǉou doŶ͛t see a siŶgle ďlaĐk faĐe. Wheƌe ǁeƌe theǇ? VeŶtuƌa 
told ŵe that theǇ ǁeƌe all huddled togetheƌ, aďsolutelǇ teƌƌiied, hiddeŶ iŶ the Estƌella 
GaƌdeŶ, ǁoƌƌied aďout theiƌ futuƌe. It is pƌeĐiselǇ ďeĐause I ilŵ these thiŶgs iŶ this 
ŵaŶŶeƌ that I doŶ͛t ďelieǀe iŶ deŵoĐƌaĐǇ. No oŶe iŶ FoŶtaiŶhas ďelieǀes iŶ deŵoĐƌaĐǇ. 
People like VeŶtuƌa ďuilt the ďaŶks, ŵuseuŵs, theatƌes, sĐhools, aŶd ĐoŶdoŵiŶiuŵs of 
the ďouƌgeoisie. AŶd it s͛ pƌeĐiselǇ ǁhat theǇ helped ďuild that defeated theŵ. You haǀe 
the Đƌuellest pƌoof of this failuƌe iŶ all the otheƌ ƌooŵs, the agoŶǇ of Paulo, VaŶda, )ita, 
the peƌŵaŶeŶt Đollapse of these ƌooŵs.ϱϲϮ

Oƌ, as ilŵ ĐƌiiĐ DeŶise Leǀeƌtoǀ eǆplaiŶs iŶ a ŵoƌe geŶeƌal ŵaŶŶeƌ ͞Costa s͛ iŶteŶt iŶ Colossal 

Youth is to tell the histoƌǇ that ŶoďodǇ has Ǉet told, the stoƌǇ of the iŵŵigƌaŶts of VeŶtuƌa s͛ 
geŶeƌaioŶ ǁho ǁeƌe lost iŶ the shule of Poƌtugal s͛ tƌaŶsfoƌŵaioŶ iŶ the ŵid-ϭϵϳϬs fƌoŵ a 
diĐtatoƌship to a liďeƌal deŵoĐƌaĐǇ.͟ 563 

This theŶ is aŶ iŵpoƌtaŶt issue ǁhiĐh has to ďe ƌaised – hoǁeǀeƌ the poiŶt ;tellaďilitǇͿ of 
Colossal Youth ĐaŶ oŶlǇ ďe disĐoǀeƌed ǁith these eǆplaŶaioŶs iŶ ŵiŶd. IŶ this ƌegaƌd, Costa s͛ 
ilŵ ƌeseŵďles ĐoŶĐeptual aƌt ǁheƌe oteŶ the ǁoƌk itself ĐaŶ oŶlǇ ďe uŶdeƌstood thƌough aŶ 
iŶteƌpƌetaioŶ deliǀeƌed ďǇ the Đuƌatoƌ oƌ the aƌist hiŵself. 
IŶ aŶalǇziŶg Goodbye Dragon Inn the iŵpoƌtaŶĐe of the ĐoŶteǆtual assuŵpioŶs ǁeƌe poiŶted 
out, ďut this Đase eǆaŵple is difeƌeŶt. NaŵelǇ, iŶ Tsai MiŶg-LiaŶg s͛ ilŵ the addiioŶal 
iŶfoƌŵaioŶ oŶ TaiǁaŶese histoƌǇ aŶd ilŵ Đultuƌe ďuilt a suppleŵeŶtaƌǇ leǀel foƌ those ǀieǁeƌs 
ǁho had this iŶfoƌŵaioŶ at haŶd. Hoǁeǀeƌ, the diƌeĐtoƌ s͛ ŵaiŶ ĐoŶĐeƌŶ – the ĐlosiŶg of the 
ĐiŶeŵa aŶd the deĐliŶe of ilŵ Đultuƌe – ĐaŶ also ďe uŶdeƌstood ǁithout theŵ. IŶ ĐoŵpaƌisoŶ, 
the poliiĐal ŵessage Costa tƌies to ĐoŶǀeǇ iŶ Colossal Youth, ŵaǇ ƌeŵaiŶ uŶĐleaƌ foƌ a laƌge 
paƌt of the audieŶĐe as it is Ŷot eǆpliĐitlǇ addƌessed iŶ aŶǇ of the ilŵ s͛ episodes. Foƌ that tǁo 
otheƌ faĐtoƌs – the eǀeŶts Costa Đhooses to iŶĐlude iŶ the ilŵ ;tellaďilitǇͿ aŶd theiƌ liŶe-up 
;ŶaƌƌaiǀitǇͿ – aƌe also aĐĐouŶtaďle. CoŶseƋueŶtlǇ, ǀieǁeƌs ŵaǇ haǀe the iŵpƌessioŶ that the 
ilŵ is ͞totallǇ ďoƌiŶg .͟
IŶteƌesiŶglǇ, ilŵ theoƌeiĐiaŶ “teǀeŶ “haǀiƌo s͛ aĐĐusaioŶ is that theƌe is pƌoǀoĐaiǀeŶess 
ŵissiŶg iŶ ĐoŶteŵpoƌaƌǇ sloǁ ĐiŶeŵa, ďut the Đlaiŵ heƌeiŶ is that ǁe ĐaŶ iŶd it iŶ Pedƌo 
Costa s͛ ǁoƌk. But he is a siŶgulaƌ Đase, ďeĐause his ǁoƌk is so eǆĐepioŶal aŶd ƌesides oŶ the faƌ 
edge of sloǁ ĐiŶeŵa. His pƌedeĐessoƌs ǁeƌe JeaŶ LuĐ Godaƌd, Luis BuŶuel, DusaŶ Makaǀejeǀ, 
JeaŶ Maƌie “tƌauď aŶd DaŶielle Huillet iŶ Euƌope, aŶd ‘uss MeǇeƌ, Paul MoƌƌisseǇ aŶd JohŶ 
Wateƌs iŶ the U“A iŶ the ϭϵϲϬs aŶd ϭϵϳϬs.564

56� ����� �����  ����� ����� Juventude em March / Colossal Youth �� ���� ������ Pedro Costa Retrospective Booklet, 2009, 
p. 8-9.
56� D����� ������  D����� ������ Pedro Costa’s “Vanda Trilogy” and the limits of narrative cinema as a contemplative art 
�� D����� ������ Long Pauses, available at  http://www.longpauses.com/costas-vanda-trilogy/ (Accessed 
14��4���1�)�
��4 Andr�s B�lint Kov�cs  Andr�s B�lint Kov�cs Screening Modernism. European Art Cinema, 1950 – 1980, Chicago, 2007, p. 32.
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ϲ.ϲ. NoŶ-eǆisteŶĐe of the aĐt sĐheŵe
Not suƌpƌisiŶglǇ, all these eǆpliĐaioŶs aďout the ĐoŶteǆt of the ilŵ s͛ plot as deliǀeƌed ďǇ 
Costa aŶd Leǀeƌtoǀ also haǀe ĐoŶseƋueŶĐes foƌ disĐeƌŶiŶg the ilŵ s͛ stƌuĐtuƌe. Without theŵ, 
Colossal Youth ƌeŵaiŶs aŶ asseŵďlage of fƌagŵeŶts. Although sloǁ ĐiŶeŵa ilŵs oteŶ ŵaǇ 
laĐk ight Đause-aŶd-efeĐt ĐhaiŶs, iŶ the otheƌ Đase eǆaŵples oŶe ĐaŶ sill ŵake out a stƌuĐtuƌe 
ǁith a loŶgeƌ set-up aŶd otheƌ paƌts of ƌoughlǇ the saŵe leŶgth, ǁheƌe the tuƌŶiŶg poiŶts 
Ŷot so ŵuĐh push the stoƌǇ iŶ a Ŷeǁ diƌeĐioŶ ďut fuŶĐioŶ as aŶ alaƌŵ that oteŶ aǁakeŶs 
the ǀieǁeƌ fƌoŵ the autoŵaisŵ of peƌĐepioŶ. But iŶ Colossal Youth Ŷo suĐh stƌuĐtuƌe ĐaŶ 
ďe disĐoǀeƌed. It ĐaŶ ďe desĐƌiďed as oŶe laƌge ĐhuŶk of ilŵ – ϭϱϬ ŵiŶutes – ǁith Ŷo set-
up, Ŷo fuƌtheƌ deǀelopŵeŶt, aŶd Ŷo tuƌŶiŶg poiŶts. OŶe ĐaŶŶot eǀeŶ talk of VeŶtuƌa as a 
ĐhaƌaĐteƌ fouŶd iŶ aƌt ĐiŶeŵa, hoǁeǀeƌ aiƌǇ aŶd ǀague he ŵight ďe. Theƌe aƌe ŵoŵeŶts iŶ 
these fƌagŵeŶts ǁheƌe oŶe ĐaŶ disĐeƌŶ ďits of stoƌǇ – that VaŶda stopped takiŶg heƌoiŶ aŶd 
is Ŷoǁ oŶ ŵethadoŶe ĐoŶsitutes a stoƌǇ to the ǀieǁeƌs ǁho kŶoǁ Costa s͛ pƌeǀious ilŵ In 

Vanda´s room. “oŵe tƌaĐes of a liŶeaƌ Ŷaƌƌaiǀe ĐaŶ also ďe ŵade out iŶ the stoƌǇliŶe ǁith the 
goǀeƌŶŵeŶt ageŶt ǁho shoǁs VeŶtuƌa his Ŷeǁ lat. Hoǁeǀeƌ, the eǆtƌeŵe plot fƌagŵeŶtaioŶ 
ŵakes it iŵpossiďle to deteĐt the aĐt sĐheŵe iŶ this paƌiĐulaƌ eǆaŵple. But, as this studǇ 
ďegaŶ ǁith the thesis that oŶe ĐaŶ ŵake out aĐt stƌuĐtuƌe iŶ sloǁ ĐiŶeŵa, this faĐt is Ŷot 
ƌegaƌded ǁith fƌustƌaioŶ. The ĐoŶĐlusioŶ that Colossal Youth oďǀiouslǇ does Ŷot ďeŶd to this 
laǁ of sĐƌeeŶǁƌiiŶg aŶd ƌatheƌ seƌǀes as pƌoof that the ĐƌeaiǀitǇ of aƌists outŶuŵďeƌs the 
possiďiliies the theoƌeiĐiaŶs ĐaŶ iŶǀeŶt is eŶiƌelǇ ǁelĐoŵe.
But ǁhat aƌe the ĐoŶseƋueŶĐes of this plot ĐoŶstƌuĐioŶ iŶ ĐoŵpƌeheŶdiŶg the stoƌǇ?  EpisodiĐ 
stƌuĐtuƌiŶg of the plot aŶd the looseŶiŶg of the Đause-aŶd-efeĐt ĐhaiŶ aƌe ĐhaƌaĐteƌisiĐ to 
the aƌt ĐiŶeŵa ŶaƌƌaioŶ as stated ďǇ Daǀid Boƌdǁell iŶ his ǁateƌshed ďook NarraioŶ iŶ the 
FicioŶ ilŵ. But iŶ Colossal Youth these ies aƌe eǀeŶ looseƌ aŶd the fƌagŵeŶts eǀeŶ ŵoƌe 
disĐoŶŶeĐted to eaĐh otheƌ. This eǆĐepioŶal ilŵ theŶ ŵakes heaǀǇ deŵaŶds oŶ its audieŶĐe, 
ǁhiĐh ĐaŶ ďest ďe desĐƌiďed usiŶg the ‘eleǀaŶĐe theoƌǇ, ĐoŶĐeƌŶiŶg the use of ĐoŶteǆt iŶ the 
ĐoŵpƌeheŶsioŶ pƌoĐess.
 

ϲ.ϳ. A ReleǀaŶĐe theorǇ perspeĐiǀe

As uŶdeƌliŶed seǀeƌal iŵes, the ŵaiŶ aspeĐt of iŶteƌest iŶ this studǇ is the fuŶĐioŶalitǇ of the 
aƌisiĐ featuƌes ǁe ĐaŶ disĐoǀeƌ iŶ sloǁ ĐiŶeŵa. Foƌ that, the ‘eleǀaŶĐe theoƌǇ s͛ peƌspeĐiǀe 
has to ďe takeŶ iŶto aĐĐouŶt. IŶ theiƌ aƌiĐle Pragŵaics aŶd Tiŵe, Deiƌdƌe WilsoŶ aŶd DaŶ 
“peƌďeƌ also addƌess Đases ǁheŶ theƌe aƌe Ŷo ƌeadǇ-ŵade sĐheŵas to guide the iŶteƌpƌetaioŶ 
pƌoĐess as it is ǁith Colossal Youth. The theoƌeiĐiaŶs asseƌt that iŶ ŶoŶstaŶdaƌd Đases the faĐts 
eǆpƌessed iŶ the uteƌaŶĐe ŵust ĐoŶtƌiďute soŵehoǁ to oǀeƌall ƌeleǀaŶĐe. The pƌoĐess takiŶg 
plaĐe heƌeiŶ theǇ desĐƌiďe as folloǁs:
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If the liŶguisiĐallǇ eŶĐoded iŶfoƌŵaioŶ is too ǀague, oƌ too iŶĐoŵplete, to Ǉield aŶ 
iŶteƌpƌetaioŶ ĐoŶsisteŶt ǁith the ĐoŵŵuŶiĐaiǀe pƌiŶĐiple of ƌeleǀaŶĐe, it ǁill ďe 
eŶƌiĐhed usiŶg iŵŵediatelǇ aĐĐessiďle ĐoŶteǆtual assuŵpioŶs, to a poiŶt ǁheƌe it is 
ƌeleǀaŶt eŶough.565

What ǁas ŵeaŶt ďǇ the ĐoŵŵuŶiĐaiǀe pƌiŶĐiple of ƌeleǀaŶĐe? It states that ͞eǀeƌǇ uteƌaŶĐe 
[..] Đƌeates a pƌesuŵpioŶ of ƌeleǀaŶĐe iŶ the heaƌeƌ.͟ 566 Hoǁeǀeƌ, the heaƌeƌ does Ŷot puƌsue 
ŵaǆiŵuŵ ƌeleǀaŶĐe ďut oŶlǇ opiŵal ƌeleǀaŶĐe ďeĐause of stǇlisiĐ pƌefeƌeŶĐes ;iŶ this Đase 
aƌt house ĐiŶeŵaͿ, aŶd the speakeƌ ŵaǇ Ŷot haǀe eǆpƌessed hiŵself iŶ the ŵost eĐoŶoŵiĐal 
ǁaǇ ǁith ǁhiĐh to ŵake the ƌeleǀaŶĐe ŵaǆiŵallǇ possiďle. 

OďǀiouslǇ, the speakeƌ – let s͛ heuƌisiĐallǇ Ŷaŵe hiŵ Pedƌo Costaϱϲϳ – ƌegaƌds this stoƌǇ of 
VeŶtuƌa aŶd his Ŷeighďouƌs ǁoƌth telliŶg, aŶd thus eǆpeĐts that iŶ ǁould also ďe opiŵallǇ 
ƌeleǀaŶt foƌ his audieŶĐe. 

The ƌefoƌŵulaioŶ of the itle Colossal Youth iŶto Colossal Bore ďǇ ilŵ jouƌŶalists iŶdiĐates 
that the audieŶĐe ŵaǇ haǀe soŵe pƌoďleŵs iŶ asĐƌiďiŶg ƌeleǀaŶĐe to the plot. As the aƌisiĐ 
stƌuĐtuƌe of the ilŵ, ǁith its loŶg stƌetĐhes of Ŷo tellaďilitǇ aŶd Ŷo Đausal ĐhaiŶs ďetǁeeŶ 
difeƌeŶt episodes, suggests, iŶ teƌŵs of ‘eleǀaŶĐe theoƌǇ the ͞liŶguisiĐ iŶfoƌŵaioŶ ,͟ as 
WilsoŶ & “peƌďeƌ Đall it, is oďǀiouslǇ too ǀague iŶ teƌŵs of ǀeƌďal uteƌaŶĐes to ďe asĐƌiďed 
ƌeleǀaŶĐe ƌight aǁaǇ. AŶd, as the ilŵ does Ŷot ďeloŶg to a paƌiĐulaƌ geŶƌe that Đould fuŶĐioŶ 
as a sĐheŵa leadiŶg the seaƌĐh foƌ ƌeleǀaŶĐe, the ǀieǁeƌ oďǀiouslǇ has to ĐoŶsult otheƌ stoƌǇ 
ĐoŶteǆts. But, as ŵeŶioŶed, ǁe aƌƌiǀe at aŶ iŵpossiďle pƌoďleŵ ďeĐause of the diǀeƌgeŶĐe of 
ǁhat ĐaŶ ďe seeŶ oŶsĐƌeeŶ aŶd the aĐtual iŶteŶt of the diƌeĐtoƌ. It ǁas eǆeŵpliied ďest aďoǀe 
ǁith Costa s͛ ƋuotaioŶ aďout his iŶteŶioŶs iŶ ŵakiŶg this ilŵ. We ĐaŶŶot siŵplǇ disĐoǀeƌ the 
ĐoŶteǆtual kŶoǁledge Ŷeeded iŶ oƌdeƌ to oďtaiŶ opiŵuŵ ƌeleǀaŶĐe foƌ the eǀeŶts oŶsĐƌeeŶ 
fƌoŵ the aĐiǀiies theŵselǀes. A ŵuĐh ďƌoadeƌ peƌspeĐiǀe ;aŶd eǆpeƌieŶĐe iŶ Poƌtuguese 
histoƌǇͿ is Ŷeeded iŶ oƌdeƌ to assess ƌeleǀaŶĐe to the eǀeŶts aŶd ĐhaƌaĐteƌs iŶ Costa s͛ ilŵ. 
OŶlǇ a ǀeƌǇ sŵall segŵeŶt of aŶ iŶteƌŶaioŶal audieŶĐe ǁill haǀe that at theiƌ disposal. IŶ 
this paƌiĐulaƌ Đase ǁe ǁaŶt to dƌaǁ oŶ the idea eǆpƌessed ďǇ Liǀia PolaŶǇi. Although she 
Đoŵes fƌoŵ the ield of disĐouƌse liŶguisiĐs aŶd is ƌelaǇiŶg oŶlǇ oŶ Ŷatuƌal laŶguage Ŷaƌƌaiǀes 
iŶ heƌ ƌeseaƌĐh, heƌ eǆplaŶaioŶ of the deĐisiǀe ĐoŶstƌaiŶs put oŶ stoƌies ďǇ the speakeƌ s͛ 
Đultuƌe helps to eǆplaiŶ the possiďle ďƌeakdoǁŶ of ĐoŵŵuŶiĐaioŶ duƌiŶg the sĐƌeeŶiŶg of 
Colossal Youth. PolaŶǇi holds that ͞What is ͚iŶteƌesiŶg͛ is ĐultuƌallǇ, soĐiallǇ, aŶd peƌsoŶallǇ 
deteƌŵiŶed.͟ ϱϲϴ “he eǆplaiŶs that ĐultuƌallǇ iŶteƌesiŶg ŵateƌial ǁill ďe of ĐoŶĐeƌŶ oŶlǇ to the 

��� �eirdre Wilson, �an �perber  �eirdre Wilson, �an �perber Pragmatics and Time in �eirdre Wilson, �an �perber Meaning and Relevance, 
London, 2012, p. 183.
��� �bid., p. 177. �bid., p. 177.
��7 About the issue of the author in i lm see chapter about the i lm ���. About the issue of the author in ilm see chapter about the ilm ���.
��8 Livia Polanyi  Livia Polanyi So What´s the Point? in Semiotica Vol. 2� , Nr. 3/ 4, 1979, p. 211.
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paƌiĐipaŶts of a paƌiĐulaƌ Đultuƌe; soĐiallǇ iŶteƌesiŶg ŵateƌial, ǁhiĐh is of ŵoƌe liŵited appeal, 
ǁill aƌouse iŶteƌest iŶ a giǀeŶ soĐial gƌoup; peƌsoŶallǇ iŶteƌesiŶg ŵateƌial has the Ŷaƌƌoǁest 
appeal of all aŶd ǁill difeƌ aŵoŶg the iŶdiǀiduals.ϱϲϵ The aƌguŵeŶt heƌeiŶ is that the ƌeasoŶs 
ďehiŶd aŶ audieŶĐe ŵeŵďeƌ s͛ deĐisioŶ to stop ǁatĐhiŶg a ilŵ ĐaŶ ďe loĐated ďetǁeeŶ these 
thƌee Đategoƌies of iŶteƌest iŶteƌseĐiŶg ǁith the tellaďilitǇ of eǀeŶts aŶd theiƌ oƌgaŶizaioŶ 
iŶto a Ŷaƌƌaiǀe stƌuĐtuƌe ;ĐouŶiŶg ĐiŶeŵaiĐ stagiŶg as a paƌt of this ĐategoƌǇͿ. FolloǁiŶg 
the tƌaiŶ of thought deǀeloped ďǇ PolaŶǇi, ǁho Đhooses the Đategoƌies Ŷarraive, or eveŶt 
structure and descripive structure to desĐƌiďe the kiŶds of iŶfoƌŵaioŶ iŶ stoƌies, the studǇ 
heƌe ƌegaƌds these as tǇpes that help to ĐoŶteǆtualize the iŶfoƌŵaioŶ fouŶd iŶ stoƌies, oƌ iŶ 
ilŵs. We do hoǁeǀeƌ Ŷeed to delǀe iŶto the thiƌd kiŶd of iŶfoƌŵaioŶ as foƌŵulated ďǇ PolaŶǇi 
– that of evaluaive stƌuĐtuƌe. It eǆpƌesses ͞ǁhat the Ŷaƌƌatoƌ feels is ĐƌuĐial iŶfoƌŵaioŶ iŶ 
the stoƌǇ he is telliŶg.͟ ϱϳϬ PolaŶǇi asseƌts that ǁithout the Ŷaƌƌatoƌ s͛ eǀaluaioŶ fuŶĐioŶiŶg as 
ĐoŶteǆtualiziŶg iŶfoƌŵaioŶ foƌ the eǀeŶts, a stoƌǇ is just aŶ asseŵďlage of details ǁith Ŷo ǁaǇ 
of uŶdeƌstaŶdiŶg the poiŶt. LeaǀiŶg aside ĐoŶĐepts suĐh as ĐiŶeŵaiĐ Ŷaƌƌatoƌ aŶd eŶuŶĐiatoƌ 
as theǇ ǁould Ŷot ĐoŶtƌiďute ŵuĐh to the issue iŶ ƋuesioŶ, ǁe skip to the studǇ s͛ ĐoŶteŶioŶ 
that oŶe of the ƌeasoŶs foƌ disappoiŶtŵeŶt iŶ Colossal Youth is the faĐt that, although Costa s͛ 
peƌsoŶal iŶteƌest iŶ the iŶhaďitaŶts of FoŶtaiŶhas ŵaǇ jusifǇ his ĐhoiĐe iŶ ŵakiŶg a ilŵ aďout 
theŵ, the ǀieǁeƌ ŵaǇ ŵiss the eǀaluaiǀe stƌuĐtuƌe – oƌ diƌeĐtoƌ s͛ ǀoiĐe – thƌoughout the 
stoƌǇ. FƌaŶklǇ, all stagiŶg ĐhoiĐes aƌe iŶteƌpƌeted as the diƌeĐtoƌ s͛ sigŶatuƌe, ďut iŶ this Đase 
the ƋuesioŶ ƌeŵaiŶs if aƌisiĐ sigŶatuƌe is ƌeasoŶ eŶough to sustaiŶ iŶteƌest iŶ the stoƌǇ. Foƌ 
ĐiŶeŵa aiĐioŶados Costa s͛ aƌisiĐ sigŶatuƌe ŵaǇ ďe ĐoŶteǆt eŶough to speŶd Ϯ.ϱ houƌs iŶ 
the ĐiŶeŵa, ďut the ŵaiŶ ĐoŶĐeƌŶ heƌe is that paƌt of the audieŶĐe foƌ ǁhoŵ the sĐƌeeŶiŶg 
ďeĐoŵes ďoƌiŶg aŶd Đause to leaǀe. IŶ faĐt, the Đlaiŵ heƌeiŶ is that this ǁill ŵoƌe oteŶ ďe the 
Đase duƌiŶg the ilŵ s͛ sĐƌeeŶiŶg aďƌoad thaŶ iŶ Costa s͛ Ŷaiǀe ĐouŶtƌǇ. But keep iŶ ŵiŶd that 
iŶ ďoth situaioŶs ǁe aƌe sill speakiŶg of ĐiŶeŵa-eduĐated audieŶĐes ǁho aƌe ƌeadǇ to iŶǀest 
ŵoƌe efoƌt iŶto uŶdeƌstaŶdiŶg the austeƌe, plot-less ilŵs of sloǁ ĐiŶeŵa. Oƌ, as PolaŶǇi states: 
͞ǁhat stoƌies ĐaŶ ƌeallǇ ďe aďout is, to a ǀeƌǇ sigŶiiĐaŶt eǆteŶt, ĐultuƌallǇ ĐoŶstƌaiŶed.͟ ϱϳϭ

;AŶotheƌ side Ŷote that Ŷeeds to ďe stƌessed is that ǁheƌeas suďjeĐts aŶd theŵes foƌ ilŵs 
oteŶ Đoŵe fƌoŵ speĐiiĐ Đultuƌal ĐoŶteǆts, the ilŵiĐ deǀiĐes used aƌe uŶiǀeƌsal, although 
ĐeƌtaiŶ sĐhools aŶd peƌiods shoǁ ĐeƌtaiŶ stǇlisiĐ pƌefeƌeŶĐes.ϱϳϮͿ

The oďjeĐioŶ ĐaŶ ďe ŵade that as Colossal Youth oďǀiouslǇ leaǀes all the tƌadiioŶal tƌaĐks of 
Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ ďehiŶd, ŵaǇďe it is Ŷot the seaƌĐh foƌ ƌeleǀaŶĐe that has to ďe takeŶ as the 
guidiŶg pƌiŶĐiple foƌ eǆpeƌieŶĐiŶg suĐh a ilŵ. If ǁe ĐoŶsideƌ that suĐh issues as hapiĐ ĐiŶeŵa 
aŶd iŵŵeƌsioŶ iŶto the iŵage as eǆeŵpliied iŶ the Đase studǇ of Blissfully Yours ŵaǇ also ďe 

��9 Livia Polanyi  Livia Polanyi So What´s the Point? in Semiotica Vol. 2� , Nr. 3/ 4, 1979, p. 211-212.
�70 �bid., p. 209. �bid., p. 209.
�71 Livia Polanyi  Livia Polanyi So What’s the Point? in Semiotica Vol. 2� , Nr. 3/ 4, 1979, p. 207.
�72 For more on this issue see �avid Bordwell  For more on this issue see �avid Bordwell Figures Traced in Light: On Cinematic Staging, Berkeley, 200�, 
p. 242-249.
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applied to this ilŵ, theŶ ǁe should esĐheǁ the ‘eleǀaŶĐe theoƌǇ out of ouƌ ŵethodologiĐal 
tool kit. Hoǁeǀeƌ, the Đlaiŵ heƌe is that these difeƌeŶt ilŵ peƌĐepioŶ ƌegiŵes ŵaǇ fuŶĐioŶ 
siŵultaŶeouslǇ, aŶd a ďeteƌ ƋuesioŶ ǁould ďe ǁhiĐh ǁaǇ a paƌiĐulaƌ ǀieǁeƌ ǁould pƌefeƌ to 
haŶdle the ilŵ. “peakiŶg iŶ theoƌeiĐal teƌŵs, the ĐoŶĐept of the doŵiŶaŶt helps to gƌasp the 
pƌoďleŵ.

ϲ.ϴ. The DoŵiŶaŶt as a guidiŶg priŶĐiple 

‘ussiaŶ “tƌuĐtuƌalist ‘oŵaŶ JaĐoďsoŶ aĐkŶoǁledges that the doŵiŶaŶt is oŶe of the ŵost 
ĐƌuĐial, elaďoƌated aŶd pƌoduĐiǀe ĐoŶĐepts of the ‘ussiaŶ Foƌŵalist TheoƌǇ.ϱϳϯ AĐtuallǇ, 
JaĐoďsoŶ ďoƌƌoǁed the idea of the doŵiŶaŶt fƌoŵ Juƌij TǇŶjaŶoǀ, ǁho eǆplaiŶed that iŶ eǀeƌǇ 
ǁoƌk of aƌt soŵe eleŵeŶts aƌe plaĐed iŶ the foƌegƌouŶd – theǇ foƌŵ the doŵiŶaŶt, aŶd all 
the otheƌ ƌeŵaiŶiŶg eleŵeŶts ďoǁ to it.ϱϳϰ IŶ ƌeĐeŶt liteƌaƌǇ theoƌǇ, the disiŶguished liteƌaƌǇ 
theoƌist Meiƌ “teƌŶďeƌg ǁoƌks ǁith the ŶoioŶ of the doŵiŶaŶt, ďut also sees the ĐoŶĐept as 
ǀeƌǇ ƌigid oŶe – the doŵiŶaŶt aǆis aŶd foƌĐe alǁaǇs oǀeƌtakes otheƌ eleŵeŶts.ϱϳϱ

The Đlaiŵ heƌe is that a ĐƌuĐial difeƌeŶiaioŶ has to ďe ŵade. NaŵelǇ, ǁe ĐaŶ iŶd a doŵiŶaŶt 
foƌĐe iŶ the ĐoŶstƌuĐioŶ of aŶ aƌtǁoƌk as Ŷaŵed ďǇ liteƌaƌǇ sĐholaƌs, aŶd ǁe ĐaŶ also ŵake out 
a doŵiŶaŶt fƌoŵ the seǀeƌal ŵodes possiďle foƌ eǆpeƌieŶĐiŶg a ilŵ. 

IŶ teƌŵs of plot, the ŶoioŶs of plot ;tellaďilitǇ aŶd ŶaƌƌaiǀitǇͿ aŶd desĐƌipioŶ ǁeƌe touĐhed 
upoŶ. 

The suggesioŶ heƌeiŶ is that the doŵiŶaŶt iŶ sloǁ ĐiŶeŵa is ǀeƌǇ luid – duƌiŶg ĐeƌtaiŶ stƌetĐhes 
of the plot the plot doŵiŶates, ǁheƌeas desĐƌipioŶ doŵiŶates duƌiŶg otheƌs. The stƌeŶgth oƌ 
ǁeakŶess of ŶaƌƌaiǀitǇ aŶd tellaďilitǇ iŶ eaĐh passage also iŶlueŶĐes the doŵiŶaŶt foƌĐe. Foƌ 
eǆaŵple, the episodes iŶ Liverpool ǁith Faƌƌel ŵoǀiŶg fƌoŵ oŶe loĐaioŶ to the Ŷeǆt ;suĐh as 
oŶ the loƌƌǇͿ possesses loǁ tellaďilitǇ aŶd aƌe theƌefoƌe ŵoƌe doŵiŶated ďǇ desĐƌipioŶ thaŶ 
the episodes ǁith Faƌƌel iŶ his Ŷaiǀe ǀillage ŵeeiŶg his faŵilǇ, ǁhiĐh hold ŵoƌe eǀeŶfulŶess 
aŶd thus ĐoŵplǇ ŵoƌe to the deǀelopiŶg plot. IŶ geŶeƌal, oŶe ŵight saǇ that ŵost of the 
episodes iŶ sloǁ ĐiŶeŵa ĐoŶtaiŶiŶg ĐhaƌaĐteƌs goiŶg fƌoŵ oŶe plaĐe to aŶotheƌ iŶ full duƌaioŶ 
aƌe doŵiŶated ďǇ a loǁ degƌee of tellaďilitǇ aŶd thus ĐaŶ ďe Đalled desĐƌipioŶ.

IŶ teƌŵs of ĐoŵiŶg to gƌips ǁith sloǁ ilŵs the studǇ suggests difeƌeŶt possiďiliies suĐh 
as ƌelishiŶg the pƌeseŶt, deǀoioŶ to the eŵoioŶ Đƌeated oƌ the iŵŵeƌsioŶ iŶto the iŵage. 
Hoǁeǀeƌ, the staƌiŶg poiŶt aŶd the ƌeasoŶ foƌ ĐhoosiŶg the ‘eleǀaŶĐe theoƌǇ as the opeƌaiŶg 

�73 �oman Jakobson  �oman Jakobson The Dominant in Ladislav �atejka, Krystyna Pomorska (eds.) Readings in Russian 
Poetics: Formalist and Structuralist View, Chicago, 2002, p. 82.
�74 Jurij Tynjanov  Jurij Tynjanov On Literary Evolution in Ladislav �atejka, Krystyna Pomorska (eds.) Readings in Russian 
Poetics: Formalist and Structuralist View, Chicago, 2002, p. 72.
575 ���� ���������  ���� ��������� How Narrativity Makes a Difference �� Narrative, Vol.9, No.2, �ay 2001, p. 121.
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ŵaŶual ǁas the assuŵpioŶ that the Đause-aŶd-efeĐt ĐhaiŶ is the ŵost poǁeƌful pƌiŶĐipleϱϳϲ in 

hoǁ ǀieǁeƌs assess a ilŵ. As PeteƌsoŶ suŵŵaƌizes – ͞peƌĐeiǀeƌs iŵpose oƌdeƌ if theǇ ĐaŶŶot 
disĐoǀeƌ it ,͟ϱϳϳ – aŶ assuŵpioŶ that holds tƌue foƌ aŶǇ ilŵ ƌegaƌdless of hoǁ ĐhalleŶgiŶg it 
ŵight ďe. Ouƌ eǆpeƌieŶĐe as ilŵ ǀieǁeƌs iŶduĐes us to iŶd soŵe kiŶd of oƌdeƌ iŶ the plot.ϱϳϴ At 

the saŵe iŵe, all ŵǇ Đase eǆaŵples deŵoŶstƌate that the Ŷaƌƌaiǀe sĐheŵe is just oŶe of the 
opioŶs the ǀieǁeƌ has at his disposal. 

DuƌiŶg the aŶalǇsis of Colossal Youth it ǁas ŵeŶioŶed that the ǁaǇ iŶ ǁhiĐh the iŵpoƌtaŶĐe 
of the ilŵ s͛ stoƌǇ ĐaŶ ďe appƌeĐiated is Đlose to ĐoŶĐeptual aƌt. FlaŶagaŶ, iŶ speakiŶg aďout 
Costa s͛ ǁoƌk Ŷaŵes AŶdǇ Waƌhol as his pƌedeĐessoƌϱϳϵ aŶd thus ŵakes a Đleaƌ liŶkage ďetǁeeŶ 
Costa aŶd eǆpeƌiŵeŶtal ĐiŶeŵa. But iŶ this tǇpe of aƌt the plot is ĐleaƌlǇ oŶlǇ oŶe opioŶ 
aŵoŶgst otheƌs.ϱϴϬ The ǀieǁeƌs ǁho Đhoose the seaƌĐh foƌ ƌeleǀaŶĐe as theiƌ guidiŶg light ǁill 
ďeĐoŵe paƌt of the audieŶĐe that leaǀes the ĐiŶeŵa aŶd ĐoŶseƋueŶtlǇ ƌefeƌs to the ilŵ as 
Colossal Bore. 

But theŶ the ƋuesioŶ aƌises of ǁhetheƌ it s͛ possiďle to pƌediĐt ǁhiĐh stƌategǇ of eǆpeƌieŶĐiŶg 
a ilŵ the ǀieǁeƌ ǁill Đhoose? The pƌoposal heƌe is that the doŵiŶaŶt ĐaŶ paƌtlǇ ďe pƌediĐted 
ďǇ the iŶsituioŶal fƌaŵeǁoƌk iŶ ǁhiĐh the ilŵ is sĐƌeeŶed, aŶd ďǇ the aƌisiĐ tƌadiioŶ to 
ǁhiĐh it ďeloŶgs. Hoǁeǀeƌ, foƌ the ilŵ iŶ ƋuesioŶ heƌe the sĐƌeeŶiŶg ǀeŶue ŵight ďe the ŵost 
iŵpoƌtaŶt Đlue that deiŶes Ŷot oŶlǇ the stƌategǇ ĐhoseŶ to ŵake seŶse out of the ilŵ, ďut also 
the toleƌaŶĐe the ǀieǁeƌ is ƌeadǇ to shoǁ toǁaƌds Colossal Youth.

ϲ.ϵ. IŵportaŶĐe of the iŶsituioŶal fraŵeǁork

IŶ the iŶtƌoduĐioŶ to the aŶalǇiĐal ŵodels that ŵight ďe deploǇed iŶ the studǇ, the iŵpoƌtaŶĐe 
of ͞iŶsituioŶal ĐoŶstƌaiŶts ,͟ as ‘ogeƌ OdiŶ Ŷaŵed the ilŵ ĐoŵpƌeheŶsioŶ pƌoĐess, ǁas 
uŶdeƌliŶed. Meiƌ “teƌŶďeƌg also aĐkŶoǁledges the fuŶdaŵeŶtal sigŶiiĐaŶĐe of the fƌaŵeǁoƌk 
foƌ uŶdeƌstaŶdiŶg the foƌŵ.ϱϴϭ 

NaŵelǇ, if Colossal Youth is sĐƌeeŶed ǁithiŶ the fƌaŵeǁoƌk of a ilŵ fesiǀal oƌ at aŶ aƌt house 
ĐiŶeŵa, theŶ the uƌge to disĐoǀeƌ soŵe kiŶd of a Ŷaƌƌaiǀe ŵight ďe the doŵiŶaŶt guidiŶg 
pƌiŶĐiple foƌ uŶdeƌstaŶdiŶg the ilŵ. CoŶseƋueŶtlǇ, the pƌoĐess of ĐoŵŵuŶiĐaioŶ ŵight ƌesult 
iŶ a ǀieǁeƌ s͛ dissaisfaĐioŶ. Hoǁeǀeƌ, if Colossal Youth ǁeƌe to ďe sĐƌeeŶed at aŶ aƌt ŵuseuŵ 

�7� James Peterson  James Peterson Dreams of Chaos, Visions of Order: Understanding the American Avant-Garde Cinema� 
�etroit, 1994, p. 24.
�77 James Peterson  James Peterson Dreams of Chaos, Visions of Order: Understanding the American Avant-Garde Cinema� 
�etroit, 1994, p. 24.
�78 �bid., p. 2�. �bid., p. 2�.
�79 �atthew Flanagan: �atthew Flanagan: Slow Cinema’s: Temporality and Style in Contemporary Art and Experimental Film , 
2012, University of E�eter, p. 49, available at  https://ore.e�eter.ac.uk/repository/handle/1003�/4432 (Accessed 
�ay 2013) .
�80 �bid., p. 40. �bid., p. 40.
5�1 ���� ���������  ���� ��������� Reconceptualising narratology. Arguments for a Functionalist and Constructivist Approach 
to Narrative �� Enthymema, �V 2011, p. 4�.
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oƌ duƌiŶg aŶ eǆpeƌiŵeŶtal ĐiŶeŵa pƌogƌaŵ ǁheƌe ͞otheƌ͟ stƌategies shape the uŶdeƌstaŶdiŶg 
of the aƌtǁoƌk, theŶ the outĐoŵe ŵight ďe Ŷot so ŵiseƌaďle foƌ the ǀieǁeƌ. As seǀeƌal sloǁ 
ĐiŶeŵa diƌeĐtoƌs also pƌoduĐe ǀideo ǁoƌks foƌ iŶteƌŶaioŶal aƌt iŶsituioŶs, this supposiioŶ 
seeŵs jusiied. EǀeŶ ŵoƌe, as the ƌoots of sloǁ ĐiŶeŵa as eǆplaiŶed iŶ the iŶtƌoduĐioŶ lie 
paƌtlǇ iŶ stƌuĐtuƌal ilŵ, the ĐlassiiĐaioŶ of Colossal Youth soŵeǁheƌe ďetǁeeŶ aƌt house 
aŶd ǀideo aƌt, oŶlǇ Ŷouƌishes the pƌoposal to ƌegaƌd this Đase eǆaŵple as lǇiŶg oŶ the faƌ eŶd 
of sloǁ ĐiŶeŵa. IŶ ĐhoosiŶg Costa s͛ ilŵ as a ĐoŶĐludiŶg eǆaŵple foƌ this studǇ deŵoŶstƌates 
ĐoŶǀiŶĐiŶglǇ hoǁ diǀeƌse this supposedlǇ hoŵogeŶous gƌoup ͞sloǁ ĐiŶeŵa͟ ĐaŶ ďe.

Foƌ the ĐoŶĐludiŶg Đhapteƌ iŶ this studǇ aďout sloǁ ŶaƌƌaioŶ the pƌoposal is a difeƌeŶt ǀieǁ 
oŶ these ilŵs. This iŵe, the ŵethodologǇ applied is staisiĐal stǇle aŶalǇsis, ǁhiĐh oďǀiouslǇ 
does Ŷot ĐoŶsitute the staŶdaƌd aĐiǀitǇ of a ilŵ ǀieǁeƌ duƌiŶg sĐƌeeŶiŶg. Hoǁeǀeƌ, if the 
aǀeƌage shot leŶgths oďtaiŶed fƌoŵ the appliĐaioŶ of staisiĐal stǇle aŶalǇsis aƌe liŶked to the 
iŶsights gaiŶed aďout aĐt stƌuĐtuƌe iŶ these Đase studies, the ƌesults add to ouƌ uŶdeƌstaŶdiŶg 
of the Ŷaƌƌaiǀes of sloǁ ĐiŶeŵa.
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III. StaisiĐal StǇle AŶalǇsis aŶd proof of paraŵetriĐitǇ 

IŶ all the liteƌatuƌe aďout sloǁ ĐiŶeŵa the loŶg take is ŵeŶioŶed as its foƌeŵost stǇlisiĐ featuƌe. 
The possiďiliies of theoƌiziŶg oŶ this issue aƌe tǁofold. OŶ oŶe haŶd, the ƋuesioŶ aďout the 
loŶg take foƌegƌouŶds the efeĐts suĐh shots Đƌeate. OŶe ĐaŶ tƌadiioŶallǇ Ƌuote AŶdƌé BaziŶ, 
ǁho eŵphasizes the liďeƌaioŶ of the gaze of the ǀieǁeƌ as eŶaďled ďǇ the loŶg take – as 
a ƌesult the ǀieǁeƌ ĐaŶ Đhoose ǁheƌe to foĐus his gaze. It also adds to the de-dƌaŵaised 
ŶaƌƌaioŶ ďeĐause Ŷo aĐioŶ oƌ laŶdsĐape is so uŶiŵpoƌtaŶt that it should ďe oŵited, as Wiŵ 
WeŶdeƌs has stated.582 This liŶe of aƌguŵeŶt leads to the ƋuesioŶ aďout the efeĐt of ƌealisŵ 
Đƌeated thƌough the loŶg take, ďut this topiĐ ǁill Ŷot ďe puƌsued iŶ this pƌojeĐt.583

OŶ the otheƌ haŶd, ǁith the eŵeƌgeŶĐe of digital huŵaŶiies the issue of the loŶg take has 
ďeeŶ appƌoaĐhed ǁith the help of staisiĐs. Bƌiish ilŵ sĐholaƌ BaƌƌǇ “alt deǀeloped a ŵethod 
of staisiĐal stǇle aŶalǇsis foƌ ŵeasuƌiŶg the so-Đalled aǀeƌage shot leŶgth ;A“LͿ of a ilŵ ŵoƌe 
thaŶ foƌtǇ Ǉeaƌs ago. He iƌst pƌoposed it as aŶ aŶalǇiĐal tool iŶ his thesis The Analysis of Style 

in the Cinema in 1968584, ďut his idea ƌeĐeiǀed ǁideƌ ƌeĐogŶiioŶ oŶlǇ ateƌ ďeiŶg puďlished 
in Film Quarterly iŶ the ϭϵϳϰ aƌiĐle StaisiĐal StǇle AŶalǇsis of MoioŶ PiĐtures. The ŵethod 
ǁas ǀeƌǇ siŵple: iŶ oƌdeƌ to oďtaiŶ the A“L ǀalues, “alt pƌoposed to ĐouŶt the shots iŶ the 
ilŵ. TheŶ the ilŵ’s leŶgth is diǀided ďǇ the Ŷuŵďeƌ of shots. Hoǁeǀeƌ, at the ďegiŶŶiŶg of 
this ĐeŶtuƌǇ, aŶ oŶliŶe appliĐaioŶ Đalled CiŶeŵetƌiĐs ǁas deǀeloped ďǇ LatǀiaŶs Yuƌi TsiǀiaŶ 
aŶd GuŶaƌs CiǀjaŶs, ǁhiĐh eŶaďles ƌeseaƌĐheƌs to ŵeasuƌe ilŵs usiŶg ĐoŶteŵpoƌaƌǇ eleĐtƌiĐal 
deǀiĐes aŶd oďtaiŶ digital data. CiŶeŵetƌiĐs ofeƌs ƌeseaƌĐheƌs tǁo possiďiliies. IŶ the siŵple 
ŵode of CiŶeŵetƌiĐs the duƌaioŶ of the shot has to ďe ƌegisteƌed duƌiŶg the ilŵ ǀieǁiŶg; iŶ 
the adǀaŶĐed ŵode the sĐale of the shot has to also ďe ƌeĐogŶized585. A detailed eǆplaŶaioŶ 
of the gƌaphs ǁill folloǁ iŶ the Ŷeǆt Đhapteƌ.
MaiŶlǇ, staisiĐal stǇle aŶalǇsis is a ƋuaŶitaiǀe ŵethod that is also ďeiŶg used iŶ ŵusiĐologǇ 
aŶd liteƌatuƌe studies aŶd is applied iŶ thƌee Đases: foƌ the ƌeĐogŶiioŶ of stǇlisiĐ pateƌŶs; to 
help estaďlish authoƌship; aŶd to suppoƌt the ĐlassiiĐaioŶ of aƌtǁoƌks iŶ theiƌ ĐhƌoŶologiĐal 
oƌdeƌ.586

CiŶeŵetƌiĐs is aŶ opeŶ aĐĐess pƌogƌaŵ, so that the data oŶ its hoŵepage ĐoŶsitutes a joiŶt 
efoƌt of ŵoƌe thaŶ ϱϬϬ ilŵ sĐholaƌs fƌoŵ aƌouŶd the ǁoƌld. But the eǀaluaioŶ of the data 
deliŶeates the liŵits of a tƌadiioŶal ilŵ sĐholaƌ. NaŵelǇ, oŶlǇ sĐholaƌs ǁith tƌaiŶiŶg iŶ staisiĐs 
ĐaŶ get out the ŵost of the data. IŶ oƌdeƌ to ŵake the CiŶeŵetƌiĐs data useful foƌ this ƌeseaƌĐh 
pƌojeĐt, the ĐhoiĐe ǁas ŵade to ĐoŶĐeŶtƌate oŶ those data assessŵeŶt ŵethods that ĐaŶ ďe 

582 Wim Wenders Drei Rivalen. The Tall Man in Emotion Pictures. Essays und Filmkritiken. 1986-1984. 
Frankfurt a. M., 1986.
583 For more information about this issue see Tiago Magalhães de Luca Realisms of the Senses. Tendency 
in Contemporary World Cinema, University of Leeds, 2011, availabe at http://etheses.whiterose.ac.uk/1760/ 
(accessed May 2013).
584 Barry Salt Moving Into Pictures. More on Film History, Style, and Analysis, London, 2006, p. 13-16.
585 As in most cases we are dealing with moving camera, it is not possible to use the advanced mode of 
Cinemetrics in case of slow cinema.
586 Warren Buckland, Thomas Elsaesser Studying Contemporary American Film: A Guide to Movie Analysis, 
London, 2002, pp. 101-16, available at http://cinemetrics.lv/buckland.php (Accessed 1.05.2013).
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diƌeĐtlǇ ĐoŶŶeĐted to the aŶalǇsis of the Ŷaƌƌaiǀes of the ilŵs iŶ ƋuesioŶ. 
The aiŵ of this Đhapteƌ is to aŶalǇse the shot leŶgths iŶ the ilŵ eǆaŵples aŶd to plaĐe theŵ 
iŶ ƌelaioŶ to eaĐh otheƌ. AddiioŶallǇ, the aiŵ is to deteĐt ǁhetheƌ theƌe is a ĐoŶŶeĐioŶ 
ďetǁeeŶ the leŶgth of the shot aŶd its Ŷaƌƌaiǀe ĐoŶteŶt. The Đhapteƌs that eǆploƌed the fouƌ-
aĐt-sĐheŵe ƌeǀealed that iŶ sloǁ ĐiŶeŵa ilŵs theƌe aƌe seǀeƌal eǆtƌeŵelǇ loŶg shots, aŶd 
that ilŵ ĐƌiiĐs haǀe deiŶed this to ďe aŶ iŵpoƌtaŶt featuƌe of sloǁ ĐiŶeŵa. Theƌe ǁas also 
disĐussioŶ of ǁhetheƌ a ĐoŶŶeĐioŶ ĐaŶ ďe estaďlished ďetǁeeŶ the Ŷaƌƌaiǀe iŵpoƌtaŶĐe of 
the shot aŶd its leŶgth, aŶd ǁhetheƌ these ƌesults ĐaŶ ďe used iŶ seekiŶg a Ŷeǁ deiŶiioŶ of 
paƌaŵetƌiĐ ŶaƌƌaioŶ iŶ ĐiŶeŵa. 
Daǀid Boƌdǁell, iŶ his ǁateƌshed ďook NarraioŶ iŶ the FiĐioŶ Filŵ ϭϵϴϱ, listed this ŵode 
of ŶaƌƌaioŶ aŵoŶg otheƌs, aŶd it is a ĐoŵŵoŶ uŶdeƌstaŶdiŶg that the paƌaŵetƌiĐ ŵode of 
ŶaƌƌaioŶ pƌeǀails iŶ sloǁ ĐiŶeŵa. Daǀid Boƌdǁell, iŶ speakiŶg aďout paƌaŵetƌiĐ ŶaƌƌaioŶ 
ǁƌote that:

[..] theƌe eǆists aŶotheƌ soƌt of ŶaƌƌaioŶ, oŶe iŶ ǁhiĐh the ilŵ´s stǇlisiĐ sǇsteŵ Đƌeates 
pateƌŶs disiŶĐt fƌoŵ the deŵaŶds of the sǇuzhet sǇsteŵ. Filŵ stǇle ŵaǇ ďe oƌgaŶized 
aŶd eŵphasized to a degƌee that ŵakes it at least eƋual iŶ iŵpoƌtaŶĐe to sǇuzhet 
pateƌŶs.587

IŶ ďegiŶŶiŶg of this pƌojeĐt the ƋuesioŶ aƌose of ǁhetheƌ this is Ŷot just a sǁeepiŶg 
geŶeƌalizaioŶ – that sloǁ ĐiŶeŵa is alǁaǇs aĐĐoŵpaŶied ďǇ paƌaŵetƌiĐitǇ – aŶd thus the Ŷeed 
to ƌeassess this issue. IŶ the Đouƌse of aŶalǇsiŶg Ŷaƌƌaiǀe stƌuĐtuƌes iŶ sloǁ ĐiŶeŵa, it tuƌŶed 
out that iŶ the Đase of The Turin Horse ǁe ĐaŶ ĐleaƌlǇ addƌess paƌaŵetƌiĐ Ŷaƌƌaiǀe, ǁheƌeas iŶ 
the Đase of Fallen oŶlǇ a ǁeak Đase of paƌaŵetƌiĐ ŶaƌƌaioŶ ĐaŶ ďe fouŶd. 
The suggesioŶ heƌeiŶ is that ǁith the help of CiŶeŵetƌiĐs data it Đould ďe possiďle to 
oďtaiŶ Ŷot oŶlǇ a ŵoƌe detailed deiŶiioŶ of the paƌaŵetƌiĐ ŵode of ŶaƌƌaioŶ, ďut also 
soŵe ĐoƌespoŶdeŶĐies ďetǁeeŶ the A“L aŶd the deǀelopŵeŶt of the aĐt sĐheŵe. UsuallǇ 
the leŶgth of the shot depeŶds oŶ its sĐale aŶd oŶ the Ŷaƌƌaiǀe ĐoŶteŶt. The thesis heƌe is 
that foƌ paƌaŵetƌiĐ ŶaƌƌaioŶ iŶ sloǁ ĐiŶeŵa this iŶteƌdepeŶdeŶĐe ďƌeaks doǁŶ aŶd ĐaŶ ďe 
deŵoŶstƌated thƌough CiŶeŵetƌiĐs.
Fuƌtheƌŵoƌe, ĐaŶ the phǇsiĐal appeaƌaŶĐe of a ilŵ’s staisiĐal data suggest that ǁe aƌe dealiŶg 
ǁith a sloǁ ĐiŶeŵa eǆaŵple? 

587 David Bordwell Narration in the Fiction Film, Madison, 1985, p. 275. 
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1. Filŵ eǆaŵple: GoodďǇe, DragoŶ IŶŶ ;dir. Tsai MiŶg-LiaŶg, ϮϬϬϯͿ588

;TeĐhŶiĐal data of the iŵage: ǀeƌiĐal ƌesoluioŶ ϭ piǆel/seĐ, high ϯϬϬ piǆ, degƌee of the tƌeŶdliŶe ϭϮ. The Ǉelloǁ 
liŶes iŶ the gƌaph ŵaƌk the diǀisioŶs ďetǁeeŶ the ilŵ´s Ŷaƌƌaiǀe segŵeŶts.Ϳ 589

The A“L of the ilŵ lies at ϱϯ seĐ, the ŵediaŶ shot leŶgth is ϯϰ.ϲ seĐ, staŶdaƌd deǀiaioŶ is ϱϴ.ϳ. 

This list of the Đoƌe data of CiŶeŵetƌiĐs Ŷot oŶlǇ Ŷeeds to ďe eǆplaiŶed, ďut also disĐloses 
soŵe of the keǇ pƌoďleŵs of CiŶeŵetƌiĐs. As ŵeŶioŶed, the A“L is ŶoioŶal data oďtaiŶed 
ǁith the help of a ŵatheŵaiĐal pƌoĐess. IŶ ĐoŶtƌast, the ŵediaŶ is deƌiǀed fƌoŵ the aĐtual 
shot leŶgth ǀalues of a ilŵ. WheŶ the data is aƌƌaŶged fƌoŵ shoƌtest to loŶgest shot, it is the 
oŶe iŶ the ŵiddle. The CiŶeŵetƌiĐs site ĐoŶtaiŶs a huge disĐussioŶ ďetǁeeŶ the CiŶeŵetƌiĐs 
pƌaĐiioŶeƌs aďout the issue of ǁhetheƌ the A“L oƌ the ŵediaŶ should ďe the pƌefeƌƌed 
ƌefeƌeŶĐe paƌaŵeteƌ.ϱϵϬ Mike Baǆteƌ, iŶ his eŶtƌǇ to the site, eǆplaiŶs it as a Đoŵpƌoŵise 
soluioŶ iŶ that ǁe aĐtuallǇ haǀe to use ďoth paƌaŵeteƌs, ďeĐause ͞Both aƌe Ŷeeded to ŵake 
the piĐtuƌe ďifoĐal.͟ 591 EaĐh paƌaŵeteƌ tells us aŶotheƌ stoƌǇ. What stƌikes ŵe aďout the data 
fƌoŵ Goodbye, Dragon Inn is the difeƌeŶĐe ďetǁeeŶ the A“L aŶd the ŵediaŶ. NaŵelǇ, the 
foƌŵeƌ is alŵost tǁiĐe as laƌge as the lateƌ.
At this poiŶt it is iŵpoƌtaŶt to Ŷote that, iŶ ĐoŶtƌast to the ďaƌ Đhaƌts usuallǇ used iŶ staisiĐs, 

588 Measured by Elīna Reitere, entry of the ilm at Cinemetrics, http://www.cinemetrics.lv/movie.php?movie_
ID=8388 (Accessed 12. 06.2013).
589 In order to obtain comparable graphs I have chosen the same degree of vertical resolution and the same 
degree of the trendline for all my ilm examples, although this can create quite an erratic trendline. Only the 
highs of the graph can differ depending on whether the shots in the ilm are shorter than 300 pix or longer (then 
the graph has 500 pix).
590 For the different positions on this issue visit the chapter Films and Statistics: Give and Take, available at 
http://www.cinemetrics.lv/dev/on_statistics.php (Accessed 25.04.2013).
591 Yuri Tsivian What Do Lines Tell? Available at http://www.cinemetrics.lv/dev/on_statistics.php (Accessed 
25.04.2013).
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the CiŶeŵetƌiĐs gƌaphs aƌe iŶǀeƌted. Yuƌi TsiǀiaŶ eǆplaiŶs as folloǁs:

 ;..Ϳ ǁheŶ ǁe lauŶĐhed the CiŶeŵetƌiĐs site, peaks aŶd ǀalleǇs is ǁhat iŶteƌested us iŶ 
the iƌst plaĐe; ǁe eǀeŶ ƌeǀeƌsed the usual Y-aǆis of shot leŶgths upside doǁŶ foƌ ouƌ 
gƌaphs to doǀetail ǁith the iŵe-hoŶoƌed tƌadiioŶ to ƌepƌeseŶt the Đliŵaǆ as aŶ apeǆ, 
Ŷot as aŶ aďǇss.592

It is ǀeƌǇ iŵpoƌtaŶt to eǆplaiŶ that thƌee of the peaks iŶ the tƌeŶdliŶe ;at the ǀeƌǇ ďegiŶŶiŶg of 
the ilŵ aŶd aƌouŶd the Ϯϵth aŶd ϱϳth ŵiŶutesͿ of Goodbye, Dragon Inn ĐoiŶĐide ŶaƌƌaiǀelǇ ǁith 
the thƌee episodes of the ilŵ, ǁheŶ ǁe see the ilŵ Dragon Inn ;ϭϵϲϳ, diƌ. KiŶg HuͿ pƌojeĐted 
oŶsĐƌeeŶ aŶd Đƌoss-Đut ǁith the Đlose-ups of the Đashieƌ. “o, if the Đƌeatoƌs of CiŶeŵetƌiĐs 
pƌediĐted that ǁheŶ ǁe usuallǇ see a peak iŶ the tƌeŶdliŶe ǁe ĐaŶ ĐoŶĐlude that theƌe is soŵe 
kiŶd of a Đliŵaǆ iŶ the Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ of the ilŵ, theŶ this is the iƌst ǀeƌǇ oďǀious 
pƌoof that this thesis does Ŷot alǁaǇs hold tƌue. But this tƌaiŶ of thought eŶĐouƌages us to take 
the CiŶeŵetƌiĐs gƌaph as a teŵplate aŶd Đoŵpaƌe it ǁith the ƌesults oďtaiŶed iŶ the pƌeǀious 
Đhapteƌ aďout the Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ of the ilŵs. Jaŵes CuiŶg aŶd his Đolleagues haǀe 
Đaƌƌied out siŵilaƌ ƌeseaƌĐh ǁheƌeďǇ theǇ aŶalǇsed the phǇsiĐal stƌuĐtuƌe of HollǇǁood ilŵs 
fƌoŵ ϭϵϯϱ to ϮϬϬϱ iŶ ƌespeĐt to the fouƌ-aĐt-stƌuĐtuƌe deǀeloped ďǇ KƌisiŶ ThoŵpsoŶ. The 
research paper Hoǁ AĐt StruĐture SĐulpts Shot LeŶgths aŶd Shot TraŶsiioŶs ďǇ Jaŵes CuiŶg 
aŶd his Đolleagues that seƌǀes as the poiŶt of ƌefeƌeŶĐe heƌe, has to ďe appƌoaĐhed ǀeƌǇ 
ĐaƌefullǇ ďeĐause he diǀided the ilŵs aĐĐoƌdiŶg to the fouƌ-aĐt ŵodel autoŵaiĐallǇ ǁithout 
takiŶg iŶto aĐĐouŶt the plot deǀelopŵeŶt of eaĐh ilŵ. That is the huge difeƌeŶĐe ďetǁeeŶ 
his aŶalǇsis aŶd the aŶalǇsis heƌeiŶ, ďeĐause iŶ the paƌt of the pƌeseŶt studǇ dediĐated to 
the aŶalǇsis of the Đase eǆaŵples, the plot deǀelopŵeŶt of the ilŵs iŶ ƋuesioŶ ǁas ĐloselǇ 
eǆaŵiŶed.
To ƌeĐapitulate: the thesis heƌeiŶ is that the Ŷaƌƌaiǀe of Goodbye, Dragon Inn ĐaŶ ďe diǀided 
iŶ iǀe uŶeƋual paƌts. The setup of the ilŵ, aĐĐoƌdiŶg to CiŶeŵetƌiĐs, ƌuŶs foƌ the iƌst ϯϬ 
ŵiŶutes of the ilŵ.593 It is folloǁed ďǇ a ĐoŵpliĐaiŶg aĐioŶ ;ŵiŶutes ϯϬ - ϰϲͿ, deǀelopŵeŶt 
;ŵiŶutes ϰϲ - ϱϰͿ, aŶd Đliŵaǆ ;ŵiŶutes ϱϰ - ϲϲͿ. The iŶal paƌt of the ilŵ – the epilogue – staƌts 
at the ϲϴth ŵiŶute aŶd lasts uŶil the ϳϲth ŵiŶute of the ilŵ. This oǀeƌall stƌuĐtuƌe alƌeadǇ 
deŵoŶstƌates a disĐƌepaŶĐǇ fƌoŵ ThoŵpsoŶ’s fouƌ-aĐt-sĐheŵe. NaŵelǇ, she does Ŷot ƌegaƌd 
the epilogue as a sepaƌate aĐt – she ĐouŶts it as a paƌt of the Đliŵaǆ. As the Ŷaƌƌaiǀe aŶalǇsis 
of the ilŵ iŶ the pƌeǀious Đhapteƌ deŵoŶstƌated, iŶ sloǁ ĐiŶeŵa the epilogue teŶds to take 
oŶ a ŵoƌe pƌoŵiŶeŶt ƌole. It oteŶ is Ŷot shoƌt – it ĐaŶ eǀeŶ ďe Ƌuite pƌoloŶged. AddiioŶallǇ, 
the epilogue ŵostlǇ ĐoŶtaiŶs aŶotheƌ Ŷaƌƌaiǀe ŵoif as the Đliŵaǆ, thus difeƌeŶiaiŶg itself 

592 Films and Statistics: Give and Take available http://www.cinemetrics.lv/dev/on_statistics.php (Accessed 
25.04.2013).
593 One important note has to be made here: namely, there are minor differences between the length of the ilm 
on DVD and the measurements of the ilm in the Cinemetrics database. This difference comes about because in 
the narrative analysis of the ilm I take into account the whole duration of the ilm, but for Cinemetrics, according 
to the tradition of the database, the credit sequences without scenic content are not measured. 
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disiŶĐtlǇ fƌoŵ the pƌeǀious aĐt.
As ǁe ĐaŶ ĐoŶĐlude fƌoŵ the gƌaph of Goodbye, Dragon Inn, the ilŵ’s setup ďegiŶs ǁith 
soŵe ǀeƌǇ shoƌt shots that gƌaduallǇ ďeĐoŵe loŶgeƌ aŶd foƌŵ the iƌst ͞ǀalleǇ͟ of the ilŵ. 
Toǁaƌds the eŶd of the setup the shots teŶd to ďe shoƌteƌ agaiŶ. This deǀelopŵeŶt ĐoŶsitutes 
a ĐouŶteƌ-eǆaŵple to the HollǇǁood tƌadiioŶ, ǁheƌe, aĐĐoƌdiŶg to Jaŵes CuiŶg et al., the 
setup staƌts ǁith leŶgthǇ estaďlishiŶg shots.594

What I fouŶd iŵpoƌtaŶt aŶd ǁhat ƌepƌeseŶts a diŵeŶsioŶ of ŶoǀeltǇ iŶ this ƌeseaƌĐh pƌojeĐt 
is the ĐoŶŶeĐioŶ ďetǁeeŶ the shot leŶgth aŶalǇsis aŶd theiƌ Ŷaƌƌaiǀe ĐoŶteŶt. Of iŶteƌest 
heƌe aƌe the loŶgest shots iŶ the paƌiĐulaƌ aĐt aŶd the stoƌies theǇ ĐoŶtaiŶ, ďeĐause iŶ all 
the desĐƌipioŶs of sloǁ ĐiŶeŵa the authoƌs highlight the loŶg shot as a ƌegulaƌ featuƌe.  As 
thƌoughout the Ŷaƌƌaiǀe aŶalǇsis seǀeƌal ǀeƌǇ loŶg shots atƌaĐted this studǇ’s ateŶioŶ, the 
staisiĐal stǇle aŶalǇsis helps to appƌoaĐh this issue ŵoƌe ƌigoƌouslǇ.
“o, iŶ the setup of Goodbye, Dragon Inn, the loŶgest shot ;ϭϴϮ seĐͿ shoǁs seǀeƌal ŵeŶ uƌiŶaiŶg 
iŶ the ĐiŶeŵa’s laǀatoƌǇ. This aĐioŶ iŶ itself has Ŷo iŵpoƌtaŶĐe foƌ plot deǀelopŵeŶt, ďut 
this seƋueŶĐe adds to estaďlishiŶg a paƌiĐulaƌ atŵospheƌe. The Ŷeǆt shot, also Ƌuite leŶgthǇ 
;ϴϮ.ϲ seĐͿ, depiĐts the Đashieƌ ǁalkiŶg thƌough the ĐiŶeŵa. What’s ŵoƌe – the last iteeŶ 
seĐoŶds of the shot shoǁ aŶ eŵptǇ sĐeŶe. Thus, it seeŵs that ǁe ĐaŶŶot estaďlish diƌeĐt 
liŶks ďetǁeeŶ the shot leŶgth aŶd the tuƌŶiŶg poiŶts of the plot iŶ this ilŵ. IŶstead, loŶg 
shots ǁheƌe fƌoŵ the Ŷaƌƌaiǀe poiŶt of ǀieǁ ͞ŶothiŶg happeŶs ,͟ lead to a ƌethiŶkiŶg of the 
deiŶiioŶ of paƌaŵetƌiĐ ŵode. Daǀid Boƌdǁell, ǁho ĐoiŶed the teƌŵ, used it foƌ ilŵs ǁheƌe 
the stǇle of the ilŵ deǀeloped a life oŶ its oǁŶ. It seeŵs that the ŵethod of CiŶeŵetƌiĐs, iŶ 
helpiŶg to gaiŶ a deepeƌ iŶsight ďetǁeeŶ the shot leŶgths aŶd theiƌ Ŷaƌƌaiǀe ĐoŶteŶt, ĐaŶ also 
deliǀeƌ Ŷeǁ eǀideŶĐe foƌ the paƌaŵetƌiĐ Ŷaƌƌaiǀe.
The ĐoŵpliĐaiŶg aĐioŶ ƌepƌeseŶts a ĐlassiĐal eǆaŵple of aŶ aĐt as stated ďǇ Jaŵes CuiŶg. 
His stateŵeŶt: ͞aŶ aĐt oteŶ ďegiŶs oƌ eŶds ǁith loŶgeƌ shots.͟ 595 ;Ateƌ a ƌeŵaƌk ďǇ BaƌƌǇ 
“alt, Jaŵes CuiŶg et. al. ƌeǀised theiƌ ƌesults aŶd disĐaƌded soŵe seĐioŶs.596 OŶe also ĐaŶŶot 
adheƌe to the thesis that loŶgeƌ shots aƌe fouŶd at the ďƌeaks of the aĐts. As aŶ addiioŶal 
aŶalǇsis has shoǁŶ, this Đlaiŵ holds tƌue oŶlǇ foƌ the Đliŵaǆ. Although CuiŶg ƌeǀised his 
ǀieǁs, his iƌst opiŶioŶ ǁill ďe ƌefeƌƌed to foƌ heuƌisiĐ puƌposes ďeĐause it helps to iŶteƌpƌet 
the data heƌeiŶ. IŶ aŶǇ Đase, the ĐoŶĐlusioŶ ǁill agaiŶ ƌefeƌeŶĐe the ĐhaŶges iŶ CuiŶg’s thesis.Ϳ
In Goodbye, Dragon Inn the ĐoŵpliĐaiŶg aĐioŶ staƌts at the ϯϬ ŵiŶute ŵaƌk aŶd lasts uŶil the 
ϰϲth ŵiŶute. As ǁe see fƌoŵ the gƌaph, at the ďegiŶŶiŶg of the ĐoŵpliĐaiŶg aĐioŶ theƌe is a 
loŶg shot that is ϭϳϰ.ϱ seĐoŶds loŶg, aŶd at the eŶd of the aĐt theƌe is oŶe Ϯϳϰ.ϵ seĐoŶds iŶ 
leŶgth. These tǁo shots fƌaŵe the aĐt that ĐoŶsists of ĐoŵpaƌaďlǇ shoƌteƌ shots. Heƌe theŶ a 
stateŵeŶt iŶ aŶiĐipaioŶ of the ĐoŶĐlusioŶ of the ilŵ - suĐh ĐoƌƌespoŶdeŶĐe ǁith the phǇsiĐal 

594 James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong How Act Structure Sculpts Shot Lengths and Shot 
Transitions in Projections Vol. 5, Nr 1, 2011, p. 8.
595 Ibid.p. 8. Ibid.p. 8.
596 James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong On Shot Lengths and Film Acts: A Revised View in 
Projections Vol. 6, Nr. 1, 2012, pp. 142 – 145.
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stƌuĐtuƌe of the aǀeƌage populaƌ ilŵ aƌe ĐoŵpaƌaďlǇ ƌaƌe iŶ sloǁ ĐiŶeŵa.
The tǁo loŶgest shots of the ĐoŵpliĐaiŶg aĐioŶ depiĐt hoǁ the Đashieƌ desĐeŶds the staiƌs 
;shot Ŷƌ. ϰϮ, ϭϳϰ.ϱ seĐͿ aŶd the episode ǁheƌe the JapaŶese touƌist talks ǁith aŶotheƌ patƌoŶ 
aďout ghosts iŶ the theatƌe ;shot Ŷƌ. ϱϰ, Ϯϳϰ.ϵ seĐͿ. Wheƌeas shot Ŷƌ. ϰϮ does Ŷot seeŵ to 
ďe iŵpoƌtaŶt ŶaƌƌaiǀelǇ, shot Ŷƌ. ϱϰ ƌepƌeseŶts the iƌst dialogue of the ilŵ aŶd deliǀeƌs a 
possiďle eǆplaŶaioŶ foƌ ǁhat is goiŶg oŶ iŶ the old ĐiŶeŵa.
The deǀelopŵeŶt aĐt ĐoŶsists ŵostlǇ of ŵid-leŶgth shots, iŶ ĐoŵpaƌisoŶ to the A“L of the ilŵ. 
AddiioŶallǇ, fouƌ out of iǀe shots aƌe Ƌuite siŵilaƌ iŶ leŶgth, ďut this ĐaŶ ďe eǆplaiŶed ďǇ the 
faĐt that all the shots of this aĐt seƌǀe to ďuild up oŶe paƌiĐulaƌ episode iŶ the ilŵ’s Ŷaƌƌaiǀe. 
The iŶal shot of the paƌt is the loŶgest oŶe – ϭϵϮ.Ϯ seĐ – aŶd it depiĐts the sĐeŶe ǁheŶ the 
teƌƌiied JapaŶese touƌist leaǀes the ĐiŶeŵa auditoƌiuŵ. This leŶgthǇ shot, as it ďeĐaŵe Đleaƌ iŶ 
the Ŷaƌƌaiǀe aŶalǇsis of the ilŵ iŶ the pƌeǀious Đhapteƌ, is a ǀeƌǇ iŵpoƌtaŶt oŶe, ďeĐause the 
stoƌǇliŶe of the old ĐiŶeŵa as a ŵeeiŶg plaĐe foƌ hoŵoseǆuals Đoŵes to aŶ eŶd ǁith this shot. 
Fƌoŵ the poiŶt of ǀieǁ of shot leŶgths, the Đliŵaǆ is the ŵost uŶďalaŶĐed paƌt of the ilŵ. 
NaŵelǇ, heƌe oŶe eǆtƌeŵelǇ loŶg ϯϮϮ seĐoŶd shot is ĐoŶtƌasted ǁith shots that aƌe ƌelaiǀelǇ 
shoƌt ;ϲ, ϵ, ϭϴ, Ϯϲ seĐoŶdsͿ foƌ a ilŵ ǁith a sloǁ ŶaƌƌaioŶ. Theƌefoƌe, the tƌeŶdliŶe heƌe foƌŵs 
a sŵall peak. 
Jaŵes CuiŶg disĐoǀeƌed that iŶ staŶdaƌd HollǇǁood pƌoduĐioŶs shots ǁould ďeĐoŵe slightlǇ 
shoƌteƌ toǁaƌds the ŵiddle of the aĐt.597 ;As ŵeŶioŶed aďoǀe, CuiŶg ĐoƌƌeĐted this ǀieǁ 
lateƌ oŶ – the thesis that the shots teŶd to ďe shoƌteƌ toǁaƌds the ŵiddle of the aĐt holds tƌue 
oŶlǇ foƌ the Đliŵaǆ seĐioŶ.598 Foƌ heuƌisiĐ ƌeasoŶs hoǁeǀeƌ, the iƌst ǀeƌsioŶ of CuiŶg’s papeƌ 
ǁill ďe ƌefeƌƌed to.Ϳ IŶ the Đase of Goodbye, Dragon Inn, ǁe ĐaŶ oďseƌǀe suĐh a teŶdeŶĐǇ iŶ the 
ĐoŵpliĐaiŶg aĐioŶ, the deǀelopŵeŶt aŶd the Đliŵaǆ. 
The epilogue seeŵs to ďe Ƌuite ďalaŶĐed ĐoŶsisiŶg of shots of siŵilaƌ leŶgth ;ďetǁeeŶ ϯϲ aŶd 
ϵϯ seĐoŶdsͿ, so that the tƌeŶdliŶe, although foƌŵiŶg a sŵall peak, desĐeŶds agaiŶ. IŶ aŶǇ Đase, 
Ŷo ŵateƌ hoǁ the shot leŶgth iŶ this ilŵ deǀelops, the phǇsiĐal appeaƌaŶĐe of the epilogue 
difeƌs ĐoŵpletelǇ fƌoŵ the otheƌ aĐts of the ilŵ, so that the phǇsiĐal iŵage of the shot leŶgths 
suppoƌt the hǇpothesis deǀeloped iŶ the Đhapteƌ aďout Ŷaƌƌaiǀe –  that iŶ sloǁ ĐiŶeŵa the 
epilogue has to ďe ƌegaƌded as sepaƌate aŶd oŶ its oǁŶ ƌight.
FiŶallǇ, it should ďe stƌessed that the eǆtƌaoƌdiŶaƌǇ loŶg shots iŶ this ilŵ, if Đoŵpaƌed ǁith oŶe 
aŶotheƌ apaƌt fƌoŵ the oǀeƌall shot-leŶgth pateƌŶ, teŶd to get loŶgeƌ aŶd loŶgeƌ thƌoughout 
the ilŵ. This Đƌeates the iŵpƌessioŶ that the ilŵ sloǁs doǁŶ oǀeƌ its Đouƌse. If ǁe Đoŵpaƌe the 
loŶgest shots of the ilŵ ǁith theiƌ Ŷaƌƌaiǀe ĐoŶteŶt, ǁe ĐaŶŶot deteĐt aŶǇ ĐoƌƌespoŶdeŶĐes. 
It seeŵs that theƌe is Ŷo hieƌaƌĐhǇ ďetǁeeŶ the leŶgth of the shot aŶd its Ŷaƌƌaiǀe iŵpoƌtaŶĐe 
iŶ this eǆaŵple. Thus, the aƌisiĐ ĐhoiĐes ŵade ďǇ the diƌeĐtoƌ seeŵ totallǇ aƌďitƌaƌǇ. Oƌ, that 

597 James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong  James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong How Act Structure Sculpts Shot Lengths and Shot 
Transitions in Projections Vol. 5, Nr. 1, 2011, p. 10.
598 James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong On Shot Lengths and Film Acts: A Revised View in 
Projections Vol. 6, Nr. 1, 2012, pp. 142 - 145.
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the ǀisual stǇle iŶ this ilŵ aĐƋuiƌes a ƌight oŶ its oǁŶ. It is theƌefoƌe teŵpiŶg to ŵaƌk this 
ilŵ as a Đase of paƌaŵetƌiĐ Ŷaƌƌaiǀe, ďut a ǀeƌǇ iŵpoƌtaŶt disiŶĐioŶ ďetǁeeŶ aƌt ĐiŶeŵa 
aŶd its paƌaŵetƌiĐ ŵode ŵust ďe stƌessed. NaŵelǇ, if iŶ the Đase of aƌt ĐiŶeŵa the aƌisiĐ 
ĐhoiĐes ŵade ďǇ the ilŵŵakeƌs ŵaǇ seeŵ totallǇ aƌďitƌaƌǇ, theŶ iŶ the Đase of paƌaŵetƌiĐitǇ, a 
ƌigoƌous stǇlisiĐ pateƌŶ ĐaŶ ďe ŵade out.599 FƌaŶklǇ, this is the poiŶt iŶ Boƌdǁell’s deiŶiioŶ of 
paƌaŵetƌiĐ ŵode that ŵakes the deteĐioŶ of suĐh ilŵs so haƌd, ďeĐause it Ŷot oŶlǇ deŵaŶds 
a ǀeƌǇ ateŶiǀe ǀieǁeƌ, ďut also ĐaŶ ďe a Ƌuite suďjeĐiǀe pƌoĐeduƌe as the ideŶiiĐaioŶ of 
aƌisiĐ paƌaŵeteƌs also ƌelies oŶ the ǀieǁeƌ’s iŶteƌpƌetaiǀe ĐapaĐitǇ.
IŶ aŶǇ Đase, ǁith the help of CiŶeŵetƌiĐs ǁe ĐaŶ oďseƌǀe the ƌelaioŶship ďetǁeeŶ a ilŵ’s 
loŶgest shots aŶd its Ŷaƌƌaiǀe ĐoŶteŶt, as aŶalǇsed iŶ the pƌeǀious Đhapteƌ of this disseƌtaioŶ, 
aŶd the duƌaioŶ as suĐh ďeĐoŵes a kiŶd of aŶ atƌaĐioŶ iŶ sloǁ ĐiŶeŵa. Foƌ eǆaŵple, the 
ϯϮϭ.ϴ seĐoŶds loŶg shot iŶ the Đliŵaǆ is the shot of the eŵptǇ ĐiŶeŵa, ǁhiĐh, fƌoŵ the Ŷaƌƌaiǀe 
poiŶt of ǀieǁ ĐoŶsitutes the peak of the stoƌǇ, although iŶ tƌadiioŶal Ŷaƌƌaiǀe teƌŵs ͞ ŶothiŶg 
happeŶs͟ iŶ this shot. The shot shoǁs oŶlǇ aŶ eŵptǇ ĐiŶeŵa hall ǁith Ŷo ǀieǁeƌs, aŶd thus the 
ĐiŶeŵa is ĐoŶdeŵŶed to ďe Đlosed doǁŶ. Heƌe ǁe eŶĐouŶteƌ a situaioŶ possiďle oŶlǇ iŶ sloǁ 
ĐiŶeŵa – that aŶ eŵptǇ shot ĐaŶ sill ĐaƌƌǇ iŵpoƌtaŶt Ŷaƌƌaiǀe iŶfoƌŵaioŶ. This faĐt highlights 
the diiĐultǇ iŶ disiŶguishiŶg iŵpoƌtaŶt fƌoŵ less iŵpoƌtaŶt sĐeŶes iŶ sloǁ ilŵs. 
IŶ oƌdeƌ to ǀisualize the difeƌeŶĐe ďetǁeeŶ the shot-leŶgth diagƌaŵ of a sloǁ ĐiŶeŵa ilŵ 
aŶd aŶ oƌdiŶaƌǇ ŵaiŶstƌeaŵ pƌoduĐioŶ, the ilŵ The BourŶe Uliŵatuŵ ;ϮϬϬϳͿ fƌoŵ the 
CiŶeŵetƌiĐs dataďase ĐaŶ ďe Ŷoted. 

It has aŶ A“L of Ϯ.ϭ seĐoŶds, uŶthiŶkaďle foƌ sloǁ ĐiŶeŵa, aŶd the ƌaŶge of the shots – the 
difeƌeŶĐe ďetǁeeŶ the shoƌtest aŶd loŶgest take – lies at ϭϴ.ϵ seĐoŶds.ϲϬϬ UsiŶg the saŵe 

599 Matthew �lanagan �low Cinema: Temporality and �tyle in Contemporary Art and Experimental Cinema,  Matthew �lanagan �low Cinema: Temporality and �tyle in Contemporary Art and Experimental Cinema, 
2012, University of Exeter, p. 134, available at https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed 
May 2013).
600 Diagram of  Diagram of The Bourne Ultimatum, measured by Adrian Tomas Samit at Cinemetrics: http://www.
cinemetrics.lv/movie.php?movie_ID=10653 (vertical resolution - 10 pixels, height 200 pixels, degree of the 
trendline – 12) (Accessed 12.04.2013).
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degƌee of the tƌeŶdliŶe, ǁe get a ŵuĐh sŵootheƌ tƌeŶdliŶe that eŵphasizes the faĐt that 
ǁe aƌe dealiŶg ǁith shots that do Ŷot difeƌ as eǆtƌeŵelǇ iŶ leŶgth as iŶ sloǁ ĐiŶeŵa. “uƌelǇ 
it ǁould ďe teŵpiŶg if it ǁeƌe possiďle to deteĐt sloǁ ĐiŶeŵa fƌoŵ a glaŶĐe at the ilŵ’s 
CiŶeŵetƌiĐs gƌaph. But this is aďsolutelǇ Ŷot the Đase. The ƌesults of the staisiĐal stǇle aŶalǇsis 
of sloǁ ĐiŶeŵa ilŵs shoǁ siŵilaƌ featuƌes to the ilŵs ŵeŶioŶed as pƌedeĐessoƌs of the sloǁ 
ĐiŶeŵa ŵoǀeŵeŶt, foƌ eǆaŵple the ilŵ Ulysses Gaze ďǇ Theo AŶgelopolous.ϲϬϭ It has aŶ A“L 
of ϵϳ.ϲ seĐoŶds aŶd a ƌaŶge of shot-leŶgths of ϲϭϭ.Ϯ seĐ, ǁhiĐh Đoŵes Đlose to the ǀalues of a 
sloǁ ĐiŶeŵa ilŵ.

Ulysses Gaze, ϭϵϵϱ

Fƌoŵ this iƌst eǆaŵple it seeŵs oďǀious that the staisiĐal stǇle aŶalǇsis suppoƌts the oďǀious 
tƌuth that sloǁ ĐiŶeŵa ĐoŶsitutes a ĐouŶteƌpaƌt to HollǇǁood ŵaiŶstƌeaŵ ĐiŶeŵa. Jaŵes 
CuiŶg ĐoŶĐludes iŶ his aƌiĐle that the pateƌŶs of fouƌ aĐts, suppoƌted ďǇ his phǇsiĐal 

601 �ite of the i lm (measured by Adrian Tomas �amit) at Cinemetrics http://www.cinemetrics.lv/movie. �ite of the ilm (measured by Adrian Tomas �amit) at Cinemetrics http://www.cinemetrics.lv/movie.
php?movie_ID=10591 (vertical resolution - 1 pixel, height 500 pixels, degree of the trendline – 12) (Accessed 
12.04.2013).
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aŶalǇsis of staisiĐal data, seƌǀe to guide the ǀieǁeƌ’s ͞eǆpeĐtaioŶs aďout a ilŵ aŶd its 
Ŷaƌƌaiǀe pƌogƌess.͟ ϲϬϮ Although iŶ disĐoǀeƌiŶg that iŶ theiƌ shot stƌuĐtuƌe sloǁ ĐiŶeŵa ilŵs 
difeƌ ĐoŵpletelǇ fƌoŵ the aǀeƌage ilŵ, ǁe ĐaŶŶot ĐoŶĐlude that this featuƌe ǁould suƌpƌise 
audieŶĐes. BeĐause, as ǁas stated iŶ the iŶtƌoduĐtoƌǇ Đhapteƌs of this thesis, these ilŵs aƌe 
ŵade foƌ ĐiŶeŵa-eduĐated audieŶĐes faŵiliaƌ ǁith the Ŷaƌƌaiǀe Ŷoƌŵs of aƌt-house ĐiŶeŵa, 
aŶd that Ǉou oteŶ haǀe to depaƌt fƌoŵ Ǉouƌ eǆpeĐtaioŶs aŶd ďe ƌeadǇ to eŶgage ǁith the 
uŶeǆpeĐted.

602 James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong  James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong How Act Structure Sculpts Shot Lengths and Shot 
Transitions in Projections Vol. 5, Nr. 1, 2011, p. 10.
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Ϯ. Liǀerpool ;dir. LisaŶdro AloŶso, ϮϬϬϴͿϲϬϯ

 ;VeƌiĐal ƌesoluioŶ ϭ piǆel, height ϮϬϬ piǆels, degƌee of the tƌeŶdliŶe – ϭϮͿ
A“L ϲϯ.ϯ; MediaŶ ϱϯ.ϰ, staŶdaƌd deǀiaioŶ ϰϲ.ϳ.

To ƌeĐapitulate: the setup of the ilŵ lasts foƌ ϯϬ ŵiŶutes, aŶd theƌe is Ŷo ĐoŵpliĐaiŶg aĐioŶ iŶ 
the ilŵ. IŶstead, deǀelopŵeŶt ďegiŶs ƌight ateƌ the setup aŶd lasts foƌ ϭϴ ŵiŶ. The folloǁiŶg 
paƌts haǀe the folloǁiŶg leŶgths – the Đliŵaǆ lasts foƌ ϭϵ ŵiŶutes, the epilogue – ϭϭ ŵiŶutes.
Liǀerpool opeŶs ǁith a ŵoƌe thaŶ ŵiŶute-loŶg shot shoǁiŶg ŵeŶ plaǇiŶg Đoŵputeƌ gaŵes. 
As Jaŵes CuiŶg disĐoǀeƌed, iŶ staŶdaƌd HollǇǁood pƌoduĐioŶs the setup staƌts ǁith leŶgthǇ 
estaďlishiŶg shots. Although foƌ the Ŷeǆt iǀe ŵiŶutes the shots aƌe Ƌuite shoƌt, it seeŵs 
that sloǁ ĐiŶeŵa ilŵŵakeƌs uŶdeƌstaŶd the iƌst shot of the ilŵ to ďe the stǇle-deiŶiŶg 
eleŵeŶt, so that it has to deliǀeƌ the aestheiĐ sigŶatuƌe of the diƌeĐtoƌ. Theƌefoƌe, the iƌst 
shot is usuallǇ a loŶgeƌ oŶe. But, theƌe is oŶe iŵpoƌtaŶt difeƌeŶĐe ďetǁeeŶ sloǁ ĐiŶeŵa aŶd a 
ŵaiŶstƌeaŵ pƌoduĐioŶ. NaŵelǇ, ǁhile iŶ the lateƌ the iƌst leŶgthǇ estaďlishiŶg shots ĐoŶtaiŶ 
ǀeƌǇ iŵpoƌtaŶt Ŷaƌƌaiǀe iŶfoƌŵaioŶ, iŶ the Đase of sloǁ ĐiŶeŵa, as ǁe see iŶ Liǀerpool, suĐh 
shots aƌe ŵoƌe iŵpoƌtaŶt as stǇle ŵaƌkeƌs thaŶ pƌoǀideƌs of Ŷaƌƌaiǀe iŶfoƌŵaioŶ.
IŶ the suďseƋueŶt ŵiŶutes of the setup ;ŵiŶutes ϭ - ϯϬͿ, shoƌteƌ shots doŵiŶate, ďut ǁithiŶ 
the deǀelopŵeŶt the leŶgth of the shots iŶĐƌeases. Eǆpƌessed ŵoƌe aĐĐuƌatelǇ, loŶgeƌ shots 
teŶd to ďeĐoŵe loŶgeƌ duƌiŶg the Đouƌse of the setup. The tǁo loŶgest shots of this paƌt 
appeaƌ at the eŶd of the setup, ĐoƌƌespoŶdiŶg ǁith Jaŵes CuiŶg’s disĐoǀeƌǇ that the loŶgest 
shots ĐaŶ ďe oďseƌǀed Ŷeaƌ the ďƌeaks of the paƌts. 
IŶ the deǀelopŵeŶt ;ŵiŶutes ϯϬ - ϰϴͿ, ǁe eŶĐouŶteƌ the saŵe teŶdeŶĐǇ – the loŶgest shot of 
the paƌt Đoŵes toǁaƌds the eŶd ;iŶ its ϰϱth ŵiŶuteͿ. Ateƌ this ϭϳϴ.ϵ seĐoŶd loŶg shot, ǁhiĐh 
takes plaĐe iŶ a ĐaŶteeŶ of the ǀillage, the Đliŵaǆ ďegiŶs ;ŵiŶutes ϰϴ - ϲϳͿ – the appeaƌaŶĐe of 
the shots ĐleaƌlǇ staŶdiŶg out. Although the duƌaioŶ of the loŶgeƌ shots ĐoŶiŶuouslǇ eǆteŶd 
thƌoughout the ƌuŶŶiŶg iŵe, the ĐuiŶg pateƌŶ iŶ this paƌt deŵoŶstƌates ĐoŵpaƌaďlǇ loŶg 

603 Measured by Elīna Reitere, the i lm�s entry into Cinemetrics available at:  http://www.cinemetrics.lv/movie. Measured by Elīna Reitere, the ilm�s entry into Cinemetrics available at:  http://www.cinemetrics.lv/movie.
php?movie_ID=12519 (Accessed 15.04.2013).



184III. Staisical Style Analysis

shots that ƌesults iŶ a Đleaƌ-Đut ͞ǀalleǇ͟ iŶ the tƌeŶdliŶe. “o this is the sloǁest paƌt of the ilŵ 
that Đoƌƌelates ǁith the Ŷaƌƌaiǀe ĐoŶteŶt of the Đliŵaǆ. IŶ this paƌt Faƌƌel ǀisits his ill ŵotheƌ 
– these episodes haǀe a sad, ŶostalgiĐ oǀeƌtoŶe, aŶd as suĐh loŶg shots aƌe the ďest-suited 
ĐouŶteƌpaƌt to the Ŷaƌƌaiǀe ĐoŶteŶt iŶ teƌŵs of stǇlisiĐs. Heƌe ǁe iŶd pƌoof foƌ BaƌƌǇ “alt’s 
Đlaiŵ that ͞the tƌeatŵeŶt of sĐeŶes iŶ teƌŵs of the ĐuiŶg ƌate oƌ the A“L ǀaƌies depeŶdiŶg oŶ 
the Ŷatuƌe of the aĐioŶ iŶ theŵ.͟ ϲϬϰ

As iŶ the paƌts ďefoƌe the Đliŵaǆ, this paƌt too eŶds ǁith aŶ outstaŶdiŶg loŶg shot, shoǁiŶg Faƌƌel 
leaǀiŶg the ǀillage. TheŶ the epilogue ďegiŶs ;ŵiŶutes ϲϳ - ϳϴͿ, ǁhiĐh iŶ its ediiŶg pateƌŶ oŶĐe 
agaiŶ ĐleaƌlǇ difeƌs fƌoŵ the pƌeǀious paƌts. NaŵelǇ, ǁith the eǆĐepioŶ of the last shot, heƌe 
the shot leŶgths aƌe ƌoughlǇ ďalaŶĐed ǁith a slight teŶdeŶĐǇ of ďeĐoŵiŶg loŶgeƌ. But theƌe aƌe 
Ŷo eǆtƌeŵes as iŶ the pƌeǀious paƌts. As Đould ďe felt duƌiŶg ǀieǁiŶg, the epilogue has a ǀeƌǇ 
difeƌeŶt ediiŶg pateƌŶ thaŶ the ƌest of the ilŵ aŶd a pƌoof foƌ that ĐaŶ ďe fouŶd thƌough 
staisiĐal stǇle aŶalǇsis. EǀeŶ ŵoƌe, if iŶ the Đhapteƌ oŶ the Ŷaƌƌaiǀe aŶalǇsis of sloǁ ĐiŶeŵa 
the diǀisioŶ of ilŵ paƌts ŵight haǀe looked aƌďitƌaƌǇ, theŶ the aŶalǇsis of the ĐiŶeŵetƌiĐal data 
of the ilŵs deŵoŶstƌate ĐoŶsisteŶĐies iŶ the ediiŶg pateƌŶs of paƌiĐulaƌ Ŷaƌƌaiǀe paƌts. IŶ 
doiŶg so, theǇ suppoƌt Ŷot oŶlǇ the ĐhoseŶ diǀisioŶ of the ilŵs iŶto plot uŶits, ďut also ĐoŶiƌŵ 
the thesis heƌeiŶ that sloǁ ĐiŶeŵa ilŵs ĐoŶsist of uŶeƋual paƌts. 
The iŶal oďseƌǀaioŶ oŶ the staisiĐal data of Liǀerpool is the faĐt that, ĐoŵpaƌaďlǇ, iŶ the paƌt 
of the ilŵ that takes plaĐe iŶ the toǁŶ ;the setupͿ, the shots aƌe shoƌteƌ thaŶ iŶ the seĐoŶd 
paƌt of the ilŵ that takes plaĐe iŶ the ĐouŶtƌǇside. OŶe ŵight saǇ – the fast paĐe of ĐitǇ-life is 
ĐoŶsisteŶt ǁith the fasteƌ ĐuiŶg, ǁheƌeas the sloǁeƌ paĐe of ƌuƌal life is depiĐted iŶ loŶgeƌ 
shots. This aŶalogǇ ďetǁeeŶ the shot ĐoŶteŶt aŶd shot leŶgth seƌǀes as a pƌoof that the stǇlisiĐ 
ĐhoiĐes aƌe fuŶded iŶ the Ŷaƌƌaiǀe. But this is Ŷot a suƌpƌisiŶg ĐoŶĐlusioŶ. IŶ ĐoŵpaƌisoŶ, 
iŶ the aŶalǇsis of the ilŵ Goodbye, Dragon Inn, it seeŵed that the loŶgest shots deǀelop a 
sepaƌate life aŶd aƌe Ŷot fuŶded iŶ Ŷaƌƌaiǀe, so that iŶ aŶǇ Đase ǁe ĐaŶ speak of aƌt ĐiŶeŵa, 
if Ŷot paƌaŵetƌiĐitǇ. The opiŶioŶ of this thesis is that Liǀerpool is aŶ eǆaŵple of sloǁ ĐiŶeŵa, 
though ǁe ĐaŶŶot autoŵaiĐallǇ Ŷaŵe the stǇle of the ilŵ paƌaŵetƌiĐ oŶlǇ ďeĐause the ilŵ 
has eǆteŶsiǀelǇ loŶg shots. IŶ this ilŵ, as ŵeŶioŶed, the leŶgth of the takes is less iŶĐideŶtal. 
Thus, suĐh eǆaŵples iŶǀite us to appƌoaĐh the issue of paƌaŵetƌiĐ ilŵ stǇle ŵoƌe ĐauiouslǇ.

604 Barry Salt  Barry Salt Getting a Result, 2013, available at Cinemetrics http://www.cinemetrics.lv/dev/on_statistics.php 
(Accessed 25.04.2013).
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ϯ. The TuriŶ Horse ;dir. Bela Tarr, ϮϬϭϭͿϲϬϱ

VeƌiĐal ƌesoluioŶ ϭ piǆel, height ϱϬϬ piǆels, degƌee of the tƌeŶdliŶe – ϭϮ.
A“L ϮϮϵ.Ϯ; MediaŶ Ϯϰϱ.Ϯ, staŶdaƌd deǀiaioŶ ϭϮϳ.ϱ.

Quite uŶusuallǇ foƌ a sloǁ ilŵ, the iƌst shot of The Turin Horse does Ŷot ƌeǀeal aŶǇthiŶg aďout 
the ilŵ’s stǇle. NaŵelǇ, it is a ďlaĐk shot ǁith oŶlǇ the Ŷaƌƌatoƌ’s ǀoiĐe telliŶg the stoƌǇ. OŶlǇ 
the seĐoŶd shot of the ilŵ, ǁhiĐh depiĐts the old ŵaŶ ǁith his Đaƌƌiage oŶ the ǁaǇ ďaĐk hoŵe 
lasiŶg foƌ Ϯϱϵ seĐoŶds, disĐloses the stǇlisiĐ appƌoaĐh of the ilŵŵakeƌ. CuƌiouslǇ eŶough, 
eǀeŶ iŶ teƌŵs of aƌt ĐiŶeŵa this is a ǀeƌǇ eǆteŶded shot, ďut Đoŵpaƌed to the ƌest of the ilŵ 
it is oŶlǇ aǀeƌage ;Ŷot ĐouŶiŶg the iŶteƌ-itlesͿ ǁith the A“L of the ǁhole ilŵ ďeiŶg ϮϮϵ.Ϯ 
seĐoŶds ǁith a ŵediaŶ of Ϯϰϱ.Ϯ seĐoŶds.
“hots Ŷƌ. ϯ, ϴ, ϭϲ, Ϯϯ, ϯϬ, ϯϳ aƌe ďlaĐk iŶteƌ-itles iŶtƌoduĐiŶg the Ŷuŵďeƌ of the paƌiĐulaƌ 
daǇ, so theǇ do Ŷot ďeloŶg to the plot. These shots Ŷot oŶlǇ aŶŶouŶĐe the daǇ, ďut theǇ also 
seƌǀe as the ďƌeaks ďetǁeeŶ the Ŷaƌƌaiǀe aĐts of the ilŵ ;ǁith the eǆĐepioŶs of the shots 

605 �ite of the i lm at Cinemetrics available at http://www.cinemetrics.lv/movie.php?movie_ID=9�60 (Accessed  �ite of the ilm at Cinemetrics available at http://www.cinemetrics.lv/movie.php?movie_ID=9�60 (Accessed 
26.04.2013); in this the measurements of the ilm by Adrian Tomas �amit were used.
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Ŷƌ. ϯ aŶd ϯϳͿ. As these shots aƌe of a duƌaioŶ of litle ŵoƌe thaŶ ϲ seĐoŶds, theǇ foƌŵ outlieƌs 
if Đoŵpaƌed to the ƌest of the shots iŶ the ilŵ, ǁhiĐh usuallǇ last foƌ ϮϮϬ seĐoŶds aŶd ŵuĐh 
ŵoƌe. Thus, theǇ distuƌď the staisiĐal aŶalǇsis of the ilŵ ďeĐause the A“L pƌeseŶts a staisiĐal 
ŵeaŶ ďetǁeeŶ the loŶg aŶd the shoƌt shots. It seeŵs that iŶ Đase of The Turin Horse, it ǁould 
ďe ďeteƌ suited to ƌelǇ oŶ the ŵediaŶ ǀalue of the ilŵ. 

As stated eaƌlieƌ, the setup of The Turin Horse lasts uŶil the Ϯϴth ŵiŶute of the ilŵ. IŶ the 
ilŵ Fallen, ǁhiĐh also has ǀeƌǇ eǆteŶded shots aŶd ǁhose diƌeĐtoƌ Fƌed KeleŵeŶ also ǁas 
the cameraman on The Turin Horse, the loŶgest shots of the paƌiĐulaƌ aĐt disĐlose the ŵost 
ƌeleǀaŶt plot iŶfoƌŵaioŶ. But iŶ The Turin Horse this does Ŷot seeŵ to ďe the Đase. The loŶgest 
shots iŶ the setup aƌe shots Ŷƌ. ϰ ;fatheƌ aŶd daughteƌ put the hoƌse aŶd the Đaƌƌiage iŶto the 
staďleͿ, Ŷƌ. ϱ ;daughteƌ helps fatheƌ ƌeŵoǀe his ĐlothesͿ, aŶd Ŷƌ. ϲ ;theǇ eat diŶŶeƌͿ. NoŶe of 
these shots ĐaŶ ďe Đlassiied iŶ Ŷaƌƌaiǀe teƌŵs as ŵoƌe iŵpoƌtaŶt. All seeŵ to haǀe the saŵe 
Ŷaƌƌaiǀe iŵpoƌtaŶĐe. TheǇ also haǀe alŵost the saŵe duƌaioŶ. Thus, iŶ the setup of the ilŵ 
it is Ŷot possiďle to ŵake out a Ŷaƌƌaiǀe hieƌaƌĐhǇ of the takes. But it is iŵpoƌtaŶt to Ŷote 
that all these takes deŵoŶstƌate ǀiƌtuous Đaŵeƌa ŵoǀeŵeŶts, ǁhiĐh aƌe used ƌegaƌdless of 
plot deǀelopŵeŶt. CoŶseƋueŶtlǇ ǁe ĐaŶ ƌegaƌd the Đaŵeƌa ŵoǀeŵeŶt as a paƌaŵeteƌ of this 
paƌiĐulaƌ ŵode of ŶaƌƌaioŶ.
The ĐoŵpliĐaiŶg aĐioŶ sets iŶ ǁith the Ϯϴth ŵiŶute aŶd goes oŶ uŶil the ϲϱth ŵiŶute, that 
is to saǇ, it eŶĐoŵpasses the seĐoŶd daǇ of the aĐioŶ. Theƌe aƌe thƌee shots iŶ this aĐt that 
siĐk out iŶ ƌespeĐt to theiƌ duƌaioŶ. These aƌe the shots Ŷƌ. ϭϭ ;iŶ the ŵoƌŶiŶg, the daughteƌ 
pouƌs ǁateƌ fƌoŵ the ďoǁlͿ, Ŷƌ. ϭϰ ;the daughteƌ pouƌs ǁateƌ fƌoŵ the ďoǁl ateƌ haǀiŶg doŶe 
the lauŶdƌǇͿ, aŶd Ŷƌ. ϭϱ ;the Ŷeighďouƌ’s ǀisitͿ. What uŶites the thƌee shots is ǀeƌǇ eǆteŶsiǀe 
Đaŵeƌa ŵoǀeŵeŶts thƌoughout the takes, ďut this is also the Đase iŶ takes ǁith less eǆteŶded 
duƌaioŶ. Fƌoŵ a Ŷaƌƌaiǀe poiŶt of ǀieǁ, shots Ŷƌ.ϭϭ aŶd Ŷƌ. ϭϰ do Ŷot ƌeǀeal aŶǇ iŵpoƌtaŶt 
stoƌǇ iŶfoƌŵaioŶ – theǇ just illustƌate the eǀeƌǇdaǇ ƌouiŶe oŶ the faƌŵ. IŶ ĐoŵpaƌisoŶ, shot 
Ŷƌ. ϭϱ is Ƌuite aŵďiguous. As stated iŶ the Ŷaƌƌaiǀe aŶalǇsis of the ilŵ, this episode ǁith the 
Ŷeighďouƌ ǁho Đoŵes to ďoƌƌoǁ soŵe ďƌaŶdǇ is aĐtuallǇ a false tuƌŶiŶg poiŶt – iŶ Ŷaƌƌaiǀe 
teƌŵs it leads to ŶothiŶg. It just seƌǀes to ƌeŶeǁ the ǀieǁeƌ’s iŶteƌest iŶ the stoƌǇ. IŶteƌesiŶglǇ 
eŶough, this loŶgest take of the aĐt is situated at the eŶd of the paƌt.
The faĐt that shots Ŷƌ. ϭϭ aŶd Ŷƌ. ϭϰ, Ŷot ĐoŶtaiŶiŶg aŶǇ iŵpoƌtaŶt Ŷaƌƌaiǀe iŶfoƌŵaioŶ, aƌe 
paiƌed ǁith ǀiƌtuous Đaŵeƌa ŵoǀeŵeŶts ĐaŶ ďe iŶteƌpƌeted as a pƌoof foƌ the paƌaŵetƌiĐ 
ŵode of this paƌiĐulaƌ ilŵ. NaŵelǇ, iŶ shots ǁheƌe the Ŷaƌƌaiǀe gaiŶ of the shot is ǀeƌǇ loǁ 
ďut the stagiŶg staggeƌs the audieŶĐe, ǁe eŶĐouŶteƌ takes ǁith a puƌelǇ deĐoƌaiǀe fuŶĐioŶ as 
is usual iŶ the paƌaŵetƌiĐ ŵode.
DeǀelopŵeŶt I staƌts at the ϲϱth ŵiŶute aŶd lasts uŶil the ϵϮŶd ŵiŶute. It desĐƌiďes the eǀeŶts 
of the thiƌd daǇ. The loŶgest shot of the aĐt is the opeŶiŶg take. It shoǁs the daughteƌ iŶ 
the ŵoƌŶiŶg oŶ heƌ ǁaǇ to the ǁell. This shot ;Ŷƌ. ϭϳͿ lasts foƌ ϰϯϬ.ϵ seĐoŶds. “hot Ŷƌ. Ϯϭ, 
ǁhiĐh depiĐts the gǇpsies aƌƌiǀiŶg at the faƌŵ aŶd ǁhiĐh is ŶaƌƌaiǀelǇ a ŵoƌe iŵpoƌtaŶt shot, 
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is ĐoŶsideƌaďlǇ shoƌteƌ ;oŶlǇ Ϯϵϱ.ϲ seĐoŶdsͿ. Thus heƌe ǁe eŶĐouŶteƌ aŶotheƌ shot ǁhiĐh 
thƌough its eǆteŶded leŶgth has a puƌelǇ deĐoƌaiǀe fuŶĐioŶ.
DeǀelopŵeŶt II takes plaĐe fƌoŵ the ϵϮŶd ŵiŶute uŶil the ϭϮϭst ŵiŶute of the ilŵ; this aĐt 
ĐoŶsists of siǆ shots. All aƌe of a ĐoŶsideƌaďle duƌaioŶ ďetǁeeŶ ϮϬϲ.ϯ aŶd ϯϰϱ.ϲ seĐoŶds, ďut 
the thƌee loŶgest oŶes aƌe Ŷƌ. Ϯϰ ;daughteƌ goes to the ǁell iŶ the ŵoƌŶiŶg aŶd disĐoǀeƌs that it 
is eŵptǇͿ, Ŷƌ. Ϯϱ ;fatheƌ aŶd daughteƌ ǀisit theiƌ hoƌseͿ, aŶd Ŷƌ. Ϯϵ ;fatheƌ aŶd daughteƌ uŶload 
the Đaƌƌiage ateƌ theiƌ ƌetuƌŶͿ. If ǁe Đoŵpaƌe the leŶgth of these shots ǁith theiƌ Ŷaƌƌaiǀe 
ĐoŶteŶt, theŶ oŶlǇ shot Ŷƌ. Ϯϰ ĐaŶ ďe ƌegaƌded as haǀiŶg a tuƌŶiŶg poiŶt. NaŵelǇ, the dƌǇiŶg-
out of the ǁell is the last iŶĐideŶt iŶ the ĐhaiŶ of eǀeŶts that foƌĐes the fatheƌ to ƌeaĐh the 
deĐisioŶ to leaǀe theiƌ hoŵestead. Both otheƌ pƌoloŶged shots depiĐt aĐiǀiies that do Ŷot 
pƌopel the stoƌǇ. Thus, as iŶ the pƌeǀious aĐts of The Turin Horse, suĐh takes seƌǀe the Ŷeed foƌ 
déĐoƌ, aŶd iŶ doiŶg so the paƌaŵetƌiĐ ŵode of the Ŷaƌƌaiǀe Đoŵes iŶto ďeiŶg.
CuƌiouslǇ eŶough shot Ŷƌ. Ϯϴ, ǁhiĐh depiĐts a ǀast laŶdsĐape aŶd the faŵilǇ Đaƌƌiage at iƌst 
leaǀiŶg the shot, ďut ateƌ soŵe seĐoŶds ĐoŵiŶg ďaĐk hoŵe, is the shoƌtest shot of the aĐt – 
just ϮϬϲ.ϯ seĐoŶds. “uĐh shots ǁith ĐhaƌaĐteƌs depaƌiŶg ďeǇoŶd the hoƌizoŶ aŶd theŶ ĐoŵiŶg 
ďaĐk ǁithout a Đut to the Ŷeǆt shot haǀe ďeĐoŵe staŶdaƌd iŶ aƌt-house ĐiŶeŵa duƌiŶg the last 
Ǉeaƌs. OŶe ŵight ďe teŵpted to saǇ that this shoƌt shot ǁith suĐh deĐisiǀe aĐioŶ seƌǀes as 
pƌoof that iŶ The Turin Horse, like iŶ a staŶdaƌd HollǇǁood ilŵ, the ŵost iŵpoƌtaŶt aĐioŶ is 
depiĐted iŶ the shoƌtest shots. But suĐh a ĐoŶĐlusioŶ ǁould ďe totallǇ ŵisleadiŶg ďeĐause iŶ 
the Đase of this ĐoŵpaƌaďlǇ shoƌt shot ǁe aƌe sill dealiŶg ǁith shots ǁith aŶ eǆĐepioŶallǇ loŶg 
duƌaioŶ iŶ ĐoŵpaƌisoŶ to the A“L of a ŵodeƌŶ-daǇ, tƌadiioŶal HollǇǁood ilŵ. This ǁill ďe the 
suďjeĐt of the suďĐhapteƌ aďout Blissfully Yours.
The Đliŵaǆ of the ilŵ staƌts iŶ its ϭϮϭst ŵiŶute aŶd lasts uŶil the eŶd of the ilŵ, ĐoŶtaiŶiŶg 
also a ǀeƌǇ shoƌt epilogue ĐoŶsisiŶg of oŶe Ϯϰϲ.ϱ seĐoŶd shot. As the tƌeŶdliŶe shoǁs, this is 
ĐoŵpaƌaďlǇ the fastest aĐt of the ilŵ.
All iŶ all, The Turin Horse, ǁhiĐh siĐks out fƌoŵ the sloǁ ĐiŶeŵa eǆaŵples heƌeiŶ ǁith theiƌ ǀeƌǇ 
loŶg shots, is a ǀeƌǇ speĐial Đase. It is Ŷot oŶlǇ the sloǁest ilŵ of these sloǁ ĐiŶeŵa eǆaŵples, 
ďut also, as shoǁŶ aďoǀe, it is the tƌuest eǆaŵple of the paƌaŵetƌiĐ ŵode of Ŷaƌƌaiǀe. This 
ĐaŶ ďe pƌoǀeŶ ďǇ uŶiiŶg the Ŷaƌƌaiǀe aŶalǇsis of the shots ǁith the ƌesults oďtaiŶed fƌoŵ the 
staisiĐal stǇle aŶalǇsis.
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ϰ. FalleŶ ;dir. Fred KeleŵeŶ, ϮϬϬϱͿϲϬϲ

VeƌiĐal ƌesoluioŶ ϭ piǆel, height ϱϬϬ piǆels, degƌee of the tƌeŶdliŶe – ϭϮ.
A“L ϭϱϬ.ϳ, ŵediaŶ ϭϭϰ.ϲ, staŶdaƌd deǀiaioŶ ϭϭϮ.

The iƌst shot shoǁs the plaĐe ǁheƌe the iƌst episode takes plaĐe ;a ďƌidge oǀeƌ a ƌiǀeƌͿ, ďut 
aĐtuallǇ ĐoŶtaiŶs the opeŶiŶg Đƌedits of the ilŵ. It is at aŶǇ ƌate iŶĐluded iŶ the staisiĐal 
aŶalǇsis of the ilŵ. But iŶ this Đase ǁe ĐaŶŶot ƌegaƌd its leŶgth as aŶ aƌisiĐ stateŵeŶt of the 
diƌeĐtoƌ, ďeĐause it lasts oŶlǇ as loŶg as the opeŶiŶg Đƌedits. “o the iƌst shot of the ilŵ, ǁhiĐh 
sets the aƌisiĐ ageŶda of the diƌeĐtoƌ’s sigŶatuƌe, is aĐtuallǇ the seĐoŶd shot, ǁhiĐh ǁith its 
duƌaioŶ of ϭϴϲ.ϱ seĐoŶds alƌeadǇ pƌediĐts the oǀeƌall paĐe of the ilŵ. It is aďoǀe the A“L of 
the ilŵ of ϭϱϬ.ϳ seĐoŶds so, siŵilaƌlǇ to the pƌeǀious eǆaŵples, the iƌst shot of the ilŵ is a 
stǇlisiĐ deĐlaƌaioŶ aŶd also the iƌst eŶduƌaŶĐe test foƌ the audieŶĐe.
The setup lasts foƌ ϭϵ ŵiŶutes aŶd ĐoŶsists of ϴ shots. The loŶgest shot is iŶ the ŵiddle, aŶd 

606 Measured by Elīna Reitere, the i lm�s entry into Cinemetrics available at http://www.cinemetrics.lv/movie. Measured by Elīna Reitere, the ilm�s entry into Cinemetrics available at http://www.cinemetrics.lv/movie.
php?movie_ID=1255� (Accessed 3.05.2013).
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lasts foƌ ϯϮϬ.ϴ seĐoŶds ;shot Ŷƌ. ϲͿ. IŶ the seĐoŶd shot of the ilŵ, ǁhiĐh is aŵoŶg the loŶgest 
iŶ the setup, the iŶiial pƌoďleŵ is set – the ŵaiŶ ĐhaƌaĐteƌ Maiss heaƌs a ǁoŵaŶ falliŶg iŶto 
a ƌiǀeƌ. IŶ shot Ŷƌ. ϲ ǁe ƌeĐeiǀe all the useful iŶfoƌŵaioŶ aďout the ŵaiŶ ĐhaƌaĐteƌ ;his Ŷaŵe 
etĐ.Ϳ, ďut this shot also deliǀeƌs a poliĐe oiĐeƌ’s stƌaŶge ŵoŶologue, ǁhiĐh is Ŷot fuƌtheƌ 
deǀeloped as a theŵe. IŶ aŶǇ Đase it seeŵs that the shots ǁith the loŶgest duƌaioŶ ĐoŶtaiŶ 
the ŵost iŵpoƌtaŶt Ŷaƌƌaiǀe iŶfoƌŵaioŶ. 
IŶ the setup, it seeŵs that theƌe is a teŶdeŶĐǇ foƌ the leŶgth of the loŶgest shots of the aĐt to 
iŶĐƌease oǀeƌ the Đouƌse of the paƌt. 
The ĐoŵpliĐaiŶg aĐioŶ lasts foƌŵ the ϭϵth to the ϰϬth ŵiŶute of the ilŵ, aŶd heƌe ǁe ĐaŶ 
also oďseƌǀe the teŶdeŶĐǇ of the shots ďeĐoŵiŶg loŶgeƌ toǁaƌds the eŶd of the paƌt. The 
loŶgest shot of the ĐoŵpliĐaiŶg aĐioŶ is situated at the eŶd. It is shot Ŷƌ. ϭϰ, it lasts foƌ ϰϴϴ.ϵ 
seĐoŶds aŶd depiĐts the episode ǁheƌe Maiss ƌeads AliŶa’s leteƌ, ǁhiĐh iŶ Ŷaƌƌaiǀe teƌŵs 
is the tuƌŶiŶg poiŶt of the plot. As iŶ the setup, the ŵost iŵpoƌtaŶt Ŷaƌƌaiǀe iŶfoƌŵaioŶ is 
disĐlosed ǁithiŶ the loŶgest shot.
The deǀelopŵeŶt ďegiŶs iŶ the ϰϬth ŵiŶute of the ilŵ aŶd ƌuŶs uŶil the ϱϴth ŵiŶute. It ĐoŶsists 
of eight shots aŶd the loŶgest ;shot Ŷƌ. ϭϴͿ, is situated iŶ the ŵiddle. It is a ϯϬϬ.ϯ seĐoŶd loŶg 
take ǁheƌe Maiss ǁatĐhes the slides of AliŶa, heƌ husďaŶd aŶd heƌ loǀeƌ, ǁhiĐh is aŶotheƌ 
tuƌŶiŶg poiŶt of the ilŵ. The seĐoŶd loŶgest take of the deǀelopŵeŶt is at the eŶd, ǁhiĐh ǁe 
ĐaŶ Ŷoǁ ƌegaƌd as a pateƌŶ iŶ haǀiŶg the loŶgest takes ǁith the ŵost ƌeleǀaŶt stoƌǇ iŶfoƌŵaioŶ 
at the eŶd of the aĐt. IŶ this seĐoŶd loŶgest shot, ǁhiĐh lasts foƌ ϭϴϰ.ϲ seĐoŶds, the seĐoŶd 
ŵeeiŶg ďetǁeeŶ Maiss aŶd Aleǆei takes plaĐe, aŶd Aleǆei suggests that Maiss staǇs out of 
all this. 
But, as this aĐt aĐtuallǇ ĐoŶsists of loŶg shots ;as ŵeŶioŶed aďoǀeͿ aŶd ǀeƌǇ shoƌt oŶes ;ϵ.ϭ 
seĐoŶds; ϰϬ.ϳ seĐoŶdsͿ, the tƌeŶdliŶe eǆpeƌieŶĐes Ƌuite a haƌsh ƌise folloǁed ďǇ a siŵilaƌ 
suddeŶ fall.
The Đliŵaǆ sets iŶ at the ϱϴth ŵiŶute aŶd eŶds at the ϳϬth ŵiŶute. Although it lasts foƌ tǁelǀe 
ŵiŶutes, it aĐtuallǇ ĐoŶsists of oŶlǇ thƌee shots. The eǆplaŶaioŶ foƌ this peĐuliaƌitǇ is fouŶded 
iŶ the ƌelaioŶship ďetǁeeŶ the shot leŶgth aŶd the iŵpoƌtaŶĐe of the Ŷaƌƌaiǀe iŶfoƌŵaioŶ iŶ 
it. NaŵelǇ, the Đliŵaǆ ĐoŶtaiŶs the seĐoŶd loŶgest take of the ilŵ, ǁhiĐh also foƌŵs a ǀalleǇ iŶ 
the CiŶeŵetƌiĐs gƌaph of the ilŵ. Thus, as ǁas the Đase iŶ all the pƌeǀious aĐts of this ilŵ, the 
ŵost iŵpoƌtaŶt stoƌǇ iŶfoƌŵaioŶ is staged usiŶg aŶ eǆteŶsiǀelǇ loŶg take – it is the ŵeeiŶg of 
Maiss aŶd Aleǆei iŶ a ďaƌ, ǁheƌe Maiss, ǁith his iŶdisĐƌeet ƌeŵaƌks, dƌiǀes Aleǆei to Đoŵŵit 
suiĐide.
IŶ this paƌt the loŶgest shot is situated at the ďƌeak. As ǁe ĐaŶ see, Jaŵes CuiŶg’s oƌigiŶal 
thesis that the loŶgest shots take plaĐe Ŷeaƌ the aĐt ďƌeaks oteŶ holds tƌuth iŶ this ilŵ, ďut it 
ĐaŶŶot ďe used as a geŶeƌalizaioŶ foƌ all the sloǁ ĐiŶeŵa eǆaŵples heƌeiŶ.
The ĐlosiŶg paƌt of the ilŵ is aŶ epilogue that agaiŶ foƌŵs a sepaƌate aĐt. IŶ Fallen, the epilogue 
staƌts iŶ the ϳϬth ŵiŶute of the ilŵ aŶd eŶds iŶ its ϴϯƌd ŵiŶute. “iŵilaƌlǇ as iŶ Goodbye, Dragon 

Inn aŶd Liǀerpool, the epilogue has a difeƌeŶt ediiŶg pateƌŶ thaŶ the ƌest of the ilŵ. Fƌoŵ 
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the ϳ shots ǁithiŶ this paƌt, ϱ ƌuŶ foƌ aďout a ŵiŶute eaĐh, so that this paƌt oŶ aǀeƌage is 
Đut fasteƌ thaŶ the ƌest of the ilŵ. But, like iŶ alŵost all the otheƌ aĐts of the ilŵ, the last 
shot of the epilogue is the loŶgest shot of the paƌt aŶd ĐoŶtaiŶs the ŵost iŵpoƌtaŶt Ŷaƌƌaiǀe 
iŶfoƌŵaioŶ. NaŵelǇ, Maiss ǁitŶesses hoǁ AliŶa ƌetuƌŶs to heƌ faŵilǇ aŶd that tuƌŶs the 
ǁhole stoƌǇ upside doǁŶ.
The thesis heƌe aďout the Ŷaƌƌaiǀe of Fallen is that ǁe ĐaŶ disĐeƌŶ a paƌaŵetƌiĐ ŶaƌƌaioŶ of a 
ǁeak oƌdeƌ, aŶd the staisiĐal stǇle aŶalǇsis deliǀeƌs pƌoof foƌ that. IŶ the pƌeǀious Đhapteƌ it ǁas 
stated that ǁe ĐaŶŶot speak of stƌoŶg paƌaŵetƌiĐ ŶaƌƌaioŶ iŶ Fallen ďeĐause episodes ǁheƌe 
stǇle as déĐoƌ pƌeǀails alteƌŶate ǁith episodes ǁheƌe the stoƌǇ takes oǀeƌ. Noǁ, ateƌ haǀiŶg 
aŶalǇsed the ilŵ ǁith CiŶeŵetƌiĐs aŶd ĐoŶŶeĐted these ƌesults ǁith the Ŷaƌƌaiǀe aŶalǇsis 
of the ilŵ, it ďeĐoŵes Đleaƌ that the episodes ǁheƌe the stǇle pƌeǀails aƌe the oŶes ǁith the 
loŶgest shot leŶgth aŶd ǁith the ŵost iŵpoƌtaŶt Ŷaƌƌaiǀe iŶfoƌŵaioŶ. Thus, the eǆteŶded 
loŶg takes iŶ this paƌiĐulaƌ ilŵ aƌe Ŷot theƌe just foƌ stǇles sake, ďut paƌallel to deŵoŶstƌaiŶg 
the diƌeĐtoƌ’s stǇle theǇ ƌeǀeal iŵpoƌtaŶt stoƌǇ details. IŶ ĐoŵpaƌisoŶ, shoƌteƌ takes aĐtuallǇ 
seƌǀe to help to estaďlish Ŷaƌƌaiǀe ĐoheƌeŶĐe ďetǁeeŶ the episodes ;aŶd ďetǁeeŶ eǆteŶded 
takesͿ. Foƌ eǆaŵple, the shoƌtest shot of the ilŵ, shot Ŷƌ. ϭϳ, ǁhiĐh lasts foƌ oŶlǇ ϵ.ϭ seĐoŶds, 
shoǁs Maiss spǇiŶg oŶ Aleǆei iŶ his Ǉaƌd, ǁhiĐh seƌǀes as aŶ eǆplaŶaioŶ ǁhǇ ďoth ŵeŶ ŵeet 
agaiŶ iŶ the Ŷeǆt episode, ǁhiĐh takes plaĐe iŶ the ďaƌ. 
As poiŶted out iŶ ŵǇ Ŷaƌƌaiǀe aŶalǇsis, theƌe is a huge difeƌeŶĐe iŶ hoǁ the paƌaŵetƌiĐ ŵode of 
ŶaƌƌaioŶ is used iŶ Fallen aŶd iŶ The Turin Horse – ǁheƌeas iŶ Fallen ǁe eŶĐouŶteƌ oŶlǇ a ǁeak 
ŵode of paƌaŵetƌiĐ ŶaƌƌaioŶ, The Turin Horse is a shiŶiŶg eǆaŵple of this ŵode of aƌt-ĐiŶeŵa 
ŶaƌƌaioŶ. It ĐaŶ ďe stated that although ǁe eŶĐouŶteƌ the ŵost iŵpoƌtaŶt Ŷaƌƌaiǀe details iŶ 
the loŶgest shots aŶd ŵiŶoƌ eǀeŶts iŶ the shoƌtest shots, ǁe ĐaŶ sill deteĐt a paƌaŵeteƌ heƌe, 
ǁhiĐh is ďeiŶg ǀaƌied. NaŵelǇ, the alŵost stuďďoƌŶ use of the loŶg shot iŶ episodes that Đould 
ďe ďƌokeŶ iŶto shoƌteƌ shots. Thus, iŶ the Đase of Fallen ǁe sill haǀe a paƌaŵetƌiĐ ŶaƌƌaioŶ, 
ďut of a ǁeakeƌ oƌdeƌ, ďeĐause the plot deǀelopŵeŶt is paƌtlǇ ied to the stagiŶg.
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ϱ. BlissfullǇ Yours ;dir. ApiĐhatpoŶg WeerasathakulͿ ϲϬϳ

VeƌiĐal ResoluioŶ ϭ piǆel, height ϯϬϬ piǆels, degƌee of the tƌeŶdliŶe – ϭϮ.
A“L ϯϴ.ϯ; ŵediaŶ Ϯϭ.ϵ, staŶdaƌd deǀiaioŶ ϰϳ.ϱ.

IŶ the pƌeǀiouslǇ outliŶed Ŷaƌƌaiǀe oƌgaŶizaioŶ iŶ ApiĐhatpoŶg Weeƌasathakul’s Blissfully 

Yours, the ilŵ ĐoŶsists of iǀe paƌts: the setup ;ŵiŶutes ϭ - ϰϵͿ, the ĐoŵpliĐaiŶg aĐioŶ 
;ŵiŶutes ϱϬ - ϳϬͿ, the deǀelopŵeŶt ;ŵiŶutes ϳϭ - ϴϭͿ, the Đliŵaǆ ;ŵiŶutes ϴϮ - ϭϭϵͿ aŶd the 
epilogue ;ŵiŶutes ϭϭϵ - ϭϮϮͿ.
As the CiŶeŵetƌiĐ’s diagƌaŵ deŵoŶstƌates, iŶ this ilŵ too the iƌst shot is aŶ eǆtƌeŵelǇ loŶg 
oŶe ;Ϯϲϵ.ϭ seĐoŶdsͿ, thus deĐlaƌiŶg the aƌisiĐ ǀalues of the ilŵŵakeƌ. But iŶ this ilŵ, as 
ŵeŶioŶed aďoǀe, aŶ episode is ŵade up of seǀeƌal shots aŶd Ŷot just oŶe, as it ǁas the Đase 
in The TuriŶ Horse, Liǀerpool aŶd oteŶ iŶ Fallen. The tǁo loŶgest shots of this aĐt aƌe situated 
ƌight at the ďegiŶŶiŶg of the ilŵ, aŶd foƌŵ paƌt of the iƌst episode of Blissfully Yours. With the 
eǆĐepioŶ of shot Ŷƌ.Ϯ, ǁhiĐh takes plaĐe oŶ the stƌeet as RooŶg is ĐatĐhiŶg a taǆi, the otheƌ 
iǀe shots ǀisualize the episode at the hospital as OƌŶ is tƌǇiŶg to get a health ĐeƌiiĐate foƌ 
MiŶ. DuƌiŶg the Đouƌse of the setup, shoƌteƌ shots alteƌŶate ǁith leŶgthieƌ oŶes. As is usual iŶ 
ilŵ gƌaŵŵaƌ, Đlose-ups aƌe ŵostlǇ shoƌteƌ ;foƌ eǆaŵple, shot Ŷƌ, ϮϬ, BCU, ǁhiĐh lasts foƌ ϭϮ 
seĐoŶdsͿ, ǁhile all the otheƌ eǆteŶded shots iŶ this paƌt aƌe ilŵed usiŶg ŵediuŵ loŶg shots 
;Ŷƌ. ϭϱ, ϭϬϳ.ϱ seĐoŶdsͿ, ŵediuŵ Đlose-ups ;Ŷƌ. Ϯϴ, ϭϬϴ.ϵ seĐoŶdsͿ, oƌ loŶg shots ;the Đlusteƌ 
of shots Ŷƌ. ϰϰ, ϵϬ.Ϯ seĐoŶds; Ŷƌ. ϰϲ, ϵϵ.ϭ seĐoŶds; Ŷƌ. ϰϳ, ϴϱ.ϴ seĐoŶdsͿ. This is the oŶlǇ ilŵ 
ǁhose shot sĐale Đould ďe ŵeasuƌed usiŶg CiŶeŵetƌiĐs, ďeĐause Blissfully Yours ĐoŶsists of 
staiĐ takes. Theƌefoƌe, the shot sĐale is also ŵeŶioŶed heƌe.

60� Measured by Elīna Reitere, entry of the i lm into Cinemetrics available at http://www.cinemetrics.lv/movie. Measured by Elīna Reitere, entry of the ilm into Cinemetrics available at http://www.cinemetrics.lv/movie.
php?movie_ID=12340 (Accessed 14.05.2013).
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No pƌefeƌeŶĐes ĐaŶ ďe disĐeƌŶed iŶ teƌŵs of the Ŷaƌƌaiǀe ĐoŶteŶt of the shots aŶd theiƌ 
leŶgth. “o, if the leŶgth of the iƌst shot ĐaŶ ďe eǆplaiŶed as the stǇlisiĐ deĐlaƌaioŶ of the 
diƌeĐtoƌ, theŶ Ŷo ƌelaioŶ ďetǁeeŶ Ŷaƌƌaiǀe iŵpoƌtaŶĐe aŶd shot leŶgth ĐaŶ ďe ŵade out foƌ 
the otheƌ leŶgthǇ shots. Foƌ eǆaŵple, iŶ shot Ŷƌ. Ϯϴ, ǁhiĐh lasts foƌ ϭϬϴ.ϵ seĐoŶds aŶd is oŶe of 
the loŶgest iŶ the aĐt, ǁe see hoǁ OƌŶ aŶd MiŶ ďoaƌd a Đaƌ, she ƌuďs his old skiŶ aŶd applies 
a Đƌeaŵ oŶ his aƌŵ. This shot is Ŷot aŶǇ ŵoƌe iŵpoƌtaŶt thaŶ otheƌs iŶ teƌŵs of Ŷaƌƌaiǀe 
deǀelopŵeŶt. IŶ ĐoŵpaƌisoŶ, shot Ŷƌ. ϭϱ ;ϭϬϳ.ϱ seĐoŶdsͿ, ǁhiĐh is of siŵilaƌ leŶgth aŶd siĐks 
out of the oǀeƌall pateƌŶ of the setup, depiĐts a ŶaƌƌaiǀelǇ faƌ ŵoƌe iŵpoƌtaŶt sĐeŶe – OƌŶ 
eǆplaiŶs to “iƌote that the doĐtoƌ didŶ’t ǁaŶt to issue a health ĐeƌiiĐate foƌ MiŶ, aŶd OƌŶ 
eǆpƌesses the ǁish to haǀe aŶotheƌ Đhild.  Fƌoŵ the poiŶt of ǀieǁ of Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ, ǁe 
ƌeĐeiǀe soŵe iŶfoƌŵaioŶ iŶ this shot that helps us to ǀieǁ the ilŵ’s ĐhaƌaĐteƌs as ŵulifaĐeted 
ǁith ďaĐkgƌouŶd stoƌies. 
AŶotheƌ ďloĐk of the loŶgest shots iŶ this paƌt of the ilŵ aƌe the aďoǀe-ŵeŶioŶed shots Ŷƌ. 
ϰϰ, ϰϲ aŶd ϰϳ. The iƌst is RooŶg’s talk ǁith heƌ ďoss aďout geiŶg the ateƌŶooŶ of, ǁhiĐh is 
the poiŶt iŶ the stoƌǇ that opeŶs ƌooŵ foƌ RooŶg aŶd MiŶ to go to the ĐouŶtƌǇside. “hot Ŷƌ. 
ϰϲ shoǁs RooŶg geiŶg the ŵotoƌďike ƌeadǇ foƌ the depaƌtuƌe. But iŶ shot Ŷƌ. ϰϳ ǁe see MiŶ 
talkiŶg to the seĐuƌitǇ guaƌds of the faĐtoƌǇ, ǁithout kŶoǁiŶg ǁhat theǇ aƌe talkiŶg aďout. 
“o, it seeŵs that iŶ this ilŵ ǁe ĐaŶ also deteĐt teŶdeŶĐies ĐhaƌaĐteƌisiĐ to aƌt ĐiŶeŵa: these 
aƌe shots of a ĐoŶsideƌaďle leŶgth, ďut iŶ theiƌ Ŷaƌƌaiǀe ĐoŶteŶt theǇ do Ŷot disĐlose aŶǇ 
iŵpoƌtaŶt situaioŶs.
As eǆplaiŶed iŶ the Ŷaƌƌaiǀe aŶalǇsis of the ilŵ, the eŶiƌe ĐoŵpliĐaiŶg aĐioŶ ĐaŶ ďe eŶitled 
͞pastoƌal ,͟ ďeĐause it depiĐts MiŶ aŶd RooŶg goiŶg thƌough the juŶgle aŶd haǀiŶg a piĐŶiĐ oŶ a 
Đlif. At the ďegiŶŶiŶg of this paƌt ǁe iŶd oŶe loŶg take, ǁhiĐh, aloŶg ǁith seǀeƌal ŶeighďouƌiŶg 
shots, shoǁs the ĐhaƌaĐteƌs ŵoǀiŶg thƌough the juŶgle. Theƌe aƌe leŶgthǇ shots agaiŶ at the 
eŶd of the aĐt iŶ ǁhiĐh ǁe see the Đouple piĐŶiĐkiŶg, ǁalkiŶg aŶd eaiŶg ďeƌƌies. The ŵost 
iŵpoƌtaŶt is shot Ŷƌ. ϭϬϬ, ǁhiĐh lasts foƌ ϭϵϯ.ϯ seĐoŶds aŶd ƌeǀeals MiŶ’s iŶŶeƌ dialogue aďout 
hoǁ RooŶg taught hiŵ Thai. The loŶgest takes iŶ this ilŵ ĐaŶ seƌǀe ďoth puƌposes: oŶ oŶe 
haŶd theǇ aƌe used foƌ ǀisualiziŶg iŵpoƌtaŶt stoƌǇ iŶfoƌŵaioŶ, aŶd oŶ the otheƌ haŶd theǇ ĐaŶ 
siŵplǇ ďe deploǇed to illustƌate a ĐeƌtaiŶ atŵospheƌe, as it is the Đase ǁith the ǁalk aŶd piĐŶiĐ 
iŶ the juŶgle. Thus, Blissfully Yours ĐaŶŶot ďe deiŶed as puƌelǇ paƌaŵetƌiĐ, ǁheƌeiŶ the stǇle 
of the ilŵ is diǀoƌĐed fƌoŵ the Ŷaƌƌaiǀe ĐoŶteŶt of the shots.
The distƌiďuioŶ of the leŶgthǇ shots teŶds to suppoƌt Jaŵes CuiŶg’s oƌigiŶal thesis that aŶ aĐt 
ďegiŶs aŶd eŶds ǁith loŶgeƌ shots, ďeĐause the loŶgest oŶes aƌe situated Ŷeaƌ the ďegiŶŶiŶg 
aŶd the eŶd of the aĐt ďƌeaks. 
The deǀelopŵeŶt depiĐts the eǆpliĐit sĐeŶe iŶ the juŶgle ďetǁeeŶ OƌŶ aŶd heƌ loǀeƌ. What 
is stƌikiŶg fƌoŵ the diagƌaŵ is the faĐt that oŶlǇ thƌee difeƌeŶt shot sĐales aƌe used foƌ the 
ilŵ’s ǀisual soluioŶ: the Đlose-up, the ŵediuŵ Đlose-up aŶd the loŶg shot. No ƌule ĐaŶ ďe 
disiŶguished ďetǁeeŶ the leŶgth of the Đlose-ups aŶd loŶg shots, ďut the ŵediuŵ Đlose-ups 
teŶd to ďe loŶgeƌ.
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The Đliŵaǆ depiĐts the ĐhaƌaĐteƌs ďathiŶg iŶ the ƌiǀeƌ aŶd sŶooziŶg ateƌǁaƌds. As ǁas the 
Đase ǁith the episode that depiĐted the Đouple’s ǁalk thƌough the juŶgle, these episodes aƌe 
also staged usiŶg ŵaŶǇ shots. As the shot tƌaŶsiioŶ is ǀeƌǇ sŵooth though, the pƌoposal put 
foƌth heƌeiŶ is that iŶ this Đase the shots seeŵ loŶgeƌ thaŶ theǇ ƌeallǇ aƌe. This faĐt helps to 
fosteƌ the iŵpƌessioŶ that this paƌt of the ilŵ is ǀeƌǇ sloǁ, although the CiŶeŵetƌiĐs’ gƌaph 
deŵoŶstƌates seǀeƌal peaks aŶd loǁs oǀeƌ the Đouƌse of the aĐt. 
The loŶgest shot of the aĐt Đoŵes at its eŶd. It is shot Ŷƌ. ϭϴϲ, a Đlose-up that lasts foƌ Ϯϯϲ 
seĐoŶds, aŶd shoǁs RooŶg plaǇiŶg ǁith MiŶ’s peŶis. AĐĐoƌdiŶg to ilŵ gƌaŵŵaƌ, it is Ƌuite 
uŶusual that a shot like this is of suĐh a loŶg duƌaioŶ. 
If ǁe look at the eŶiƌe gƌaph, theƌe seeŵs to ďe a pateƌŶ of shot leŶgths iŶ this ilŵ. NaŵelǇ, 
it staƌts aŶd eŶds ǁith uŶusuallǇ loŶg shots ǁhiĐh ďǇ faƌ eǆteŶd the aǀeƌage shot leŶgth. 
AddiioŶallǇ, iŶ the ŵiddle of the ilŵ ǁe eŶĐouŶteƌ ĐoŵpaƌaďlǇ loŶg shots ;the ĐoŵpliĐaiŶg 
aĐioŶ ͞Pastoƌal͟Ϳ, ǁhiĐh iŶ this Đase seeŵ to deliǀeƌ a Đaesuƌa Ŷot oŶlǇ iŶ Ŷaƌƌaiǀe teƌŵs 
;the ĐoŵpliĐaiŶg aĐioŶ as a passage fƌoŵ ĐitǇ life to the juŶgleͿ, ďut also iŶ teƌŵs of shot 
duƌaioŶ. As ŵeŶioŶed, iŶ Blissfully Yours ǁe eŶĐouŶteƌ a peĐuliaƌ situaioŶ ǁheƌeiŶ the 
ǀieǁeƌ peƌĐeiǀes the shots to ďe loŶgeƌ thaŶ theǇ aĐtuallǇ aƌe. 
“iŵilaƌlǇ as iŶ Liǀerpool, ǁith a plot diǀided ďetǁeeŶ the ĐitǇ aŶd a sŵall ǀillage, aŶd shot 
leŶgths ĐoƌƌespoŶdiŶg to fast ĐitǇ life ǀs. the peaĐeful paĐe of the ĐouŶtƌǇside, suĐh a teŶdeŶĐǇ 
ĐaŶ also ďe ŵade out iŶ Blissfully Yours. NaŵelǇ, ǁheŶ the Ŷaƌƌaiǀe leaǀes the ĐitǇ ďehiŶd the 
CiŶeŵetƌiĐs gƌaph shoǁs ŵoƌe duƌaioŶal takes.
As is the Đase ǁith all the otheƌ eǆaŵples, the epilogue also foƌŵs a sepaƌate paƌt, although a 
ǀeƌǇ shoƌt oŶe. These thƌee shots, siŵilaƌ to the otheƌ eǆaŵples, difeƌ fƌoŵ the ƌest of the ilŵ. 
Tǁo of the shots ĐaŶ ďe iŶteƌpƌeted as RooŶg’s poiŶt-of-ǀieǁ shots, ďut the last shot shoǁs 
heƌ lookiŶg diƌeĐtlǇ iŶto the Đaŵeƌa. Foƌ the iƌst iŵe iŶ the ilŵ the Đaŵeƌa aŶd the Ŷaƌƌaiǀe 
Đoŵe Đlose to RooŶg’s iŶŶeƌ life aŶd heƌ feeliŶgs. This epilogue Đould also ďe a ďegiŶŶiŶg of a 
Ŷeǁ plot liŶe if it ǁas Ŷot the eŶd of the ilŵ.
As Ŷo ĐoƌƌelaioŶ ďetǁeeŶ the leŶgth of the take aŶd its Ŷaƌƌaiǀe ĐoŶteŶt ĐaŶ ďe ŵade out iŶ 
Blissfully Yours – it seeŵs totallǇ aƌďitƌaƌǇ – this leads to the ĐoŶĐlusioŶ that ApiĐhatpoŶg’s ilŵ 
ĐaŶ also ďe deeŵed aŶ eǆaŵple of paƌaŵetƌiĐ ĐiŶeŵa.
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6. Colossal Youth ;dir. Pedro Costa, ϮϬϬϲͿϲϬϴ

VeƌiĐal ƌesoluioŶ ϭ piǆel, height ϱϬϬ piǆels, degƌee of the tƌeŶdliŶe – ϭϮ.
A“L – ϳϴ.ϵ seĐoŶds, ŵediaŶ – ϰϰ.ϳ seĐoŶds, staŶdaƌd deǀiaioŶ ϭϬϭ.ϲ .

A ĐoŶĐlusioŶ iŶ the Ŷaƌƌaiǀe aŶalǇsis of the ilŵ Colossal Youth stated that the fouƌ-aĐt sĐheŵe 
ĐoŵpletelǇ ďƌeaks doǁŶ, aŶd ǁe eŶĐouŶteƌ the fƌagŵeŶizaioŶ of the Ŷaƌƌaiǀe iŶto difeƌeŶt 
theŵes. IŶ teƌŵs of sloǁ ĐiŶeŵa the iŶteƌest lies iŶ the ilŵ’s loŶgest takes aŶd theiƌ Ŷaƌƌaiǀe 
ĐoŶteŶt, aŶd peƌhaps this ĐaŶ seƌǀe as a poiŶt of depaƌtuƌe iŶ ƌeĐogŶiziŶg a stƌuĐtuƌal pateƌŶ 
iŶ the ilŵ.
Most of the loŶgest takes iŶ the ilŵ aƌe Đlusteƌed iŶ VaŶda’s lat ;shot Ŷƌ. ϭϰ, Ϯϴϳ.ϱ seĐoŶds; 
Ŷƌ. Ϯϳ, ϲϭϰ.ϳ seĐoŶds; Ŷƌ. ϰϰ, ϰϯϱ.ϱ seĐoŶds; Ŷƌ. ϲϴ, ϱϱϲ.ϯ seĐoŶdsͿ, ǁith the eǆĐepioŶ of shot 
Ŷƌ. ϴϵ ;ϰϬϳ.ϱ seĐoŶdsͿ, ǁhiĐh takes plaĐe iŶ the hospital ǁheƌe aŶ ill Paulo is talkiŶg aďout his 
ǁishes. The sĐeŶes ǁith VaŶda aƌe staged iŶ ǀeƌǇ loŶg shots, the shoƌtest ďeiŶg shot Ŷƌ. ϴϱ 
;ϭϵϰ.ϵ seĐoŶdsͿ, ǁhiĐh, iŶ teƌŵs of Colossal Youth, is aŵoŶg the leŶgthieƌ takes of the ilŵ. 
Thus, the ilŵŵakeƌ’s aƌisiĐ stƌategǇ seeŵs to depiĐt VaŶda aŶd heƌ stoƌies iŶ liŶgeƌiŶg takes. 

608 Entry of the i lm into Cinemetrics: http://www.cinemetrics.lv/movie.php?movie_ID=�909�nogo36  Entry of the ilm into Cinemetrics: http://www.cinemetrics.lv/movie.php?movie_ID=�909�nogo36 
(Accessed 25.05.2013). In this case, the measurement of the ilm done by Adrian Tomas �amit was used.
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All of these loŶg takes aƌe loŶg shots iŶ theiƌ shot sĐale, aŶd the shoƌtest takes ŵaiŶlǇ illustƌate 
VeŶtuƌa’s ĐoŵiŶgs aŶd goiŶgs thƌough FoŶtaiŶhas oƌ iŶ the Ŷeǁ distƌiĐt of Casa al Boďa ;ŵoƌe 
oteŶ ilŵed usiŶg ŵediuŵ-leŶgth shots oƌ lessͿ. Thus, the laƌge-sĐale shots oteŶ last loŶgeƌ 
oŶsĐƌeeŶ iŶ ĐoŵpaƌisoŶ to sŵalleƌ sĐale shots that haǀe a shoƌteƌ duƌaioŶ. IŶ this ƌespeĐt 
Colossal Youth siĐks to the tƌadiioŶal ƌules of ilŵ gƌaŵŵaƌ.
The theŵe, ǁhiĐh is ƌesolǀed iŶ ĐoŵpaƌaďlǇ shoƌt shots, is the episode iŶ the aƌt ŵuseuŵ aŶd 
VeŶtuƌa’s stoƌǇ aďout his aĐĐideŶt duƌiŶg the ĐoŶstƌuĐioŶ of the ŵuseuŵ ;Ŷƌ. ϯϮ - Ŷƌ. ϰϬͿ. 
The faĐt that seǀeƌal theŵes aƌe depiĐted iŶ a ƌigoƌous ŵaŶŶeƌ ;VaŶda, iŶ eǆteŶsiǀelǇ loŶg 
takes, the ŵuseuŵ episode iŶ shoƌt takes, the loŶg takes oŶ a laƌge sĐale, the shoƌt takes oŶ 
a sŵall sĐaleͿ suggests that iŶ Colossal Youth foƌŵ folloǁs fuŶĐioŶ, though suƌelǇ this saǇiŶg 
ĐaŶŶot ďe uŶdeƌstood iŶ the saŵe ǁaǇ as iŶ a ŵaiŶstƌeaŵ ilŵ. As ŵeŶioŶed iŶ the Đhapteƌ 
aďout the Ŷaƌƌaiǀe ĐoŶstƌuĐioŶ of sloǁ ĐiŶeŵa, Pedƌo Costa is a poliiĐal ilŵŵakeƌ ǁho 
ǁaŶts to depiĐt FoŶtaiŶhas aŶd its iŶhaďitaŶts iŶ a ǁaǇ ďest suited to its people. IŶ Costa’s 
opiŶioŶ, this happeŶs to ďe the loŶg shot aŶd the loŶg take.
At the saŵe iŵe ǁe sill haǀe aŶ aďuŶdaŶĐe of shots of seeŵiŶglǇ aƌďitƌaƌǇ duƌaioŶ. Foƌ 
eǆaŵple, the ǁaǇ the ilŵŵakeƌ depiĐts the dialogue ďetǁeeŶ VeŶtuƌa aŶd LeŶto, oƌ VeŶtuƌa’s 
ŵeeiŶgs ǁith the goǀeƌŶŵeŶt oiĐial, oƌ seǀeƌal shots iŶ the sluŵ. All of these aƌisiĐ deĐisioŶs 
ŵade ďǇ Costa ĐaŶ ďe jusiied ǁith his ǁish to do jusiĐe to the Ŷeighďouƌhood, so that eǀeƌǇ 
shot is ďoth a poliiĐal stateŵeŶt aŶd also aŶ aƌisiĐ oŶe. IŶ aestheiĐ teƌŵs Costa folloǁs 
the saŵe aƌisiĐ ageŶda as the otheƌ sloǁ ĐiŶeŵa ilŵŵakeƌs – loŶg shots ǁheƌe ͞ŶothiŶg 
happeŶs ,͟ ďut the ďaĐkgƌouŶd foƌ his deeds is ĐoŵpletelǇ difeƌeŶt. This issue ǁas dealt ǁith 
iŶ the Ŷaƌƌaiǀe aŶalǇsis of the ilŵ.  The ƌesults of the plot aŶalǇsis aĐƋuiƌe a ŵoƌe ƌeiŶed 
jusiiĐaioŶ if liŶked to the ƌesults of the staisiĐal stǇle aŶalǇsis. AŶd ǀiĐe ǀeƌsa – if the ilŵ’s 
iŵage iŶ CiŶeŵetƌiĐs ƌeseŵďles the otheƌ sloǁ ĐiŶeŵa eǆaŵples ǁith its eǆteŶsiǀelǇ laƌge ƌaŶge 
of ϲϭϬ.ϭ seĐoŶds, theŶ it is oŶlǇ thƌough Ŷaƌƌaiǀe aŶalǇsis, ǁhiĐh uŶdeƌliŶes the ilŵŵakeƌ’s 
sigŶatuƌe as a poliiĐal stateŵeŶt, that Pedƌo Costa’s eǆĐepioŶal plaĐe ǁithiŶ the ĐoŶteŵpoƌaƌǇ 
ĐiŶeŵa laŶdsĐape ĐaŶ ďe Đlaƌiied. With this ďaĐkgƌouŶd kŶoǁledge Costa’s stagiŶg stƌategǇ 
is jusiied aŶd does Ŷot seeŶ to ďe totallǇ aƌďitƌaƌǇ, as oŶe ŵight haǀe ĐoŶĐluded fƌoŵ the 
Ŷaƌƌaiǀe aŶalǇsis of the ilŵ. CuƌiouslǇ though, if iŶ teƌŵs of stƌuĐtuƌal aŶalǇsis Colossal Youth 

seeŵed to ďe a highlǇ peĐuliaƌ ilŵ, theŶ ǁith the staisiĐal iŶfoƌŵaioŶ iŶ ŵiŶd, the ilŵ ĐaŶ 
ďe iŶteƌpƌeted as a ŵoƌe ĐlassiĐal eǆaŵple ǁheƌe stǇle folloǁs fuŶĐioŶ. But, iŶ oƌdeƌ to aƌƌiǀe 
at this ĐoŶĐlusioŶ, ǁe Ŷeed ďoth – the Ŷaƌƌaiǀe / stƌuĐtuƌal aŶd the staisiĐal aŶalǇses as theǇ 
suppoƌt eaĐh otheƌ. 
FiŶallǇ, it’s teŵpiŶg to state that it’s possiďle to deteĐt ǁhetheƌ a ilŵ ďeloŶgs to sloǁ ĐiŶeŵa 
oƌ Ŷot fƌoŵ the phǇsiĐal iŵage of the shot leŶgths. As ŵeŶioŶed aďoǀe, the sloǁ ĐiŶeŵa 
gƌaphs ƌeseŵďle those of otheƌ ilŵs thƌoughout ilŵ histoƌǇ that haǀe used loŶg takes aŶd a 
laƌge shot ƌaŶge. But a ĐoŵpaƌisoŶ of the A“L, a paƌaŵeteƌ fƌoŵ the staisiĐal stǇle aŶalǇsis 
that has Ŷot Ǉet ďeeŶ used, ďetǁeeŶ the ilŵs ĐaŶ possiďlǇ deliǀeƌ a deiŶite aŶsǁeƌ oŶ hoǁ to 
ƌeĐogŶize sloǁ ĐiŶeŵa ǁith the help of ilŵ staisiĐs.
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ϳ. Where does sloǁ ĐiŶeŵa ďegiŶ? 
As BaƌƌǇ “alt has oďseƌǀed, oǀeƌ the Đouƌse of iŵe the ĐuiŶg ƌates iŶ AŵeƌiĐaŶ ĐiŶeŵa haǀe 
iŶĐƌeased. BetǁeeŶ ϭϵϰϲ aŶd ϭϵϱϭ the A“L aǀeƌaged ϵ seĐoŶds, ǁhile iŶ ϭϵϵϰ-ϭϵϵϵ it ƌeaĐhed 
ϯ seĐoŶds.ϲϬϵ

It’s teŵpiŶg to seek the A“L of sloǁ ĐiŶeŵa as ǁell. “alt eǆplaiŶs that foƌ AŵeƌiĐaŶ ilŵs ŵade 
ateƌ ϭϵϵϬ, the A“L of ϭϬ seĐoŶds is the iguƌe ǁith ǁhiĐh aƌt ilŵs staƌt.ϲϭϬ As sloǁ ĐiŶeŵa 
ĐoŶsitutes a ďƌaŶĐh of aƌt ĐiŶeŵa, it seeŵs likelǇ that the aďsolute iguƌes of the A“L of sloǁ 
ĐiŶeŵa lie faƌ ďeǇoŶd the ŵeŶioŶed ϭϬ seĐoŶds. The Đase eǆaŵples heƌeiŶ, if listed aĐĐoƌdiŶg 
to theiƌ shot leŶgths, look like this: Blissfully Yours – ϯϴ.ϯ seĐoŶds, Goodbye, Dragon Inn – ϱϯ 
seĐoŶds, Liǀerpool – ϲϯ.ϯ seĐoŶds, Colossal Youth – ϳϴ.ϵ seĐoŶds, Fallen – ϭϱϬ.ϳ seĐoŶds, The 

Turin Horse – ϮϮϵ.Ϯ seĐoŶds. The A“L of sloǁ ĐiŶeŵa eǆaŵples that Matheǁ FlaŶagaŶ, ǁho is 
ĐuƌƌeŶtlǇ the ŵost iŶlueŶial authoƌitǇ oŶ ƋuesioŶs ĐoŶĐeƌŶiŶg this ilŵ ŵoǀeŵeŶt, listed as 
a guideliŶe iŶ ϮϬϬϴ look ǀeƌǇ siŵilaƌ. His eǆaŵples ǁeƌe: Caƌlos ReǇgado’s SileŶt Light ;ϮϬϬϳͿ 
ǁith ϯϱ.ϭ seĐoŶds, Alďeƌt “eƌƌa’s HoŶor de Caǀalleria ;ϮϬϬϲͿ ǁith ϯϱ.ϳ seĐoŶds, Gus VaŶ “aŶt’s 
Gerry ;ϮϬϬϮͿ ǁith ϲϱ.ϭ seĐoŶds, Hou Hsiao-hsieŶ’s CafĠ Luŵiğre ;ϮϬϬϯͿ ǁith ϲϲ.ϳ seĐoŶds, Paz 
EŶĐiŶa’s HaŵaĐa ParaguaǇa ;ϮϬϬϲͿ ǁith ϭϯϲ.ϲ seĐoŶds, Bela Taƌƌ’s Sátántangó ;ϭϵϵϰͿ ǁith 
ϭϱϭ.ϰ seĐoŶds, aŶd Aďďas Kiaƌostaŵi’s Fiǀe: 5 LoŶg Takes DediĐated to Yasujiro Ozu ;ϮϬϬϯͿ ǁith 
aŶ ϴϴϰ.ϴ seĐoŶds A“L.611 Thus, although he ŵeŶioŶs seǀeƌal otheƌ ilŵŵakeƌs thaŶ this studǇ 
does, these aƌe sill ͞the usual suspeĐts͟ that aƌe alǁaǇs ĐoŶŶeĐted to sloǁ ĐiŶeŵa.
It seeŵs that iŶ sloǁ ĐiŶeŵa ǁe ĐaŶ take aŶ A“L of ϯϬ seĐoŶds as the diǀidiŶg liŶe, ǁith the 
otheƌ eŶd of the ŵeasuƌeŵeŶts let opeŶ. IŶ aŶǇ Đase, Bela Taƌƌ staŶds at the faƌ eŶd of 
the list, ǁhiĐh Đould ďe eǆplaiŶed ďǇ his eǆĐepioŶal stǇle Ŷot oŶlǇ iŶ teƌŵs of aƌt ĐiŶeŵa, 
ďut also ǁithiŶ the fƌaŵeǁoƌk of sloǁ ĐiŶeŵa. The aǀeƌage shot ŵeasuƌes foƌ sloǁ ĐiŶeŵa 
seeŵs to lie soŵeǁheƌe ďetǁeeŶ ϱϬ aŶd ϴϱ seĐoŶds. These ĐoŶsideƌaioŶs aƌe suppoƌted ďǇ 
a ŵoƌe detailed look at the A“L thƌoughout the ilŵogƌaphies of the ilŵŵakeƌs iŶ ƋuesioŶ. 
Foƌ eǆaŵple, ApiĐhatpoŶg Weeƌasathakul ŵaiŶlǇ ǁoƌks ǁith aŶ A“L a litle aďoǀe ϯϬ seĐoŶds 
;Blissfully Yours, ϮϬϬϮ – ϯϴ.ϯ seĐoŶds; Syndromes and a Century, ϮϬϬϱ – ϯϲ.ϲ seĐoŶds; UŶĐle 
BoŶŵee Who CaŶ ‘eĐall His Past Liǀes, ϮϬϭϬ - ϯϰ.ϵ seĐoŶdsͿ, the oŶlǇ eǆĐepioŶ ďeiŶg the 
ilŵ TropiĐal MaladǇ ;ϮϬϬϲͿ ǁith oŶlǇ ϭϲ.ϲ seĐoŶds.612 IŶ ĐoŵpaƌisoŶ, LisaŶdƌo AloŶso uses aŶ 
aǀeƌage leŶgth of aƌouŶd ϲϬ seĐoŶds: La Liďertad, ϮϬϬϭ – ϲϮ.ϵ seĐoŶds; Los Muertos, ϮϬϬϰ – 
ϲϱ.ϰ seĐoŶds; Fantasma, ϮϬϬϲ – ϳϵ.ϯ seĐoŶds; Liǀerpool, ϮϬϬϴ – ϲϯ.ϯ seĐoŶds. 
Not suƌpƌisiŶglǇ, theƌe also aƌe ilŵŵakeƌs ǁho ǁoƌk ǁith ǀaƌǇiŶg A“Ls. Tsai MiŶg-LiaŶg aŶd 
Hou Hsiou-HsieŶ aƌe eǆaŵples. Although Tsai MiŶg-LiaŶg’s aǀeƌage leŶgths ǀaƌǇ ĐoŶsideƌaďlǇ, 
he siĐks to the A“Ls of sloǁ ĐiŶeŵa that aƌe ďetǁeeŶ ϯϬ aŶd ϴϱ seĐoŶds. His deďut ilŵ, 

609 Barry Salt  Barry Salt The Shape of 1999.The Stylistics of American Movies at the End of the Century in Barry Salt 
Moving Into Pictures. More on Film History, Style, and Analysis, London, 2006, p. 332.
610Barry Salt Barry Salt The Shape of 1999.The Stylistics of American Movies at the End of the Century in Barry Salt 
Moving Into Pictures. More on Film History, Style, and Analysis, London, 2006, p. 334.
611 Matthew Flanagan  Matthew Flanagan Towards an Aesthetic of Slow in Contemporary Cinema. in 16:9, 29, 2008, available at  
http://www.16-9.dk/2008-11/side11_inenglish.htm (Accessed 24.06.2013).
612 All the data was taken from the Cinemetrics database. All the data was taken from the Cinemetrics database.
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Rebels of the Neon God ;ϭϵϵϮͿ ǁith aŶ oŶlǇ ϭϴ.ϳ seĐoŶds A“L is aŶ eǆĐepioŶ. His suďseƋueŶt 
ilŵ ĐoŶiŶue like this: Viǀre l´aŵour, ϭϵϵϰ – ϯϲ seĐoŶds613; The ‘iǀer, ϭϵϵϳ – ϱϮ.ϯ seĐoŶds; 
The Hole, ϭϵϵϴ – ϱϯ seĐoŶds; What Time Is It There?, ϮϬϬϭ – ϲϬ.ϭ seĐoŶds; Goodbye, Dragon 

Inn, ϮϬϬϯ – ϱϯ seĐoŶds; The Wayward Cloud, ϮϬϬϱ – ϯϰ.ϲ seĐoŶds; I DoŶ͛t WaŶt to Sleep AloŶe, 
ϮϬϬϲ – ϲϱ.ϳ seĐoŶds; aŶd FaĐe, ϮϬϬϵ – ϴϰ.ϭ seĐoŶds.
Ateƌ lisiŶg the A“L fƌoŵ ŵoƌe sloǁ ĐiŶeŵa ilŵs ǁe get a ďiggeƌ piĐtuƌe. AgaiŶ, Bela Taƌƌ’s 
eǆĐepioŶal posiioŶ ĐaŶ ďe uŶdeƌliŶed. NaŵelǇ, his aƌisiĐ stƌategǇ thƌoughout his latest ǁoƌk 
is to use eǆĐessiǀe A“L: DaŵŶaioŶ, ϭϵϴϴ – ϭϭϲ.ϳ seĐoŶds; Satantango, ϭϵϵϰ – ϭϰϱ.ϳ seĐoŶds; 
WerĐkŵeister HarŵoŶies, ϮϬϬϬ – Ϯϭϵ.ϰ seĐoŶds; The MaŶ froŵ LoŶdoŶ, ϮϬϬϳ – Ϯϰϴ.ϲ seĐoŶds; 
aŶd The Turin Horse, ϮϬϭϭ – ϮϮϵ.Ϯ seĐoŶds.614

OďǀiouslǇ the ilŵŵakeƌs ǁho, aĐĐoƌdiŶg to ilŵ ĐƌiiĐs, ďeloŶg to sloǁ ĐiŶeŵa use this stǇlisiĐ 
pateƌŶ steadilǇ. But ǁhetheƌ ǁe aƌe dealiŶg ǁith paƌaŵetƌiĐ ĐiŶeŵa has to ďe ĐoŶsideƌed 
oŶ a Đase-ďǇ-Đase ďasis. As this Đhapteƌ deŵoŶstƌated, that ĐaŶŶot ďe ĐoŶĐluded solelǇ fƌoŵ 
staisiĐal aŶalǇsis. While CiŶeŵetƌiĐs helps to deteĐt the shot leŶgths, eǆteŶsiǀe duƌaioŶ aloŶe 
ĐaŶŶot lead us to ĐoŶĐlusioŶs aďout the Ŷatuƌe of the Ŷaƌƌaiǀe. IŶ the Đase of paƌaŵetƌiĐtǇ the 
ĐƌuĐial ƋuesioŶ is – ǁheŶ is a loŶg shot just a loŶg shot that is ŵoƌe ĐhaƌaĐteƌisiĐ to aƌt ĐiŶeŵa 
if used iŶdepeŶdeŶtlǇ fƌoŵ plot Ŷeeds, aŶd ǁheŶ is it a sǇsteŵaiĐ stǇlisiĐ stƌategǇ. Daǀid 
Boƌdǁell ĐoŵpliĐates the deiŶiioŶ of paƌaŵetƌiĐ ŵode eǀeŶ ŵoƌe ǁheŶ he aĐkŶoǁledges 
that theƌe aƌe tǁo possiďle paƌaŵetƌiĐ Ŷaƌƌaiǀe stƌategies. Wheƌeas the iƌst oŶe uses oŶlǇ 
a Ŷaƌƌoǁ ƌaŶge of stǇlisiĐ possiďiliies at haŶd, the seĐoŶd stƌategǇ ͞eǆploits a ǁide ƌaŶge 
of paƌadigŵaiĐ pƌoĐeduƌes .͟615  This studǇ suggests that the ĐoŶĐlusioŶ, ǁheŶ dealiŶg ǁith 
paƌaŵetƌiĐitǇ, ĐaŶ oŶlǇ ďe ŵade ǁheŶ the ƌesults of the Ŷaƌƌaiǀe aŶalǇsis aŶd the CiŶeŵetƌiĐs 
data aƌe ĐoŶŶeĐted iŶ a Đaƌeful aŶalǇsis of a ilŵ’s stagiŶg as it is doŶe iŶ the pƌeseŶt Đhapteƌ.
At this poiŶt, oŶe iŵpoƌtaŶt ƌeŵaƌk has to ďe ŵade. NaŵelǇ, Maƌk Betz, ǁho is oŶe of the ƌaƌe 
ilŵ sĐholaƌs to touĐh upoŶ the issue of paƌaŵetƌiĐ Ŷaƌƌaiǀe, aƌgues that paƌaŵetƌiĐ ĐiŶeŵa 
is a teƌŵ that has to ďe applied to a ǁide ƌaŶge of ilŵŵakeƌs aŶd ilŵs, ďeĐause it is the foƌŵ 
iŶ ǁhiĐh the ŵodeƌŶisŵ of the ϭϵϲϬs aŶd ϭϵϳϬs ĐoŶiŶues to iŶlueŶĐe ilŵ Đultuƌe faƌ ďeǇoŶd 
Euƌope.616 The ƌeseaƌĐh heƌe shoǁs that ǁe ĐaŶŶot use suĐh sǁeepiŶg ĐoŶĐlusioŶs. IŶ the Đase 
of paƌaŵetƌiĐ ĐiŶeŵa ǁe haǀe to ǁoƌk oŶ a Đase-ďǇ-Đase ďasis.
Theƌe is aŶotheƌ paƌaŵeteƌ deteĐted ďǇ CiŶeŵetƌiĐs that ǁas ďƌielǇ touĐhed upoŶ at the 
ďegiŶŶiŶg of the Đhapteƌ. NaŵelǇ, the ƌaŶge of the shot leŶgths. This iguƌe deŵoŶstƌates the 
ƌaŶge of the shots iŶ a ilŵ, aŶd the stƌikiŶg ĐoŶĐlusioŶs aƌe tǁofold. Fiƌst of all, sloǁ ilŵs 
ĐoŶtaiŶ ǀeƌǇ shoƌt ;seǀeƌal seĐoŶdͿ shots as ǁell, though the ǀieǁeƌs oŶlǇ ƌeŵeŵďeƌ the ǀeƌǇ 
eǆteŶded shots. “eĐoŶdlǇ, these ƌaŶges aƌe siŵilaƌ to aƌt ilŵs, ďegiŶŶiŶg ǁith those fƌoŵ the 

613 �ith the exception of the i lms  �ith the exception of the ilms Vivre l´amour and The Hole, for which data was taken from David Bordwell 
Figures Traced in Light: On Cinematic Staging, Berkeley, 2005, p. 156, all the other data was obtained through 
Cinemetrics.
614 All the data from the Cinemetrics database. All the data from the Cinemetrics database.
615 David Bordwell  David Bordwell Narration in the Fiction Film, 1985, p. 285.
616 Mark Bet�  Mark Bet� Beyond Europe: On Parametric Transcendence in Rosalind Galt, Karl �choonover (eds.) Global 
Art Cinema. New Theories and Histories, New York, 2010, p. 40, 44.
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ϭϵϲϬs. Foƌ ĐoŵpaƌisoŶ, the ǀalues of the sloǁ ĐiŶeŵa eǆaŵples fƌoŵ this studǇ aƌe as folloǁs: 
Goodbye, Dragon Inn – ϯϮϭ.ϭ seĐoŶds; Liǀerpool – ϭϳϴ.Ϯ seĐoŶds; Fallen - ϰϵϳ.ϴ seĐoŶds; 
The Turin Horse – ϰϯϯ.ϳ seĐoŶds; Blissfully Yours – ϯϰϯ.ϱ seĐoŶds; aŶd Colossal Youth – ϲϭϬ.ϭ 
seĐoŶds. 
As usual, these iguƌes aĐƋuiƌe ŵeaŶiŶg oŶlǇ if ƌelated to ĐouŶteƌ-eǆaŵples – ŶaŵelǇ, 
ŵaiŶstƌeaŵ HollǇǁood ilŵs haǀe a ǀeƌǇ shoƌt A“L. The BourŶe Uliŵatuŵ ;ϮϬϬϳͿ has a ƌaŶge 
of shot leŶgths of ϭϴ.ϵ seĐoŶds ;A“L – Ϯ.ϭ seĐoŶdsͿ, ďut The BourŶe SupreŵaĐǇ ;ϮϬϬϰͿ – Ϯϴ.ϳ 
seĐoŶds ;A“L – Ϯ.ϰ seĐoŶdsͿ.  Although it doesŶ’t seeŵ ƌeasoŶaďle to ateŵpt to deiŶe a shot 
ƌaŶge ďeŶĐhŵaƌk that ǁould ĐhaƌaĐteƌize sloǁ ĐiŶeŵa, it ĐaŶ ďe stated that the shot ƌaŶge 
ǁill also ďe of a ĐoŶsideƌaďle size iŶ sloǁ ĐiŶeŵa as ďoth ǀalues iŶteƌaĐt ǁith eaĐh otheƌ. It 
is eǀeŶ ŵoƌe useless to tƌǇ to set a diǀidiŶg liŶe foƌ the ƌaŶge ǀalues as theǇ fuŶĐioŶ oŶlǇ iŶ 
ĐoŶŶeĐioŶ ǁith a laƌge A“L. Foƌ eǆaŵple, the ilŵ MouliŶ ‘ouge ;diƌ. Baz LuhƌŵaŶ, ϮϬϬϭͿ has 
Ƌuite a laƌge shot ƌaŶge of ϵϲ.ϴ seĐoŶds, ďut its A“L ƌeaĐhes oŶlǇ Ϯ.Ϯ seĐoŶds!617

FiŶallǇ, the ƌaŶge data piĐtuƌe ǁould Ŷot ďe Đoŵplete if EuƌopeaŶ aƌt ĐiŶeŵa data ǁas 
ŵissiŶg. FlaŶagaŶ, iŶ his thesis ͚Sloǁ CiŶeŵa͛: TeŵporalitǇ aŶd StǇle iŶ CoŶteŵporarǇ Art aŶd 
EǆperiŵeŶtal Filŵ, disĐoǀeƌed the ƌoots of this ilŵ stǇle iŶ post WWII aƌt ĐiŶeŵa aŶd iŶ the 
eǆpeƌiŵeŶtal ĐiŶeŵa of the ϭϵϲϬs.618 IŶteƌesiŶglǇ eŶough, the staisiĐal ǀalues of the ilŵs 
of these aƌt house ilŵŵakeƌs ǁhoŵ FlaŶagaŶ Đites as pƌedeĐessoƌs – Caƌl Theodoƌ DƌeǇeƌ, 
MiĐhelaŶgelo AŶtoŶioŶi aŶd AŶdƌei TaƌkoǀskǇ619 – look siŵilaƌ to sloǁ ĐiŶeŵa gƌaphs. Foƌ 
eǆaŵple, Ordet ďǇ DƌeǇeƌ ;ϭϵϱϱͿ has aŶ aǀeƌage shot leŶgth of ϲϱ.ϯ seĐoŶds aŶd a ƌaŶge of 
ϰϮϰ.ϳ seĐoŶds.ϲϮϬ AŶtoŶioŶi’s La sigŶora seŶza Đaŵelie ;ϭϵϱϯͿ has aŶ A“L of ϱϱ.ϲ seĐoŶds, ďut 
a ƌaŶge of ϯϮϭ.ϴ seĐoŶds621 aŶd SaĐriiĐe ďǇ TaƌkoǀskǇ has aŶ A“L of ϳϮ.ϯ seĐoŶds aŶd a shot 
ƌaŶge of ϱϯϵ.ϳ seĐoŶds.622 Thus, siŵilaƌiies ĐaŶ ďe uŶĐoǀeƌed ǁith the help of staisiĐal stǇle 
aŶalǇsis.

ϴ. SuŵŵarǇ of staisiĐal aŶalǇsis
Although aƌt ĐiŶeŵa is uŶdeƌstood as aŶ eǆpƌessioŶ of uŶiƋue aƌisiĐ ǀisioŶ aŶd thus it seeŵed 
hopeless at the ďegiŶŶiŶg to tƌǇ to iŶd ƌegulaƌiies iŶ the staisiĐal ŵeasuƌeŵeŶts of these 
ilŵs, soŵe ƌegulaƌiies ĐaŶ ďe deteĐted.
The iƌst ĐoŶĐlusioŶ is that iŶ sloǁ ĐiŶeŵa, like iŶ the ŵaiŶstƌeaŵ pƌoduĐioŶs, the ilŵs 
ďegiŶ ǁith loŶgeƌ shots, ǁhiĐh, iŶ the Đase of sloǁ ĐiŶeŵa, seeŵs to ďe a deĐlaƌaioŶ of the 

61� http://www.cinemetrics.lv/movie.php?movie_ID=9913 (Accessed 26.06.2013), measured by Charles 
O�Brien.
618 Michael Pattison AV Festival: Slow Cinema Weekend, Part I – Panel Discussion in Front Row Reviews, 
12.03.2012 available at http://www.frontrowreviews.co.uk/ilm_events/av-festival-slow-cinema-weekend-part-1-
panel-discussion/14998 (Accessed 26.06.2013).
619 Matthew Flanagan ‘Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film, 
University of Exeter, 2012, p. 11, available at  https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed 
May 2013).
620 http://www.cinemetrics.lv/movie.php?movie_ID=8999, measured by Barry �alt (Accessed 26.06. 2013).
621 http://www.cinemetrics.lv/movie.php?movie_ID=540, measured by Yuri Tsivian (Accessed 26.06.2013).
622 http://www.cinemetrics.lv/movie.php?movie_ID=8598, measured by Mohsen Nasrin (Accessed  26.06. 
2013).
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ilŵŵakeƌ’s aƌisiĐ ǀisioŶ ƌatheƌ thaŶ a Ŷaƌƌaiǀe ŶeĐessitǇ.
“eĐoŶdlǇ, although Jaŵes CuiŶg’s thesis deĐlaƌed that shots teŶd to ďe shoƌteƌ toǁaƌds 
the ŵiddle of the paƌt holds tƌue oŶlǇ foƌ the Đliŵaǆ, the eǆaŵples heƌeiŶ teŶd to shoǁ the 
ĐoŶĐlusioŶ that oteŶ iŶ sloǁ ĐiŶeŵa – hoǁeǀeƌ, Ŷot alǁaǇs – the loŶgest shots ĐaŶ ďe fouŶd 
Ŷeaƌ the paƌt ďƌeaks. OŶe of the loŶgest shots iŶ a giǀeŶ paƌt is ŵostlǇ situated toǁaƌds the 
eŶd of the seĐioŶ ;Goodbye, Dragon Inn - ĐoŵpliĐaiŶg aĐioŶ, deǀelopŵeŶt, Đliŵaǆ; Liǀerpool 
– setup, deǀelopŵeŶt, Đliŵaǆ; Fallen - ĐoŵpliĐaiŶg aĐioŶ, deǀelopŵeŶt, Đliŵaǆ, epilogue; 
Blissfully Yours – ĐoŵpliĐaiŶg aĐioŶ, ĐliŵaǆͿ.
IŶ the ƌeǀised ǀeƌsioŶ of his iŶdiŶgs, CuiŶg stƌessed that shot leŶgths iŶĐƌease at the eŶd, 
likelǇ duƌiŶg the epilogue.623 This studǇ’s aŶalǇsis ĐaŶ oŶlǇ ĐoŶiƌŵ this faĐt. Thus, ĐoŶĐeƌŶiŶg 
the iƌst aŶd last takes of a ilŵ, ďoth – a staŶdaƌd ŵaiŶstƌeaŵ pƌoduĐioŶ as ǁell as a sloǁ ilŵ 
– use loŶgeƌ shots, although, ǁheŶ eǆpƌessed iŶ aďsolute leŶgths theǇ ǁill difeƌ ĐoŶsideƌaďlǇ.

623 James E. Cutting, Kaitlin L. Brunick, Jordan E. Delong On Shot Lengths and Film Acts: A Revised View in 
Projections Vol.6, Nr. 1, 2012, p. 114.
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Filŵŵakeƌ BĠla Taƌƌ eǆpƌessed a ĐoŶǀiĐioŶ that eǀeƌǇthiŶg ĐaŶ foƌŵ a stoƌǇ.624 It is a peĐuliaƌ 
deĐlaƌaioŶ if ǁe take iŶto aĐĐouŶt that iŶ ilŵ studies aŶd iŶ the ŵiŶds of ĐiŶeŵa-goeƌs alike, 
theƌe is a huge difeƌeŶĐe ďetǁeeŶ ŵaiŶstƌeaŵ ĐiŶeŵa aŶd the eǀeŶts suĐh ilŵs Đhoose to 
tell ;saǀiŶg the ǁoƌld, falliŶg iŶ loǀe, uŶĐoǀeƌiŶg ĐƌiŵeͿ, aŶd those usuallǇ suďsuŵed uŶdeƌ the 
ŶoioŶ of stƌaŶge, peĐuliaƌ ͞Đultuƌal ǀegetaďles͟ suĐh as aƌt ĐiŶeŵa iŶ geŶeƌal oƌ sloǁ ĐiŶeŵa 
iŶ paƌiĐulaƌ. This studǇ set out to sĐƌuiŶize the ŶaƌƌaioŶ of sloǁ ĐiŶeŵa ďǇ lookiŶg at ǁhetheƌ 
the fouƌ aĐt sĐheŵe, as deǀeloped ďǇ KƌisiŶ ThoŵpsoŶ, ĐaŶ ďe applied to the sloǁ ĐiŶeŵa 
ŵoǀeŵeŶt that is at the lǇŶĐhpiŶ of this pƌojeĐt.

A tƌiggeƌ foƌ the pƌeoĐĐupaioŶ ǁith the aĐt stƌuĐtuƌe iŶ sloǁ ĐiŶeŵa ĐoŶtaiŶed heƌeiŶ ǁeƌe tǁo 
ƌeŵaƌks of ThoŵpsoŶ. Fiƌst of all, heƌ speĐulaioŶ that the ϮϬ- to ϯϬ-ŵiŶute ƌaŶge, ǁhiĐh lies 
at heaƌt of the aĐt ŵodel, ŵight ĐoƌƌespoŶd to the ateŶioŶ spaŶ of the speĐtatoƌ.625 “eĐoŶdlǇ, 
that peƌĐepioŶ foƌ aĐt stƌuĐtuƌes iŶ ilŵs ĐaŶ ďe aĐƋuiƌed oǀeƌ the Ǉeaƌs ďǇ the audieŶĐe iŶ 
aĐĐuŵulaiŶg ĐiŶeŵaiĐ eǆpeƌieŶĐes.626 As this pƌojeĐt deŵoŶstƌated, the assuŵpioŶ that the 
aĐt stƌuĐtuƌe should also hold tƌue iŶ the Đase of sloǁ ĐiŶeŵa, tuƌŶed out to ďe oŶlǇ paƌtlǇ 
ĐoƌƌeĐt. NaŵelǇ, the iŶtƌoduĐtoƌǇ paƌt iŶ sloǁ ilŵs ;the setupͿ teŶds to ďe loŶgeƌ thaŶ usual 
ϮϬ-ϯϬ ŵiŶutes. It ĐaŶ eǀeŶ ďe the loŶgest paƌt of all aĐts. Altogetheƌ, it Đould Ŷot ďe ĐoŶiƌŵed 
that aĐts haǀe siŵilaƌ leŶgths iŶ sloǁ ilŵs. Hoǁeǀeƌ, the aĐt stƌuĐtuƌe ĐaŶ ďe ŵade out iŶ sloǁ 
ĐiŶeŵa as ǁell, although ǁhat difeƌeŶiates this ĐiŶeŵaiĐ ŵoǀeŵeŶt fƌoŵ the ŵaiŶstƌeaŵ 
is the ĐhaŶged Ŷatuƌe of the ĐlassiĐal Ŷaƌƌaiǀe deǀiĐes. Fuƌtheƌŵoƌe, a ĐhaƌaĐteƌ’s goals aƌe 
deĐisiǀe foƌ the ďuildiŶg of a Đause-aŶd-efeĐt ĐhaiŶ. IŶ sloǁ ĐiŶeŵa theǇ ƌeŵaiŶ uŶĐleaƌ oƌ 
ĐhaŶge ǁithout fuƌtheƌ ŵoiǀaioŶ. Blissfully Yours, foƌ eǆaŵple, disĐloses a stƌuĐtuƌe ǁhiĐh 
is siŵplǇ aŶ aligŶŵeŶt of episodes, ďut the stoƌǇ’s foƌǁaƌd iŵpetus Đoŵes fƌoŵ the pƌiŶĐipal 
ĐhaƌaĐteƌs tƌaǀelliŶg aĐƌoss the ĐitǇ aŶd to the juŶgle.

The uŶiied Ŷaƌƌaiǀes so ĐhaƌaĐteƌisiĐ of HollǇǁood aƌe sitĐhed togetheƌ ďǇ ͞ daŶgliŶg Đauses͟ 
that iŶ sloǁ ĐiŶeŵa oteŶ tuƌŶ out to ďe a ǁƌoŶg path aŶd thus lead to ŶothiŶg. ThoŵpsoŶ 
jusiies the ďƌeaks ďetǁeeŶ the paƌts ǁith a shit iŶ the ĐhaƌaĐteƌ’s goals.627 As ǁe disĐoǀeƌed, 
iŶ sloǁ ĐiŶeŵa Ŷaƌƌaiǀes the goals staǇ aŵďiguous aŶd thus ĐaŶŶot ďe takeŶ as staŶdaƌd. 
IŶstead, the so Đalled ͞tuƌŶiŶg poiŶts͟ ŵaǇ oteŶ ďe fouŶd ǁithiŶ the aƌisiĐ desigŶ – uŶusual 
ĐuiŶg pateƌŶs, Đlosed ǀs. opeŶ spaĐes, ƌeŵaƌkaďle Đaŵeƌa ŵoǀeŵeŶts, ǀisual juǆtaposiioŶs, 
ĐhaŶge of atŵospheƌe etĐ. HeŶĐe, sloǁ ilŵs sill haǀe aŶ aĐt stƌuĐtuƌe, alďeit oŶe that ƌefuses 

624 Virginie Sülavy The Turin Horse: Interview with Béla Tarr in Electric Sheep Magazine: a deviant View of 
Cinema, 4.06.2012. available at http://www.electricsheepmagazine.co.uk/features/2012/06/04/the-turin-horse-
interview-with-bela-tarr/ (Accessed 2.02. 2014).
625 Kristin Thompson Storytelling in the New Hollywood. Understanding Classical Narrative Technique, 
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to applǇ the ĐlassiĐal Ŷaƌƌaiǀe deǀiĐes. Whole paƌts of the ilŵ ĐaŶ ďe stƌuĐtuƌed aƌouŶd oŶe 
paƌiĐulaƌ ŵood ǁithout ĐoŶtaiŶiŶg aŶǇ iŵpoƌtaŶt Ŷaƌƌaiǀe deǀelopŵeŶts. Theƌefoƌe Taƌƌ’s 
stateŵeŶt that eǀeƌǇthiŶg ĐaŶ ďe tuƌŶed iŶto a stoƌǇ, if at iƌst douďful, Đould ďe tƌue. AŶd, 
seĐoŶdlǇ, the aĐt sĐheŵe ĐaŶ ďe ƌegaƌded as a uŶiǀeƌsal Ŷaƌƌaiǀe ŵodel that applies Ŷot oŶlǇ 
to ŵaiŶstƌeaŵ ilŵs.

Hoǁeǀeƌ, the assessŵeŶt of the aĐt stƌuĐtuƌe iŶ sloǁ ĐiŶeŵa is oŶlǇ a staƌiŶg poiŶt foƌ this 
pƌojeĐt. Foƌ aŶǇ stƌuĐtuƌe Ǉields ĐeƌtaiŶ efeĐts, aŶd the ŶaƌƌaioŶ iŶ aŶǇ ilŵ is oƌgaŶized iŶ 
oƌdeƌ to pƌoduĐe suĐh efeĐts foƌ the audieŶĐe.

The guidiŶg liŶe Đaŵe fƌoŵ a fuŶĐioŶalist peƌspeĐiǀe oŶ ilŵ Ŷaƌƌaiǀe aŶd the efeĐts it 
geŶeƌates. As Meiƌ “teƌŶďeƌg stated: ͞theƌe aƌe Ŷo foƌŵs eǆĐept iŶ teƌŵs of fuŶĐioŶs, that 
is, ǁheŶ Ǉou look at the teǆt, ǁhat Ǉou uŶdeƌstaŶd the teǆt to ďe doiŶg deteƌŵiŶes the foƌŵs 
that Ǉou see. Foƌŵs do Ŷot eǆist aŶǇǁheƌe, eǆĐept iŶ the ŵiŶd that ŵakes fuŶĐioŶal seŶse of 
disĐouƌse.͟ 628 

A ilŵ’s ŵost ĐoŵŵoŶ fuŶĐioŶ is to tell the audieŶĐe a stoƌǇ, so that ŵost ĐiŶeŵa ateŶdees 
aǁait pƌeĐiselǇ this. IŶ oƌdeƌ to eǆaŵiŶe this pƌoĐess of ĐoŵŵuŶiĐaioŶ – the ilŵ sĐƌeeŶiŶg 
ĐaŶ ďe ƌegaƌded as suĐh – the ReleǀaŶĐe theoƌǇ, deǀeloped ďǇ Deiƌdƌe WilsoŶ aŶd DaŶ “peƌďeƌ, 
ǁas ĐhoseŶ as aŶ appƌoaĐh foƌ sĐƌuiŶiziŶg the ǁaǇ iŶ ǁhiĐh the ǀieǁeƌ assess iŵpoƌtaŶĐe 
to the iŵages pƌeseŶted oŶsĐƌeeŶ. Although this theoƌǇ has ďeeŶ deǀeloped iŶ ƌegaƌd to 
eǀeƌǇdaǇ ĐoŵŵuŶiĐaioŶ, it ĐaŶ ǀeƌǇ ǁell ďe applied to the ĐoŵpƌeheŶsioŶ pƌoĐess of aƌt, 
ďeĐause iŶ oƌdeƌ to ŵake seŶse of aƌtǁoƌks ǁe use the saŵe ĐogŶiiǀe aŶd ĐoŵŵuŶiĐaiǀe 
aďiliies. EǀeŶ ŵoƌe, the pƌoĐess of eǆpeƌieŶĐiŶg ilŵ, as Boƌdǁell suggests, is ďest desĐƌiďed 
as ĐoŶǀeƌgeŶt iŶfeƌeŶĐe ŵakiŶg, ǁheƌe the ilŵŵakeƌ desigŶs the ilŵ iŶ a ǁaǇ that Ǉields 
ĐeƌtaiŶ ƌeaĐioŶs fƌoŵ the ǀieǁeƌ, aŶd that these ƌeaĐioŶs aƌe ŵoƌe oƌ less foƌeseeŶ ďǇ the 
ilŵŵakeƌ.629 This ǀieǁ seƌǀes as a pƌoof that the ReleǀaŶĐe theoƌǇ is the ƌight appƌoaĐh to 
Đhoose, ďeĐause WilsoŶ& “peƌďeƌ also uŶdeƌliŶe that the appƌoaĐh theǇ deǀeloped is ďased 
oŶ iŶfeƌeŶĐe ŵakiŶg as a ŵodel of ĐoŵŵuŶiĐaioŶ.ϲϯϬ

IŶ assessiŶg ŵoƌe aŶd ŵoƌe Đase eǆaŵples of duƌaioŶal ĐiŶeŵa foƌ the puƌposes of this 
pƌojeĐt, the ŶoioŶ of ǁeak iŵpliĐatuƌes, as deǀeloped ďǇ WilsoŶ aŶd “peƌďeƌ, aĐƋuiƌed 
iŶĐƌeasiŶg iŵpoƌtaŶĐe foƌ ŵodelliŶg the ĐoŵpƌeheŶsioŶ heuƌisiĐs. Wheƌeas the authoƌ of the 
uteƌaŶĐe is iŶ Đhaƌge of geŶeƌaiŶg stƌoŶg iŵpliĐatuƌes, the ƌespoŶsiďilitǇ foƌ ĐƌeaiŶg ǁeak 
iŵpliĐatuƌes lies ĐoŵpletelǇ ǁith the ǀieǁeƌ. The ƋuotaioŶs aŶd stateŵeŶts of the ilŵŵakeƌs 
Đited thƌoughout the ilŵ aŶalǇsis aďout ǁhǇ this oƌ that eǀeŶt oƌ detail appeaƌs iŶ the plot, 
deŵoŶstƌated that sloǁ ĐiŶeŵa diƌeĐtoƌs oteŶ do Ŷot haǀe a pƌopeƌ eǆplaŶaioŶ foƌ ǁhat theǇ 

628 Meir Sternberg Reconceptualizing narratology. Arguments for a Functionalist and Constructivist Approach 
to Narrative in Enthymema, Issue IV 2011, p. 41.
629 David Bordwell Three Dimensions of Film Narrative in David Bordwell Poetics of Cinema, New York, 
2008, p. 124.
630 Dan Sperber, Deidre Wilson Relevance. Communication and Cognition, 2ed edition, Oxford, 1995, p. ?
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depiĐt – as ǁe ĐaŶ ĐoŶĐlude fƌoŵ LisaŶdƌo AloŶso’s aitude oŶ the ƌefeƌeŶĐe to the saǁŵill oƌ 
the keǇ ĐhaiŶ iŶ his ilŵ Liverpool. Thus, iŶ sloǁ ilŵs ǁe eŶĐouŶteƌ a peĐuliaƌ situaioŶ ǁheƌe 
the authoƌs aƌe ƌespoŶsiďle foƌ the oǀeƌall desigŶ of the uteƌaŶĐe ;ilŵͿ, ǁithout paƌiĐulaƌ 
eǆplaŶaioŶs foƌ theiƌ aƌisiĐ ĐhoiĐes. CoŶseƋueŶtlǇ ǁe ĐaŶ ĐoŶĐlude that sloǁ ĐiŶeŵa is a Đase 
of ǁeak ĐoŵŵuŶiĐaioŶ, ďeĐause the ĐoŵŵuŶiĐaiǀe aĐts iŶ sloǁ ĐiŶeŵa aƌe doŵiŶated ďǇ 
ǁeak iŵpliĐatuƌes. EǀeŶ ŵoƌe, as ĐoŶĐluded iŶ the aŶalǇsis of the ilŵs Liverpool and Colossal 

Youth, at a ĐeƌtaiŶ poiŶt ǁe aƌƌiǀe at the liŵits of ǁeak iŵpliĐatuƌes, ďeĐause the ilŵŵakeƌ’s 
iŶteŶioŶs ƌeŵaiŶ iŶaĐĐessiďle to the ǀieǁeƌ. If iŶ Liverpool these ǁeƌe the ƌefeƌeŶĐes to the 
saǁŵill aŶd the keǇ ĐhaiŶ, theŶ iŶ Colossal Youth it is the iŵpoƌtaŶĐe of the stoƌǇ as suĐh. IŶ 
teƌŵs of the ReleǀaŶĐe theoƌǇ, ǁeak ĐoŵŵuŶiĐaioŶ is sill paƌt of the theoƌǇ, ǁhiĐh iŵplies 
that the authoƌ ŵaǇ haǀe soŵehoǁ foƌeseeŶ oƌ aĐkŶoǁledged the iŶfeƌeŶĐes ŵade ďǇ the 
addƌessee. This issue seeŵs to pose a pƌoďleŵ eǀeŶ foƌ WilsoŶ. “he aĐkŶoǁledges that ͞the 
ƌeleǀaŶĐe-theoƌeiĐ ĐoŵpƌeheŶsioŶ heuƌisiĐ is Ŷot a disĐoǀeƌǇ pƌoĐeduƌe desigŶed to take a 
teǆt oƌ uteƌaŶĐe as iŶput aŶd Ǉield aŶ iŶteƌpƌetaioŶ iŶ ǁhiĐh all aŵďiguiies oƌ iŶdeteƌŵiŶaĐies 
aƌe ƌesolǀed iŶ the ǁaǇ the iŶteŶded͟ aŶd fuƌtheƌ: ͞the ĐoŵŵuŶiĐatoƌ’s iŶfoƌŵaiǀe aŶd 
ĐoŵŵuŶiĐaiǀe iŶteŶioŶs ĐaŶŶot ďe deĐoded, ďut oŶlǇ ŶoŶ-deŵoŶstƌaiǀelǇ iŶfeƌƌed, so that 
ĐoŵpƌeheŶsioŶ ŶeĐessaƌilǇ takes plaĐe at a ƌisk.͟ ϲϯϭ But she does Ŷot aĐkŶoǁledge that theƌe 
ŵaǇ ďe a ield ďeǇoŶd the ReleǀaŶĐe theoƌǇ.

“he also tuƌŶs ouƌ ateŶioŶ to the faĐt that, as the ReleǀaŶĐe theoƌeiĐ aĐĐouŶt deŵoŶstƌates, 
ĐoŵŵuŶiĐaioŶ is Ŷot a Ǉes-Ŷo ŵateƌ, ďut ƌatheƌ a ŵateƌ of degƌee foƌ ǁhiĐh the difeƌeŶiaioŶ 
ďetǁeeŶ stƌoŶg aŶd ǁeak ĐoŵŵuŶiĐaioŶ is deĐisiǀe. IŶ sloǁ ilŵs the zoŶes of iŶdeteƌŵiŶaĐies 
foƌ ǁhiĐh oŶlǇ the ǀieǁeƌ’s iŶteƌpƌetaioŶ is ǀital, appeaƌ to ďe staŶdaƌd. Theƌefoƌe WilsoŶ’s 
ĐoŶǀiĐioŶ that the authoƌ aŶd the ƌeadeƌ haǀe a shaƌed ƌespoŶsiďilitǇ foƌ eǀeƌǇ uteƌaŶĐe, 
aŶd that thus eǀeƌǇ uteƌaŶĐe ĐaŶ ďe iŶĐoƌpoƌated aŶd eǆplaiŶed iŶ teƌŵs of the ReleǀaŶĐe 
theoƌǇ, at least iŶ the Đase of sloǁ ĐiŶeŵa, is ƌefuted. The liŶguist BillǇ Claƌk ƌightlǇ stƌesses the 
difeƌeŶĐe ďetǁeeŶ iŵpliĐatuƌes aŶd iŵpliĐaioŶs. Wheƌeas iŵpliĐatuƌes aƌe the iŶteƌpƌetaioŶs 
that the authoƌ iŶteŶded to ĐoŶǀeǇ, ŵeƌe iŵpliĐaioŶs aƌe Ŷot ĐoŶsisteŶt ǁith the PƌiŶĐiple of 
ReleǀaŶĐe ďeĐause theǇ do Ŷot Đoŵe fƌoŵ the teǆt at all.ϲϯϮ “eǀeƌal sĐeŶes iŶ sloǁ ĐiŶeŵa ŵaǇ 
ďe iŶǀested ǁith suĐh uŶiŶteŶded ŵeaŶiŶg, ďut the ŵost iŵpƌessiǀe eǆaŵple is the episode 
fƌoŵ The Turin Horse ǁheƌeiŶ Ohlsdoƌfeƌ aŶd his daughteƌ go ďeǇoŶd the hoƌizoŶ aŶd theŶ 
ƌetuƌŶ soŵe ŵiŶutes lateƌ, ďut theƌe is Ŷo eǀideŶĐe iŶ the ilŵ foƌ hoǁ this sĐeŶe should ďe 
iŶteƌpƌeted.  We ĐaŶ theƌefoƌe ĐoŶsideƌ suĐh episodes as Đases of iŵpliĐaioŶs. AŶd so, the 
ilŵ’s Ŷaƌƌaiǀe stƌuĐtuƌe is deĐisiǀe foƌ the deĐisioŶ oŶ ǁhat ĐaŶ ďe ƌegaƌded as iŵpliĐatuƌes 
oƌ iŵpliĐaioŶs.

631 Deirdre Wilson Relevance and the interpretation of literary works in Ye Tian (ed.) Working Papers in 
Linguistics, Vol. 23, 2011, London’s Global University, available at http://www.ucl.ac.uk/psychlangsci/research/
linguistics/publications/wpl/11papers/Wilson2011 (Accessed 20.05.2014).
632 Billy Clark Stylistic analysis and relevance theory in Language and Literature, 1996, Vol. 5, p. 170.
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At the Đoƌe of the aƌguŵeŶt thƌoughout the pƌojeĐt lies the Đlaiŵ that the ĐoŶstƌuĐioŶ of 
the uteƌaŶĐe, oƌ, iŶ this Đase, of a ilŵ’s plot, is ŵagisteƌial foƌ assessiŶg ƌeleǀaŶĐe to it. As 
hoped to deŵoŶstƌate, the ŶoioŶs of tellaďilitǇ as a Ƌualitaiǀe featuƌe foƌ aŶ eǀeŶt peƌ se 
aŶd ŶaƌƌaiǀitǇ as a Ƌualitaiǀe pƌopeƌtǇ of plot oƌgaŶizaioŶ aƌe the ĐoŶĐepts that shed light 
oŶ this ŵateƌ. The ĐhoseŶ Đase eǆaŵples displaǇ a ǁide ƌaŶge of possiďiliies of hoǁ the 
ƌelaioŶs ďetǁeeŶ these tǁo ĐoŶĐepts ĐaŶ ďe shaped. IŶ Fallen ďoth the eǀeŶts suƌƌouŶdiŶg 
the alleged suiĐide of AliŶa aŶd Maiss’ seaƌĐh foƌ aŶ eǆplaŶaioŶ foƌ heƌ aĐioŶs aĐtuallǇ foƌŵ 
a ǁell-ŵade stoƌǇ. Fƌoŵ this poiŶt of ǀieǁ, stƌetĐhes of Fallen ĐaŶ ďe ƌegaƌded as a Đase of 
stƌoŶg ĐoŵŵuŶiĐaioŶ, ŵiǆed ǁith peƌiods of ǁeak ĐoŵŵuŶiĐaioŶ ;foƌ eǆaŵple, a ƌeasoŶ foƌ 
Aleǆei’s suiĐideͿ. 

Goodbye, Dragon Inn, iŶ tuƌŶ, displaǇs episodes ǁith a loǁ leǀel of tellaďilitǇ suĐh as the 
Đashieƌ’s loŶg, sloǁ ǁalks thƌough the ďuildiŶg, alteƌŶaiŶg ǁith episodes ǁith a ǁide ƌaŶge of 
ǁeak iŵpliĐaioŶs to ǁhiĐh the ǀieǁeƌ ĐaŶ assess ƌeleǀaŶĐe aĐĐoƌdiŶg to his leǀel of kŶoǁledge 
of TaiǁaŶese ilŵ Đultuƌe. The stoƌǇ uŶfolds aĐĐoƌdiŶg to the pƌoĐess of ĐiŶeŵa sĐƌeeŶiŶg, foƌ 
ǁhiĐh, as eǀeƌǇ ǀieǁeƌ kŶoǁs, theƌe is a ďegiŶŶiŶg aŶd at soŵe poiŶt – aŶ eŶd. Hoǁeǀeƌ, as 
the eǀeŶts aƌe Ŷot ightlǇ sitĐhed togetheƌ, the degƌee of ŶaƌƌaiǀitǇ iŶ this Đase teŶds to ďe 
loǁeƌ thaŶ iŶ Fallen. 

The plot of Liverpool aďout a ;possiďlǇͿ lost soŶ ƌetuƌŶiŶg to his Ŷaiǀe ǀillage aŶd to his ill 
ŵotheƌ possesses a huge tellaďilitǇ, hoǁeǀeƌ, the loose aƌƌaŶgeŵeŶt of the eǀeŶts ĐoŵďiŶed 
ǁith a ŵiŶiŵalisiĐ appƌoaĐh to stagiŶg ǁeakeŶ its ŶaƌƌaiǀitǇ. 

The Turin Horse is aŶ opposite Đase ǁheƌe the eǀeŶts displaǇiŶg ǀeƌǇ loǁ tellaďilitǇ ;siiŶg at 
the ǁiŶdoǁ, doiŶg lauŶdƌǇͿ aƌe aƌƌaŶged aloŶg the liŶes of a stƌiŶg of daǇs, aŶd ĐaŶ thus ďe 
situated soŵeǁheƌe iŶ the ŵiddle of a sloǁ ŶaƌƌaiǀitǇ sĐale.

With Blissfully Yours ǁe aƌƌiǀe at the faƌ eŶd of the tellaďilitǇ/ ŶaƌƌaiǀitǇ sĐale. The eǀeŶts 
depiĐted disĐlose loǁ tellaďilitǇ. EǀeŶ ŵoƌe, theiƌ Ŷaƌƌaiǀe poteŶial is eǀeŶ less eǆhausted 
thaŶ iŶ Liverpool.  The Đause-aŶd-efeĐt ĐhaiŶ, if ǁe ĐaŶ deteĐt aŶǇ iŶ this ilŵ, is ǀeƌǇ loose. 
As the eǀeŶts do Ŷot deǀelop out of oŶe aŶotheƌ foƌ the ŵost paƌt, ďut folloǁ eaĐh aŶotheƌ 
ǁith ǀeƌǇ ǀague ĐoŶŶeĐioŶs, the plot deǀelopŵeŶt ƌeseŵďles a ŵagiĐ ďoǆ. DifeƌeŶt sĐholaƌs 
uŶdeƌliŶe that the Ŷaƌƌaiǀe sĐheŵata aŶd thus the seaƌĐh foƌ the Đause-aŶd-efeĐt ĐhaiŶ is the 
ŵost ďasiĐ aĐiǀitǇ of the audieŶĐe. This studǇ Đlaiŵs that the ƌeasoŶ ǁhǇ ilŵ ĐƌiiĐs deiŶe 
ApiĐhatpoŶg’s ilŵs – the authoƌ of Blissfully Yours – as ;foƌ eǆaŵpleͿ ͞ŵǇsteƌious oďjeĐts ,͟ is 
gƌouŶded pƌeĐiselǇ iŶ this ĐoŶǀiĐioŶ that the ǀieǁeƌ alǁaǇs has to iŶd ĐoheƌeŶĐe ďetǁeeŶ all 
the ĐhaƌaĐteƌs, eǀeŶts aŶd plot deǀelopŵeŶts iŶ a ilŵ. But iŶ Blissfully Yours, as iŶ soŵe otheƌ 
ilŵs, suĐh aŶ uŶdisputaďle ĐoheƌeŶĐe aŵoŶg difeƌeŶt paƌts isŶ’t possiďle. “uƌpƌisiŶglǇ, the 
oŶlǇ studǇ to kŶoǁledge that also tƌies to eǆplaiŶ of-HollǇǁood ilŵs fƌoŵ the poiŶt of ǀieǁ of 
ĐogŶiioŶ is Jaŵes PeteƌsoŶ’s Dreams of Chaos, Visions of Order: Understanding the American 
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Avant-garde Cinema. The studǇ also iŶsists oŶ the iŵpoƌtaŶĐe of aŶ iŶteƌpƌetaiǀe sĐheŵa foƌ 
seŶse-ŵakiŶg, foƌ eǀeŶ suĐh ĐoŵpliĐated eǆaŵples as the aǀaŶt-gaƌde. He does Ŷot take aŶǇ 
otheƌ possiďiliies iŶto aĐĐouŶt, ǁhiĐh ŵaǇ ďe eǆplaiŶed ďǇ the state of ilŵ studies iŶ the iƌst 
paƌt of the ϭϵϵϬs ;ǁheŶ the ďook ǁas ǁƌiteŶͿ, as the iŵpoƌtaŶĐe of the seŶsuous ilŵ ǀieǁiŶg 
eǆpeƌieŶĐe, although ǀeƌďallǇ aĐkŶoǁledged, ǁas Ŷot ĐoŵŵoŶplaĐe iŶ the disĐipliŶe. TǁeŶtǇ 
iǀe Ǉeaƌs lateƌ, the situaioŶ is ĐoŵpletelǇ difeƌeŶt as shoǁŶ iŶ the pƌeseŶt studǇ. 

The last eǆaŵple, Colossal Youth, ƌepƌeseŶts the fuƌthest eŶd of the sĐale of tellaďilitǇ/ ŶaƌƌaiǀitǇ. 
Wheƌeas iŶ soŵe episodes sŶippets of tellaďle eǀeŶts ĐaŶ ďe fouŶd, the aƌƌaŶgeŵeŶt of the 
sĐeŶes is ďest desĐƌiďed as polǇĐhƌoŵiĐ ŶaƌƌaioŶ – the posiioŶ of the eǀeŶts iŶ the oǀeƌall 
teŵpoƌal stƌuĐtuƌe ƌeŵaiŶs iŶdeteƌŵiŶate.

All iŶ all, ǁe ĐaŶ ĐoŶĐlude that sloǁ ĐiŶeŵa is a pƌiŵe eǆaŵple of hǇďƌid ŶaƌƌaiǀitǇ as pƌoposed 
ďǇ the disiŶguished Ŷaƌƌatologist Jaŵes PhelaŶ, aŶd that ďoth the degƌee of ŶaƌƌaiǀitǇ aŶd the 
degƌee of tellaďilitǇ has to ďe plaĐed oŶ a ǁide-ƌaŶge speĐtƌuŵ. CleaƌlǇ theŶ, Taƌƌ’s stateŵeŶt 
has to ďe ƌeĐoŶsideƌed. EǀeƌǇthiŶg ĐaŶ foƌŵ a stoƌǇ – eǀeŶ ĐoŶtaiŶiŶg eǀeŶts ǁith a loǁ leǀel 
of tellaďilitǇ – if it displaǇs soŵe degƌee of ŶaƌƌaiǀitǇ.

IŶ teƌŵs of ĐiŶeŵa, stagiŶg also ďeloŶgs to the desigŶ of the uteƌaŶĐe. “loǁ ĐiŶeŵa is 
doŵiŶated ďǇ staiĐ loŶg shots aŶd eǆteŶded takes.  IŶ soŵe ilŵs, ďased oŶ the Ŷaƌƌaiǀe 
ĐoŶteŶt of the shot, these takes ĐaŶ ďe ďest desĐƌiďed as pƌe- oƌ post-aĐioŶ lags, i.e., Đases 
ǁheƌe the aĐioŶ is alƌeadǇ oǀeƌ oƌ has Ŷot Ǉet ďeguŶ, ďut the Đaŵeƌa is ;sillͿ shooiŶg. Tǁo of 
the Đase eǆaŵples disĐussed heƌeiŶ ǁeƌe plaĐed ǁithiŶ the fƌaŵeǁoƌk of paƌaŵetƌiĐ ĐiŶeŵa. 
Wheƌeas Fallen, ǁith a stƌoŶglǇ-ďuilt plot ĐoŶŶeĐted to a stagiŶg stƌategǇ that is oŶlǇ diǀoƌĐed 
fƌoŵ its Ŷaƌƌaiǀe ĐoŶteŶt iŶ soŵe Đases, is a Đase of ǁeak paƌaŵetƌiĐitǇ, The Turin Horse, 
ǁheƌe stǇle is supeƌioƌ to stoƌǇ Ŷeeds, ƌepƌeseŶts a stƌoŶg Đase of paƌaŵetƌiĐ ĐiŶeŵa.

As stƌessed agaiŶ aŶd agaiŶ thƌoughout this thesis, iŵpƌessiǀe stagiŶg desigŶ like those ofeƌed 
ďǇ Taƌƌ aŶd KeleŵeŶ aƌe osteŶsiǀe siŵuli ;iŶ teƌŵs of the ReleǀaŶĐe theoƌǇͿ - the ǀieǁeƌ is 
eŶĐouƌaged to foĐus Ŷot oŶlǇ oŶ the plot ďut also oŶ the stagiŶg stǇle, as ƌeleǀaŶĐe ĐaŶ ďe 
atested to it as ǁell. IŶ suŵŵaƌǇ, ǁheƌeas the stǇle iŶ sloǁ ilŵs ŵaǇ displaǇ featuƌes of stƌoŶg 
ĐoŵŵuŶiĐaioŶ, ǁe ŵostlǇ eŶĐouŶteƌ ǁeak ĐoŵŵuŶiĐaioŶ oŶ stoƌǇ leǀel. The ĐoŶĐlusioŶ 
addiioŶallǇ ofeƌs a Ŷeǁ faĐet oŶ the issue of iŶteŶioŶal fallaĐǇ. NaŵelǇ, iŶ aŶalǇsiŶg aŶd fullǇ 
uŶdeƌstaŶdiŶg the stǇle of a paƌiĐulaƌ ilŵŵakeƌ iŶ teƌŵs of stƌoŶg ĐoŵŵuŶiĐaioŶ, theƌe is 
a ďeŶeit to ƌeǀisiiŶg the authoƌ’s otheƌ ilŵs. Hoǁeǀeƌ, as the stǇlisiĐ featuƌes aƌe stƌoŶglǇ 
ĐoŵŵuŶiĐated ;theǇ ĐaŶ ďe oďseƌǀed aŶd uŶdeƌstood ǁithout the Ŷeed of aŶǇ suppleŵeŶtaƌǇ 
iŶfoƌŵaioŶͿ aŶd self-suiĐieŶt, this iŶfoƌŵaioŶ ǁould oŶlǇ ofeƌ aŶ addiioŶal faĐet. 

IŶ ĐoŵpaƌisoŶ, as the plots iŶ sloǁ ilŵs ĐaŶ ďe desĐƌiďed as hǇďƌid Ŷaƌƌaiǀes ǁith a 
stƌoŶg teŶdeŶĐǇ toǁaƌds ǁeak ĐoŵŵuŶiĐaioŶ, oŶe ŵaǇ ďe teŵpted to seek iŶfoƌŵaioŶ 
iŶ the ilŵŵakeƌ’s ďiogƌaphǇ iŶ oƌdeƌ to iŶd ĐoheƌeŶĐe aŵoŶgst all of the ilŵ’s eleŵeŶts 
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;ŵaǆiŵiziŶg aŶd opiŵiziŶg stƌategiesͿ. But ǁheŶ the ǀieǁeƌ is ĐoŶfƌoŶted ǁith a sloǁ ilŵ 
ǁhile iŶ a daƌkeŶed ĐiŶeŵa ǁith Ŷo eǆtƌa-ĐiŶeŵaiĐ souƌĐes aǀailaďle, he has to iŶd ǁaǇs of 
ĐoŵiŶg to teƌŵs ǁith a sloǁ ilŵ. As eǆplaiŶed aďoǀe, WilsoŶ stƌesses that all the uteƌaŶĐes 
ƌegaƌdless of ǁeakŶess sill fuŶĐioŶ ǁithiŶ the fƌaŵeǁoƌk of the ReleǀaŶĐe theoƌǇ, ďut Claƌk’s 
oďjeĐioŶ is that iŵpliĐaioŶs, iŶ ĐoŶtƌast to iŵpliĐatuƌes, ǁeƌe Ŷot foƌeseeŶ ďǇ the ilŵŵakeƌ. 
This thesis Đlaiŵs that iŶ the Đase of duƌaioŶal ĐiŶeŵa theƌe aƌe pleŶtǇ of ŵoŵeŶts ǁheƌe 
the iŶteƌpƌetaioŶs ;oƌ aŶǇ ƌeaĐioŶ iŶ geŶeƌalͿ the ǀieǁeƌs ŵaǇ atƌiďute to ĐeƌtaiŶ episodes 
ĐaŶŶot ďe foƌeseeŶ aŶd ĐalĐulated ďǇ the ilŵŵakeƌ. Aďoǀe all, it ĐoŶĐeƌŶs the Đashieƌ’s 
loŶg ǁaŶdeƌiŶgs thƌough the ĐiŶeŵa iŶ Goodbye, Dragon Inn, oƌ stƌolls thƌough the juŶgle, 
oƌ dƌiǀiŶg iŶ the Đaƌ iŶ Blissfully Yours; the saŵe applies to the eǆhausiŶg duƌaioŶ of the 
eǀeƌǇdaǇ pƌoĐeduƌes depiĐted iŶ The Turin Horse oƌ to seǀeƌal of Faƌƌel’s aĐiǀiies iŶ Liverpool. 
Thus, iŶ seǀeƌal Đases it ŵaǇ ďe ďest to use the teƌŵ iŵplicaioŶs. AŶ iŶteƌpƌetaioŶ ĐaŶŶot ďe 
fouŶd foƌ Ŷeitheƌ all of these aĐiǀiies Ŷoƌ foƌ the eǆhausiŶg duƌaioŶ of the shots. This led 
to the ĐoŶdiioŶal suggesioŶ that iŶteƌpƌetaioŶ as a pƌoďleŵ solǀiŶg stƌategǇ iŶ sloǁ ĐiŶeŵa 
ŵaǇ Ŷot ďe aŵple. IŶstead, it ŵust ďe ƌegaƌded as oŶlǇ oŶe of the possiďiliies foƌ aŶ audieŶĐe 
stƌuggliŶg to ŵake seŶse out of the ilŵ. This thesis theŶ posed the ƋuesioŶ of ǁhat aƌe otheƌ 
stƌategies foƌ ĐoŵiŶg to teƌŵs ǁith these ilŵs if iŶteƌpƌetaioŶ ǁas Ŷot suiĐieŶt. Foƌ that, 
the suggesioŶ ǁas that afeĐiǀe, eŵoioŶal aŶd seŶsoƌial eǆpeƌieŶĐes aĐƋuiƌe ŵoƌe aŶd ŵoƌe 
iŵpoƌtaŶĐe. This pƌojeĐt poŶdeƌed oŶ suĐh stƌategies as the ƌelishiŶg of the pƌeseŶt ŵoŵeŶt; 
ĐoŶĐeŶtƌaioŶ oŶ the ŵood of the episodes; ďodilǇ iŶǀolǀeŵeŶt ǁith a ilŵ suĐh as iŵŵeƌsioŶ 
iŶto the iŵage aŶd the foƌegƌouŶdiŶg of its hapiĐ Ƌualiies. 

A ŵuĐh ĐoŶtested ƋuesioŶ is ǁhetheƌ the ǀieǁeƌ’s ŵood aŶd eŵoioŶal ƌeaĐioŶs aƌe alǁaǇs 
ĐogŶiiǀelǇ ŵoiǀated aŶd hoǁ faƌ theǇ aƌe ĐoŶŶeĐted to aŶd geŶeƌated ďǇ the plot. Wheƌeas 
Daǀid Boƌdǁell, fƌoŵ the peƌspeĐiǀe of a ilŵ sĐholaƌ, stƌesses that the ĐoŵpƌeheŶsioŶ aŶd 
eŵoioŶal ƌeaĐioŶs fuŶĐioŶ ƌeĐipƌoĐallǇϲϯϯ, Deiƌdƌe WilsoŶ, speakiŶg fƌoŵ the posiioŶ of 
liŶguisiĐ pƌagŵaiĐs, appƌoaĐhes the ŵateƌ iŶ a ŵoƌe ƌeiŶed ǁaǇ. “he aĐkŶoǁledges that iŶ 
soŵe Đases, suĐh as iŶ ĐƌeaiŶg ŵood, the afeĐiǀe efeĐts ĐoŶtƌiďute to the iŶfeƌeŶĐe-ŵakiŶg 
iŶ the ĐoŵŵuŶiĐaioŶ pƌoĐess.ϲϯϰ But, dƌaǁiŶg oŶ JohŶ L. AusiŶ, she stƌesses that theƌe aƌe 
also a ǀaƌietǇ of peƌloĐuioŶaƌǇ efeĐts like ďoƌedoŵ, laughteƌ, aŶgeƌ, shoĐk, ǁhiĐh do Ŷot foƌŵ 
paƌt of ǁhat is ĐoŵŵuŶiĐated. IŶstead, theǇ aƌe ĐoŶseƋueŶĐes of the aĐt of ĐoŵŵuŶiĐaioŶ.ϲϯϱ

The hope is to haǀe illustƌated that iŶ the Đase of sloǁ ĐiŶeŵa ǁe deiŶitelǇ eŶĐouŶteƌ eǆaŵples 
ǁheƌe the ŵood of the episode is ĐleaƌlǇ ĐoŶŶeĐted to the plot, suĐh as the ƌiǀeƌ sĐeŶe iŶ 
Blissfully Yours. At the saŵe iŵe, all the loŶg shots aŶd eŶiƌe episodes of eǆhausiŶg duƌaioŶ 

633 David Bordwell Three dimensions of ilm narrative in David Bordwell Poetics of Cinema, New York, 2008, 
p. 94.
634 Deirdre Wilson Relevance and the interpretation of literary works in Ye Tian (ed.) Working Papers in 
Linguistics, Vol. 23, 2011, London’s Global University, p. 79., available at http://www.ucl.ac.uk/psychlangsci/
research/linguistics/publications/wpl/11papers/Wilson2011 (Accessed 20.05.2014).
635 Ibid., p. 79.
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ǁheƌe ͞ŶothiŶg happeŶs͟ ĐeƌtaiŶlǇ haǀe aŶ efeĐt oŶ the audieŶĐe, ƌegaƌdless ǁhetheƌ 
iŶteŶded oƌ Ŷot. Hoǁeǀeƌ, as Đlaiŵed thƌoughout the pƌojeĐt, all these peƌloĐuioŶaƌǇ efeĐts 
foƌŵ aŶ esseŶial paƌt of the ilŵiĐ eǆpeƌieŶĐe, eǀeŶ if theǇ aƌe deǀeloped to suĐh aŶ eǆtƌeŵe 
that theǇ eǀoke iŶsupeƌaďle ďoƌedoŵ, as ǁas the Đase ǁith the ilŵ Colossal Youth, renamed 

Colossal Bore ďǇ soŵe ilŵ ĐƌiiĐs. This ilŵ eǆpeƌieŶĐe also pƌoŵoted a ǁalkout ďǇ soŵe of 
the audieŶĐe.

All of these ŵodes foƌ eǆpeƌieŶĐiŶg sloǁ ilŵ – ǁhetheƌ iŶteƌpƌetaioŶ oƌ the ǀaƌious 
possiďiliies foƌ afeĐiǀe, eŵoioŶal oƌ seŶsoƌial eǆĐhaŶge, ĐaŶ fuŶĐioŶ ĐoŶĐuƌƌeŶtlǇ. Hoǁeǀeƌ, 
the suggesioŶ ǁas that eaĐh ǀieǁeƌ, aĐĐoƌdiŶg to his ĐoŶsituioŶ foƌ difeƌeŶt stƌetĐhes of a 
ilŵ, ǁill Đhoose aŶotheƌ doŵiŶaŶt iŶ oƌdeƌ to eŶgage ǁith the ilŵ. Thus iŶ Fallen, it Đould 
ďe the solǀiŶg of the puzzle of AliŶa’s suiĐide aloŶg the liŶes of a geŶƌe ilŵ, ǁhile iŶ Blissfully 

Yours it ŵight ďe the doŵiŶaŶĐe of the ŵoodǇ episodes that dƌaǁ the ǀieǁeƌ’s ateŶioŶ. But, 
oŶĐe agaiŶ, eaĐh audieŶĐe ŵeŵďeƌ’s iŶdiǀidual disposiioŶ has to ďe takeŶ iŶto ĐoŶsideƌaioŶ, 
ďeĐause aŶotheƌ ǀieǁeƌ of Fallen ŵaǇ ŵoƌe ďe atƌaĐted to the stagiŶg of the ilŵ aŶd thus paǇ 
ŵoƌe ateŶioŶ to the paƌaŵetƌiĐ Ƌualiies of the ŵise-eŶ- sĐğŶe ƌatheƌ thaŶ to the ŵǇsteƌious 
plot. A ǀieǁeƌ of ApiĐhatpoŶg ŵaǇ ďe ĐoŵpletelǇ ďaled ďǇ the faĐt that the ilŵ ĐhaŶges its 
Đouƌse ƌight at the ŵiddle aŶd thus Đhoose to leaǀe it. 

OŶĐe agaiŶ, it ŵust ďe uŶdeƌliŶed that iŶteƌpƌetaioŶ is just oŶe possiďilitǇ foƌ eŶgagiŶg ǁith 
sloǁ ilŵs. These ͞otheƌ͟ Ƌualiies, as iŶdiĐated aďoǀe, aƌe Ŷot oŶlǇ ͞just͟ iŵpoƌtaŶt iŶ the 
eǆĐhaŶge ďetǁeeŶ ilŵ aŶd ǀieǁeƌ – theǇ aƌe eǀeŶ as iŵpoƌtaŶt as the plot. This leads to the 
oďǀious tƌaiŶ of thought that sloǁ ĐiŶeŵa ĐaŶ ďe iŶteƌpƌeted as aŶotheƌ foƌŵ of ĐiŶeŵa of 
atƌaĐioŶs.

As Toŵ GuŶŶiŶg’s ŵilestoŶe ĐoŶĐept of the ĐiŶeŵa of atƌaĐioŶs is ǁell kŶoǁŶ,ϲϯϲ theƌe is Ŷo 
Ŷeed to ƌepeat it, ďut ďǇ applǇiŶg this ĐoŶĐept to sloǁ ĐiŶeŵa soŵe ĐƌuĐial difeƌeŶĐes haǀe 
to ďe ŵade Đleaƌ. Fiƌst of all, GuŶŶiŶg ďoƌƌoǁs the teƌŵ atracioŶs fƌoŵ “eƌgei EiseŶsteiŶ 
aŶd uŶdeƌstaŶds it as aŶ aggƌessiǀe efeĐt upoŶ the ǀieǁeƌ. CleaƌlǇ though, iŶ the Đase of sloǁ 
ĐiŶeŵa ǁe ĐaŶŶot speak aďout aggƌessioŶ. “eĐoŶdlǇ, aŶ atƌaĐioŶ is a ǀeƌǇ shoƌt ŵoŵeŶt, ďut 
iŶ sloǁ ĐiŶeŵa the ďasiĐ ĐhaƌaĐteƌisiĐ of the atƌaĐioŶ is its seeŵiŶglǇ Đeaseless duƌaioŶ. The 
duƌaioŶ itself ďeĐoŵes aŶ atƌaĐioŶ iŶ ǀaƌious eǆaŵples of sloǁ ĐiŶeŵa. 
ThiƌdlǇ, the ĐiŶeŵa of atƌaĐioŶs fosteƌs aŶ aŶi-illusioŶisiĐ ŵode of Ŷaƌƌaiǀe as the atƌaĐioŶs 
distƌaĐt the ǀieǁeƌ fƌoŵ the stoƌǇ liŶe. IŶ this ƌegaƌd the Đase of sloǁ ĐiŶeŵa is aŵďiguous. 
IŶdeed, these ilŵs, like the ilŵ stƌips of eaƌlǇ ĐiŶeŵa, oteŶ laĐk a stƌoŶg stoƌǇ liŶe. But at the 
saŵe iŵe, the ŵodus of stagiŶg iŶ sloǁ ĐiŶeŵa alǁaǇs tƌies to suggest a ǀeƌǇ stƌoŶg ƌealitǇ 
efeĐt. 

636 For a revised version of the cinema of attractions see Tom Gunning The Cinema of Attractions: Early Film, 
its Spectator and the Avant-Garde in Thomas Elsaesser (ed.) Early Cinema. Space, Frame, Narrative, London, 
1990, pp. 56-63.
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All iŶ all, futuƌe ĐoŶsideƌaioŶ of ǁhetheƌ the teƌŵ ciŶeŵa of atracioŶs ĐaŶ ďe used oŶlǇ iŶ 
ĐoŶŶeĐioŶ to the sloǁ ĐiŶeŵa ŵoǀeŵeŶt of the Ϯϭst ĐeŶtuƌǇ oƌ ǁhetheƌ it ĐaŶ ďe applied to 
all pƌedeĐessoƌs of duƌaioŶal ĐiŶeŵa ǁould ďe ǁoƌthǁhile. Thus it Đould ďest ďe desĐƌiďed 
as a ŵode of ƌepƌeseŶtaioŶ aŶd pƌeseŶtaioŶ.ϲϯϳ The disĐussioŶs ďetǁeeŶ sĐholaƌs of eaƌlǇ 
ĐiŶeŵa aďout the ƌelaioŶship ďetǁeeŶ eaƌlǇ ĐiŶeŵa, atƌaĐioŶs aŶd ŶaƌƌaiǀitǇ ĐaŶ also shed 
light oŶ the ĐoŶŶeĐioŶ ďetǁeeŶ the ŵoŵeŶts of atƌaĐioŶs aŶd the Ŷaƌƌaiǀe eǀeŶts iŶ sloǁ 
ĐiŶeŵa. All iŶ all, Kessleƌ suggests that it ǁould ďe ŵoƌe fƌuiful to ƌegaƌd the tǁo teŶdeŶĐies 
– the stoƌǇ aŶd the atƌaĐioŶs – as opeƌaiŶg siŵultaŶeouslǇ ǁithiŶ the saŵe episode, iŶstead 
of siŵple diĐhotoŵǇ.ϲϯϴ AŶd this is also the Đase of the ƌelaioŶships ďetǁeeŶ the plot aŶd 
afeĐiǀe, eŵoioŶal aŶd seŶsoƌial ŵoŵeŶts iŶ the ilŵ.
As ŵeŶioŶed iŶ this pƌojeĐt, sloǁ ĐiŶeŵa has ďeeŶ faǀouƌed ďǇ ĐƌiiĐs iŶ ƌegaƌds to the faĐt that 
it ofeƌs ŵoƌe iŶteƌesiŶg aƌisiĐ aĐĐouŶts thaŶ ĐoŶteŵpoƌaƌǇ HollǇǁood ĐiŶeŵa ĐaŶ pƌoduĐe. 
What’s ŵoƌe, sloǁ ĐiŶeŵa ĐaŶ ďe ĐoŶsideƌed as a ĐouŶteƌŵoǀeŵeŶt to the ĐoŶteŵpoƌaƌǇ 
ƌeƋuiƌeŵeŶt that all doiŶgs haǀe to displaǇ the gƌeatest eiĐaĐǇ. Wheƌeas a HollǇǁood ilŵ, 
ďeiŶg a pƌoduĐt of Đapital eĐoŶoŵǇ, tƌies to ƌeaĐh the ŵaǆiŵuŵ efeĐt ďǇ iŶǀesiŶg ŵiŶiŵuŵ 
efoƌt thƌough the use of Ŷaƌƌaiǀe eĐoŶoŵǇ, sloǁ ĐiŶeŵa is the opposite ďeĐause Ŷo ĐoŶĐlusioŶ 
ĐaŶ ďe so easilǇ aĐhieǀed. HeŶĐe the efoƌt deŵaŶded fƌoŵ the ǀieǁeƌ is ŵuĐh gƌeateƌ, aŶd, 
if the ǀieǁeƌ does Ŷot ĐoŵplǇ ǁith the ƌules of the gaŵe, his ĐiŶeŵaiĐ eǆpeƌieŶĐe ŵaǇ eŶd 
aďƌuptlǇ iŶ fƌustƌaioŶ. 

IŶ aŶǇ Đase, sloǁ ĐiŶeŵa is a iŵe-ĐoŶsuŵiŶg eǆpeƌieŶĐe, aŶd the deĐisioŶ to speŶd Ϯ.ϱ houƌs 
;oƌ ϳ houƌs foƌ BĠla Taƌƌ’s SátántangoͿ of Ǉouƌ iŵe ǁatĐhiŶg suĐh a ilŵ, is ĐeƌtaiŶlǇ Ŷot oŶlǇ a 
ŵaŶifestaioŶ of Ǉouƌ ĐiŶeŵaiĐ taste ďut also aŶ eǆpƌessioŶ of Ǉouƌ aitude toǁaƌds the issue 
of ǁhetheƌ eiĐaĐǇ is ŶeĐessaƌǇ foƌ eǆpeƌieŶĐiŶg aƌt.

This thesis ǁill ďe ĐoŶĐluded ǁith tǁo ƌeŵaƌks. OŶe ĐoŶĐeƌŶs the possiďilitǇ foƌ fuƌtheƌ 
ƌeseaƌĐh iŶto sloǁ ĐiŶeŵa. The otheƌ is ƌelated to the pƌospeĐts of the sloǁ ĐiŶeŵa ŵoǀeŵeŶt 
altogetheƌ. A ƌepƌoaĐh ĐaŶ peƌhaps ďe ŵade of assoĐiaioŶist ƌeasoŶiŶg iŶ ǁhat Daǀid Boƌdǁell 
saǁ alŵost tǁeŶtǇ Ǉeaƌs ago as oŶe of the deadlǇ siŶs of ilŵ sĐholaƌsϲϯϵ. He desĐƌiďes it as 
͞a ďƌiĐolage of paƌallels, iŶteƌpƌetaiǀe leaps, aŶd ŶitǇ ďut uŶsuppoƌted ĐoŶĐlusioŶs͟ ǁhiĐh 
͞ŵeshes sŵoothlǇ ǁith the juggliŶg of teƌŵs, Ŷaŵes, aŶd ƌefeƌeŶĐes eŶĐouƌaged ďǇ the 
ďƌiĐolage stƌategǇ.͟ ϲϰϬ

Hoǁeǀeƌ, eǀeŶ if this pƌojeĐt ĐaŶ ďe ƌepƌoaĐhed foƌ usiŶg ďƌiĐolage as the ŵaiŶ ŵethodologiĐal 
tool, it ĐaŶ also seƌǀe as a teŵplate foƌ otheƌ sĐholaƌs fƌoŵ suĐh disĐipliŶes as psǇĐhologǇ 
to ofeƌ ƌeseaƌĐh that is ŵoƌe pƌofouŶd aŶd iŶfused ǁith psǇĐhologiĐal eǀideŶĐe that ǁould 

637 For more information on this division see Frank Kessler The Cinema of Attractions as Dispositif in Wanda 
Strauven (ed.) The Cinema of Attractions Reloaded, Amsterdam, 2007, p. 57-58.
638 Ibid., p. 58.
639 David Bordwell Film Studies and Grand Theory in David Bordwell, Noél Carroll (eds.) Post-Theory. 
Reconstructing Film Studies, Madison, 1996, p. 24.
640 Ibid., p. 24.
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ĐoŶiƌŵ oƌ ĐoŶfute ŵǇ Đlaiŵs. As aŶ eǆaŵple - soŵe ƌeseaƌĐh that ǁas Đaƌƌied out at the 
UŶiǀeƌsitǇ of VieŶŶa. The ƌeseaƌĐh teaŵ, led ďǇ HaŶŶa BƌiŶĐkŵaŶŶ, took as theiƌ staƌiŶg 
poiŶt the Đlaiŵ lauŶĐhed duƌiŶg DoĐuŵeŶta II ;ϭϵϱϵͿ that aďstƌaĐt aƌt is a uŶiǀeƌsal laŶguage, 
ĐoŵpƌeheŶsiďle to eǀeƌǇoŶe ƌegaƌdless of Đultuƌal, poliiĐal oƌ histoƌiĐal ďaĐkgƌouŶd. IŶ aŶ 
eŵpiƌiĐal studǇ ǁheƌe the eǇe-ŵoǀeŵeŶts of the paƌiĐipaŶts ǁeƌe ƌeĐoƌded, the ƌeseaƌĐh 
gƌoup Đaŵe to the ĐoŶĐlusioŶ that iŶ ĐoŵpaƌiŶg the peƌĐepioŶ aŶd eǀaluaioŶ of aďstƌaĐt aŶd 
ƌepƌeseŶtaioŶal aƌtǁoƌks, theƌe ǁas Ŷo eǀideŶĐe to ďe fouŶd that aďstƌaĐt aƌt eliĐits a ŵoƌe 
hoŵogeŶeous peƌĐepioŶ thaŶ ƌepƌeseŶtaioŶal paiŶiŶgs.ϲϰϭ 

“iŵilaƌ eŵpiƌiĐal studies ĐoŶĐeƌŶiŶg eǇe-ŵoǀeŵeŶt aŶd ilŵs haǀe also ďeeŶ Đaƌƌied out. 
PsǇĐhologist Tiŵ “ŵith aŶalǇzed the ǀieǁeƌ’s gaze duƌiŶg a sĐƌeeŶiŶg of the ilŵ There Will Be 

Blood. The ƌesults he oďtaiŶed sustaiŶed the Boƌdǁell thesis of hoǁ the ilŵŵakeƌ oƌgaŶizes 
the shot iŶ oƌdeƌ to diƌeĐt audieŶĐe’s ateŶioŶ.642 

IŶ aŶǇ Đase, the ŵost iŵpoƌtaŶt poiŶt is the Ŷeed foƌ ilŵ studies to Đo-opeƌate ŵoƌe aŶd ŵoƌe 
ǁith otheƌ disĐipliŶes, ďeĐause suĐh Đollaďoƌaiǀe efoƌts ĐaŶ deliǀeƌ ǀeƌǇ iŶteƌesiŶg iŶsights 
as ǁas deŵoŶstƌated iŶ the Đhapteƌ oŶ staisiĐal stǇle aŶalǇsis. Tǁo ƋuesioŶs ǁeƌe eǆploƌed 
theƌeiŶ: ǁhetheƌ paƌaŵetƌiĐitǇ, ǁhiĐh has alǁaǇs ďeeŶ ĐoŶsideƌed aŶ iŶeǀitaďle featuƌe of 
sloǁ ĐiŶeŵa, ĐaŶ also ďe deteƌŵiŶed fƌoŵ staisiĐal data aloŶe, aŶd seĐoŶdlǇ, ǁhetheƌ ǁe 
ĐaŶ deteƌŵiŶe the pƌopeƌ leŶgth of a shot that Đould seƌǀe as aŶ iŶdiĐatoƌ of sloǁ ĐiŶeŵa. Foƌ 
the iƌst ƋuesioŶ the ĐoŶĐlusioŶ ǁas that paƌaŵetƌiĐitǇ ĐaŶ ďe deteƌŵiŶed oŶlǇ ďǇ takiŶg iŶto 
aĐĐouŶt a ilŵ’s Ŷaƌƌaiǀe aŶalǇsis. Foƌ the seĐoŶd ƋuesioŶ, ϯϬ seĐoŶds A“L seeŵs to ďe the 
diǀidiŶg liŶe ateƌ ǁhiĐh it ŵaǇ ďe deeŵed sloǁ ĐiŶeŵa, ǁith the staŶdaƌd A“L foƌ a sloǁ ilŵ 
lǇiŶg soŵeǁheƌe ďetǁeeŶ ϱϬ aŶd ϴϱ seĐoŶds peƌ shot.

But, as ǁas ƌeŵiŶisĐeŶt thƌoughout this pƌojeĐt, the aƌeas of ƌeseaƌĐh that haǀe ďeĐoŵe the 
foĐus of ĐiŶeŵa studies duƌiŶg the last deĐade oƌ so alƌeadǇ go faƌ ďeǇoŶd the ĐapaĐitǇ of a 
sole ĐiŶeŵa sĐholaƌ. ;The esteeŵed ĐiŶeŵaiĐ sĐholaƌ RiĐhaƌd MaltďǇ, speakiŶg iŶ a slightlǇ 
difeƌeŶt ĐoŶteǆt, eǀeŶ deŵaŶds a pƌaĐiĐal ƌe-skilliŶg foƌ ilŵ histoƌiaŶsϲϰϯͿ.  Thus Ŷot oŶlǇ the 
assoĐiaioŶist ƌeasoŶiŶg ǁould disappeaƌ, ďut also ŵoƌe ĐoŶĐƌete iŶsights iŶto aŶ audieŶĐe’s 
eŶgageŵeŶt ǁith a ilŵ Đould ďe oďtaiŶed.

The seĐoŶd ĐoŶĐludiŶg ƌeŵaƌk ĐoŶĐeƌŶs the depeŶdeŶĐe of the ilŵ’s stǇle oŶ the teĐhŶiĐal 
soluioŶs at haŶd. OďǀiouslǇ, the louƌishiŶg of eǆteŶded takes has ďeeŶ Ŷouƌished ďǇ the 
iŶtƌoduĐioŶ of digital Đaŵeƌas, ǁhiĐh ŵade the ĐoŶstƌaiŶs oŶ the stǇlisiĐ fƌeedoŵ of 

641 Hanna Brinckmann, Laura Commare, Helmut Leder, Raphael Rosenberg Abstract Art as a Universal 
Language? in Leonardo, Vol. 47, No. 3, 2014, p. 256-257.
642 Tim Smith Watching you watch There will be blood in David Bordwell Observations on ilm art, 14.02. 
2011., available at http://www.davidbordwell.net/blog/2011/02/14/watching-you-watch-there-will-be-blood/ 
(Accessed 23.09.2012). 
643 Richard Maltby New Cinema Histories in Richard Maltby, Daniel Biltereyst, Philippe Meers (eds.) 
Explorations in New Cinema History: Approaches and Case Studies, Chichester, 2011, p.34.
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diƌeĐtoƌs ďǇ ϯϱ ŵŵ ilŵ Đaŵeƌa aŶd its ƌeel leŶgth of oŶlǇ ϭϬ ŵiŶutes ƌeduŶdaŶt. Noǁ ǁe aƌe 
uŶdeƌgoiŶg a gaŵe-ĐhaŶgiŶg phase ƌegaƌdiŶg ĐiŶeŵa ĐoŶsuŵpioŶ haďits as ǁell. “iŵilaƌlǇ to 
the ϭϵϴϬs, ǁheŶ the iŶtƌoduĐioŶ of VH“ ĐoŵpletelǇ ĐhaŶged the ǁaǇ ilŵs ǁeƌe ĐoŶsuŵed, 
the iŶĐƌeasiŶg iŵpoƌtaŶĐe of ǀaƌious poƌtaďle digital deǀiĐes used foƌ ǁatĐhiŶg ilŵs is alƌeadǇ 
haǀiŶg a ĐoŶseƋueŶĐe oŶ ouƌ ilŵ ĐoŶsuŵpioŶ haďits. BaƌƌǇ “alt, iŶ his ǁildlǇ aĐĐlaiŵed 
ƌeseaƌĐh oŶ ilŵ stǇle aŶd teĐhŶologǇ, plausiďlǇ deŵoŶstƌates that Ŷeǁ teĐhŶiĐal iŶŶoǀaioŶs 
haǀe iŶlueŶĐed the ǁaǇ the ilŵs look.644 But sĐƌeeŶiŶg ĐoŶdiioŶs also haǀe to ďe takeŶ 
iŶto aĐĐouŶt – the ďest eǆaŵple heƌe is the adǀeŶt of teleǀisioŶ ǁhiĐh, as a ĐoŶseƋueŶĐe, 
Ǉielded the augŵeŶted use of siŶgle shots ďeĐause the sĐƌeeŶ ǁas Ŷoǁ so sŵall. FolloǁiŶg 
“alt’s thesis, I aŵ eageƌ foƌ the possiďle futuƌe of sloǁ ĐiŶeŵa, ďeĐause foƌ suĐh deĐisiǀe sloǁ 
ĐiŶeŵa eǆpeƌieŶĐes as the pƌeseŶĐe of the iŵage oƌ iŵŵeƌsioŶ iŶto the shot, the daƌkeŶed 
ĐiŶeŵa eŶǀiƌoŶŵeŶt seeŵs to ďe Đausal. DuƌaioŶal shots ǁatĐhed oŶ poƌtaďle deǀiĐes ĐaŶŶot 
sustaiŶ ouƌ iŶteƌest foƌ a loŶgeƌ iŵe peƌiod, ďeĐause suƌƌouŶdiŶg distƌaĐioŶs aƌe aŶ eŶoƌŵous 
oďstaĐle, ďe it a ďaƌkiŶg dog oƌ kids oŶďoaƌd a shutle-tƌaiŶ. 

This thesis ǁas the iƌst ateŵpt to deŵoŶstƌate that theƌe aƌe Ŷaƌƌaiǀe stƌuĐtuƌes iŶ sloǁ 
ĐiŶeŵa, just as iŶ ŵaiŶstƌeaŵ ilŵs, aŶd that it is possiďle to deteĐt ĐeƌtaiŶ ƌegulaƌiies aďout 
theŵ. “uƌelǇ, sloǁ ĐiŶeŵa eǆĐels as a pƌiŵe eǆaŵple of liŶeaƌ Ŷaƌƌaiǀes – a featuƌe that is 
Ŷot ĐoŶsisteŶt ǁith the teŶdeŶĐǇ toǁaƌds ŶoŶ-liŶeaƌitǇ so ĐoŵŵoŶ iŶ ĐoŶteŵpoƌaƌǇ ĐiŶeŵa. 
All iŶ all, sloǁ ĐiŶeŵa has to ďe ƌegaƌded as just oŶe possiďilitǇ aŵoŶgst ŵuliple opioŶs iŶ 
ĐoŶteŵpoƌaƌǇ ilŵ iŶ hoǁ to oƌgaŶize a stoƌǇ iŶto a plot. IŶ ĐoŵpaƌisoŶ to the seĐoŶd half of 
the ϮϬth ĐeŶtuƌǇ ǁheŶ the diǀisioŶ ďetǁeeŶ HollǇǁood aŶd aƌt-house ĐiŶeŵa pƌeǀailed aŶd 
ďoth ǁeƌe seeŶ as the oŶlǇ tǁo possiďle alteƌŶaiǀes, a huge diǀeƌsitǇ of difeƌeŶt Ŷaƌƌaiǀe 
foƌŵs louƌishes ŶoǁadaǇs. To Ŷaŵe a feǁ – uŶƌeliaďle ŶaƌƌaioŶ, ŶoŶliŶeaƌ Ŷaƌƌaiǀes, 
fƌagŵeŶted stoƌǇtelliŶg aŶd shoƌt ilŵs. ;Not to ŵeŶioŶ the diǀeƌse possiďiliies ofeƌed ďǇ 
the TV seƌies.Ϳ Thus, Ŷaƌƌaiǀe foƌŵs iŶ ĐoŶteŵpoƌaƌǇ ĐiŶeŵa aƌe uŶdeƌgoiŶg a huge ĐhaŶge 
toǁaƌds a ŵulitude of Ŷaƌƌaiǀe foƌŵs, of ǁhiĐh sloǁ ĐiŶeŵa ĐoŶsitutes oŶlǇ a sŵall faĐet. 

The ĐoŶĐlusioŶs of this thesis aƌe deƌiǀed fƌoŵ the aŶalǇsis of oŶlǇ siǆ eǆaŵples, hoǁeǀeƌ the 
Đlaiŵ ǁas ŵade that the ideas put foƌǁaƌd iŶ this studǇ Đould ďe applied Ŷot oŶlǇ to otheƌ 
ilŵs ďǇ ilŵŵakeƌs usuallǇ assoĐiated ǁith sloǁ ĐiŶeŵa: BƌuŶo DuŵoŶt, Alďeƌt “eƌƌa, Gus 
ǀaŶ “aŶt, Paz EŶĐiŶa, Aďďas Kiaƌostaŵi, “haƌuŶas Baƌtaa aŶd Laǀ Diaz, ďut also to the ǁoƌks of 
suĐh foƌeƌuŶŶeƌs to duƌaioŶal ĐiŶeŵa as Roďeƌto RosselliŶi, MiĐhelaŶgelo AŶtoŶioŶi, ChaŶtal 
AkeƌŵaŶ, Wiŵ WeŶdeƌs, AŶdƌei TaƌkoǀskǇ aŶd AleǆaŶdeƌ “okuƌoǀ. If aŶalǇsed fƌoŵ the poiŶt 
of ǀieǁ of stƌuĐtuƌal aŶalǇsis as ǁas doŶe iŶ the pƌeseŶt pƌojeĐt, ǁe ĐaŶ oďtaiŶ stuŶŶiŶg 
ĐoŶĐlusioŶs aďout the Ŷaƌƌaiǀe stƌuĐtuƌes of theiƌ ilŵs, aŶd suĐh aŶ aŶalǇsis ǁould ĐoŶtƌiďute 
eǀeŶ ŵoƌe to the iŶdiŶgs heƌeiŶ, that, foƌ eǆaŵple, the aĐt sĐheŵe foƌŵs a uŶiǀeƌsal Ŷaƌƌaiǀe 
pƌiŶĐiple.

644 Barry Salt Film Style and Technology: History& Analysis, 1st edition 1983.
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FlaŶagaŶ, Ƌuoted iŶ this thesis Ŷuŵeƌous iŵes, ĐoŶĐludes his pƌojeĐt oŶ sloǁ ĐiŶeŵa oŶ aŶ 
opiŵisiĐ Ŷote ďǇ staiŶg that the teŶdeŶĐǇ to pƌoduĐe sloǁ ilŵs ǁill ͞ŵost likelǇ ĐoŶiŶue to 
stƌeŶgtheŶ iŶ Ǉeaƌs to Đoŵe.͟ 645 

EǀeŶ if ǁe take oďjeĐioŶ to the ĐoŶsideƌaioŶ that the distƌiďuioŶ of sloǁ ilŵs ǁill ĐoŶiŶue 
to ŵaiŶlǇ take plaĐe though ilŵ fesiǀals aŶd Ŷot thƌough poƌtaďle deǀiĐes, the deǀelopŵeŶt 
of the fesiǀal sĐeŶe aŶd the iŶaŶĐial suppoƌt of ďoth – the fesiǀal ĐiƌĐuit aŶd ilŵ pƌoduĐioŶ 
– ǁill also iŶlueŶĐe if Ŷot the look of the ilŵs, theŶ at least the aŵouŶt of theŵ ďeiŶg ŵade. 
Foƌ the iŵe ďeiŶg it ĐaŶ ďe stated that Ϯϴ% of EuƌopeaŶs ateŶd ilŵ fesiǀals.646 Hoǁeǀeƌ, 
if ǁe ĐoŶsideƌ ilŵ fesiǀals as the ŵost ĐoŵŵoŶ plaĐe ǁheƌe sloǁ ilŵs aƌe sĐƌeeŶed; ǁe 
ĐaŶŶot ĐoŶĐlude that Ϯϴ% of EuƌopeaŶs haǀe seeŶ a sloǁ ilŵ at least oŶĐe iŶ theiƌ lifeiŵe. 
The saŵe ƌeseaƌĐh Đaƌƌied out ďǇ the EuƌopeaŶ CoŵŵissioŶ ĐoŶĐludes that ͞EuƌopeaŶ ilŵs 
aƌe ĐoŶsideƌed oƌigiŶal aŶd thought-pƌoǀokiŶg, ďut audieŶĐes aƌe ĐƌiiĐal of ͞sloǁ oƌ heaǀǇ͟ 
stoƌǇliŶes.͟ 647 The pƌefeƌeŶĐes of audieŶĐes aƌe Ŷeǀeƌ aŶ oďstaĐle foƌ a gited aƌist to iŵpleŵeŶt 
his ǀisioŶ iŶto aŶ aƌtǁoƌk, oǀeƌĐoŵiŶg ǁhateǀeƌ haƌd stƌuggle theǇ ŵaǇ faĐe to pƌeseŶt a ilŵ 
to the ǀieǁeƌ. A ƌeǀieǁ of Jauja, LisaŶdƌo AloŶso’s Ŷeǁest ilŵ, sĐƌeeŶed at the CaŶŶes Filŵ 
Fesiǀal iŶ ϮϬϭϰ ǁhilst the ĐoŶĐlusioŶ of this thesis ǁas ďeiŶg ǁƌiteŶ, deŵoŶstƌates that sloǁ 
ĐiŶeŵa ĐoŶiŶues to eǆist. It staƌts as folloǁs: “A ŵaŶ ŵakes his ǁaǇ ǀeƌǇ, ǀeƌǇ sloǁlǇ aĐƌoss 
a desolate PatagoŶiaŶ laŶdsĐape.͟  AŶd ͞Ateƌ a loŶg iŶtƌoduĐtoƌǇ seĐioŶ ,͟ ͞aŶ eŶĐouŶteƌ 
[takes plaĐe] ǁhiĐh Đoŵes as a ďolt fƌoŵ the ďlue ,͟ the ilŵ ͞eŶds up takiŶg us to ĐoŵpletelǇ 
uŶfaŵiliaƌ teƌƌaiŶ .͟648 VeƌǇ siŵilaƌ phƌases - siŵilaƌ to the oŶes ǁe haǀe seeŶ iŶ ĐoŶŶeĐioŶ to 
all the Đase eǆaŵples heƌeiŶ. What’s ŵoƌe, Tuƌkish ilŵŵakeƌ Nuƌi Bilge CeǇlaŶ, also ĐoŶsideƌed 
a ƌepƌeseŶtaiǀe of sloǁ ĐiŶeŵa, ƌeĐeiǀed the Palŵe d’Oƌ iŶ ϮϬϭϰ foƌ his ilŵ Winter Sleep. All 

this alloǁs foƌ ďƌight pƌospeĐts foƌ sloǁ ĐiŶeŵa, at least foƌ the pƌeseŶt ŵoŵeŶt.

645 Matthew Flanagan Slow Cinema’: Temporality and Style in Contemporary Art and Experimental Film, 2012, 
University of Exeter, p. 216, available at https://ore.exeter.ac.uk/repository/handle/10036/4432 (Accessed May 
2013).
646 European Commission, Press release Lack of choice driving demand for ilm downloads, 6.02.2014, 
available at http://europa.eu/rapid/press-release_IP-14-120_en.htm (Accessed 19.05.2014).
647 European Commission, Press release Lack of choice driving demand for ilm downloads, 6.02.2014, 
available at http://europa.eu/rapid/press-release_IP-14-120_en.htm (Accessed 19.05.2014).
648 Jonathan Romney Jauja in Screen International, 19.05.2014, available at  http://m.screendaily.com/5072155.
article (Accessed 19.05.2014).
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Blissfully Yours (dir. Apichatpong Weerasethakul, Thailand, 2002), Second Run DVD, 2006.

Colossal Youth/ Juventude em Marcha (dir. Pedro Costa, Portugal, 2006). The Criterion 

CollecioŶ, ϮϬϭϬ.

Goodbye, Dragon Inn/ Bu San (dir. Tsai Ming-Liang, Taiwan, 2003), Fox Lorber, 2005.

Fallen\ Krišana (dir. Fred Kelemen, Germany, Latvia, ϮϬϬ5Ϳ, NaioŶal Filŵ CeŶtre of Latvia 
;proŵoioŶal copyͿ, ϮϬϬ5.

Liverpool ;dir. LisaŶdro AloŶso, ArgeŶiŶa, ϮϬϬ8Ϳ, SecoŶd RuŶ DVD, ϮϬϭϮ.

The Turin Horse/ A Torinói Ló ;dir. Bela Tarr, HuŶgary, ϮϬϭϭͿ, The CiŶeŵa Guild, ϮϬϭϮ.


