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The purpose and problem of this thesis is to formulate

a theory on screenplay aesthetics with Eisenstein's montage

as the mother theory providing the aesthetic nourishment for

the proposed concept of imaging.

The theory of screenplay imaging proposes that the

screenplay is a montage of sub-narratives occurring in the

sensual, emotional, and intellectual dimensions and expressing

the grand narrative theme. It further suggests that the

interaction between the screenplay and the reader-interpreter

should yield a prolificity of interpretation with a unified

meaning.

The thesis consists of five chapters. Chapter I, Intro-

duction, lays the background for subsequent arguments.

Chapter II, The Principles of Montage, discusses Eisenstein's

theory. Chapter III, The Theory of Imaging, explains imaging

and develops Gonzalez's Model of Imaging. Chapter IV, The

Principles of Sensual, Emotional, and Intellectual Imaging,

explains the three dimensions with examples. Chapter V,

Conclusion and Recommendation, suggests improvements and

applications of the theory.
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CHAPTER I

INTRODUCTION

The function and the process of screenwriting has been a

paradox of sorts. One of the reasons why the importance of

the screenwriter and the function of the screenplay has been

held in question so often is that the end product, the script,

is not an end in itself, but a vehicle for the translation of

the original written form into another medium, i.e., the film.

In Hollywood, screenwriting began as a task delegated to

a pool of writers who, under the studio system, had signed

contracts with film companies to write scripts which built up

and supported the star system. Under this system, screen-

writing could hardly be called creative. Although a talent

for writing was needed, the more important consideration was

the star. The screenwriter wrote for the producer, the direc-

tor, and the star. He had no influence over the final film

product. As William Froug puts it: "The screenwriter had

money and notoriety, but not recognition (7, p. xii)."

In Europe, the emergence of the auteur theory elevated

the director to the status of film author. According to this

theory, the director is and should be the screenwriter. He

was credited for the success or criticized for the failure

of the film. The script, if any, was merely a blueprint.

1
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Within the context of the European cinema, film was indeed

a creative endeavour, but the act of screenwriting and the

act of film directing were not separate roles.

The system in both film industries has since changed and

screenwriters have proved that they can function independently

in a creative capacity. But the role of screenwriting still

carries the stigma of the old Hollywood system; screenwriting

is still looked upon as the writing of a blueprint.

From a more positive angle, I offer two premises about

the screenplay which, if we accept the auteur theory, would

hold true:

1. that the thinking or creative process of film directing

in itself constitutes the screenwriting process;

2. that the written screenplay is, in fact, the beginning

of film creation.

George Bluestone, citing the differences between the

written medium of the novel and the picture medium of film,

in his book Novels into Film, explains how the communication

process, and thus the process of constructing messages in

both, is based on the formation of images:

-a--. word-symbols must be translated into images
of things, feelings and concepts through the
process of thought. Where the moving picture comes
to us directly through perception, language must
be filtered through the screen of conceptual
apprehension. And the conceptual process, though
allied to and often taking its point of departure
from the precept, represents a different mode of
experience, a different way of apprehending the
universe (2, p. 20).

In the screenplay, conceptual apprehension and imagistic
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apprehension are merged under one task, so that the process

of image formation, which film is all about, begins with it.

Film directing and film writing become inseparable. Thus, the

task of the director and the screenwriter are so closely

interwoven that they serve as "alter-egos" to each other.

This, in effect, is what Wolf Rilla, in his The Writer and

the Screen, tried to express:

In a very real sense, the screenwright must be
the director's alter-ego, and vice-versa.

Each must be prepared to make concessions to the
other, to enter each other 's minds. . . . It is
a delicate and highly personal matter (13, pp. 15, 14).

Film directing and screenwriting are inseparable roles,

whether they are executed separately or simultaneously. The

director must think like the screenwriter and vice-versa.

What Richard Corliss referred to as the "auteur bias," that

is, of the mythical director who "writes, photographs, edits,

scores, designs, and acts in his own films," further under-

scores the initial and decisive importance of the screen-

writing stage:

Unless he writes his films as well, the Hollywood
director is essentially an interpretative artist
who steers the script, the actors, and the camera
in the right direction (5, p. 10).

To be recognized as the film author, the director

necessarily has to be a screenwriter. Thus, whether the

director is holding a screenplay in his hands when he directs,

whether he wrote the script he is directing or not, or

whether or not he is working on the script in his mind during
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the filming, the fact remains that he has to .engage in the

writing process, structuring the narrative through images

in certain ways, with a certain style, to create impact.

Likewise, the screenwriter must think in terms of sound and

picture images even though the writing stage, by itself,

does not involve a hands-on experience with the camera. The

screenwriter must present the narrative with a camera eye.

Film is a layer of interpretations. The most important,

because it is the seed, is the interpretation of life. This

interpretation is initiated by the screenplay. Few writers

and directors realize that the screenplay is the film in

the mind to be transposed into film on celluloid. When a

screenplay is written, the film has already begun. In a

similar fashion, the experience of beauty in a poet's mind

is the start of his poetry; the written poem is tangible

proof of its existence. But, as opposed to poetry, or other

fonns of written literature, the screenplay has two character-

istics which make it unique:

1. it is written, not for reading purposes, but for

audio-visual interpretation;

2. it is highly sound-and-picture-oriented yet its ori-

ginal form uses no sound or picture, only words.

The screenwriter writes, not because he wants to make a

written record of impressions and experiences', but because

he wants that experience to occur, just as it had occurred

in the mind, or to happen again. A screenwriter's aim is not
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publication, but enactment-and re-enactment. His immediate

audience is not the film audience but all those who will

read the screenplay for the purpose of creative interpreta-

tion;thus,it is the director, first and foremost, who must

be persuaded.

The images created in the screenplay are intended to

imitate a mental or sensual experience so that the audience,

in this sense, the reader-interpreter, can go through a sim-

ilar experience. Arthur Koestler, in Insight and Outlook, says:

-- in order to make his audience share his
experience, the artist has to devise a set of
stimuli to replace the original stimuli of his
experience. The primary aim of these stimuli
is to give the audience the illusion that the
experience to be shared is occurring Here and
Now (9, p. 304)).

For the screenwriter, these "substitute stimuli" are

the written words. It is through written descriptions alone

that the reader-interpreter's imagination is stimulated. Of

course this is also true of poetry, novels, and short stories.

But as Rilla explains:

In all other forms of writing, words are theend-products; in the screenplay, they are only themost convenient symbols for the visual realization
of what is to go onto the screen (13,p. 15).

As opposed to written literature, the screenwriter is

not involved in a play of words, word rhythms, or word

patterns per se within the text but employs different tech-

nical terms within the screenplay's audio-visual descriptions

and dialogues. The end result is not a piece of reading for

enjoyment, but a special system of creative communication
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between artists who speak and understand the language of

sound and picture imagery. Despite its very technical nature,

the screenplay should be able to move its readers with the

same force and subtlety that a poem or a short story is able

to do. The screenplay should be able to create images, paint

pictures, evoke sound impressions, and elicit physical, emo-

tional, and intellectual reactions from its readers.

Koestler describes the structuring of the narrative:

a . . the narrative must be so constructed
that it stimulates the reader of the message
to exert his imagination and work up his own
emotions. . . . The message to be conveyed,
the experience to be shared must be implicit
in the stimuli in order to whet the receiver's
appetite (9 , p. 305). .

The screenplay, as a form of written narrative, functions

in the same way. The reader has the main objective of inter-

pretation and is thus preoccupied with the act of visuali-

zation as he reads the text of the screenplay. The manner

in which the technical descriptions, the dialogues, and the

movement of the story are constructed must challenge the in-

terpreters to think in terms of imagery. Here is where the

screenwriter's skill must come to the fore. The screenplay,

more than merely being descriptive, must be inspirational.

In order to achieve an image-inspiring screenplay, the

screenwriter must be aware of certain principles in the psy-

chological process of interpretation and visualization.

I shall, from hereon, refer to this dimension of the screen-

writing process as imaging. (Further definitions are provided
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in the section on Definition of Terms, and in Chapter III.)

Imaging refers to the process of summoning sound and

picture impressions and expressing these impressions into

tangible forms. The act of imaging is responsible for the

artist's ability to remember and record the "pictures" in

the mind, "pictures" which, in effect, constitute the product

of his art.

Mary Warnock in Imagination (1972) wrote: "The medium

of the word is essential . . . to the function of imagination

(17, p. 19)." This proves that when we encounter any written

word, we are constantly and unconsciously forming visions in

our heads about the meaning of that word to us. Whether the

word is a name, an adjective, a verb, or an adverb, it evokes

images which are simultaneously sensual, emotional, and intel-

lectual. The screenplay functions as that written word which

serves as the stimulus for the reader-interpreter thus ini-

tiating the imaging process. Serge Eisenstein analyzed the

relationship between the written word and the image evoked in

a Japanese haiku*:

As the ideogram provides a means for the laconic
imprinting of an abstract concept, the same method,
when transposed into literary exposition gives rise
to an identical laconism of pointed imagery. . . .
the same method, expanded into a luxury of a group
of already formed verbal combinations, swells into
a splendor of imagist effect (6, p. 31).

*A haiku is a short verse form appearing at the beginning
of thirteenth century Japanese literature, which describes
brief events in nature such as the movement of a grass blade,
the smooth unfolding of a crane design on a kimono, an autumn
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In the same manner, Alan Spiegel, in his Fiction and the

Camera Eye, analyzed literature with a camera perspective. One

of the best illustrations he provides to prove the cinematic

capacity of the written word may be found in the works of

James Joyce, whose literature reveals a peculiar affinity to

the cinema. In analyzing Joyce's literary style in An Encoun-

ter, Spiegel points out certain camera perspective techniques

(See Appendix A, p. 8 5 , for the actual text.):

Each sentence adds a new item of visual
information to the viewer's knowledge of the
moving figure, and at the same time each item
literally brings the figure closer to the
viewer; as the distance of the figure and the
eye decreases, the specificity and intimacy
of the observed details increases proportion-
ately (15, pp. 109-110).

Spiegel explains that, in the first sentence, the figure

Joyce describes is merely that of a man, the perspective

being a full shot. No further detail about him is mentioned

except that he came from a distant point. By the fifth

sentence, the figure has already approached and near enough

for the onlookers to notice the details of his form and

posture--the position of his hand, the movement of the stick

--thus employing a medium close-up perspective. The sixth

sentence provides an even closer view, describing details

of his clothes. The seventh moves in to a close-up with a

description of the moustache (15 , p. 110).

eve, and the like. Cinematographically, the perspective pre-
sented in the verses is an extreme close-up. Eisenstein
shows how the haiku employs camera composition and perspective.
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There is also reason to believe that Joyce's "movie

consciousness" had exerted some influence on the development

of his literary style. (See Appendix B, p. 86). Spiegel

concluded that the film experience actually helped Joyce in

finding new functions for the written word:

- -. -Joyce locks to the film because the new
medium provides him with new words to describe
certain things which are happening in his mind
and in his writing, and that he draws upon this
medium not as a source of emulation but rather
as a mode of precise analogy to define the mental
and stylistic postures that in all probability
had developed independently of it. . . . it is
the formal constituents of the medium itself;
the intensities and the elisions, the seamless
flow and the jumpy kinetics; the whole range
and variety of this new and exciting syntactical
temper (15, p- 79).

Conversely, the written word possesses an energy which

is capable of arousing film images in the reader's mind. In

fact, some literary and film critics contend that Joyce had

written Finnegan's Wake and Ulysses with the purpose of con-

verting it into film. This illustrates the power of the word

to initiate a desire in the reader to "see" the images created

by the act of reading and interpreting.

Undoubtedly, written literature is capable of painting

images in the reader's mind, through his imagination, by

means of the writer's imaging. But literature is written

for a completely different purpose, and it possesses limitations

which the film can transcend. A.A. Mendilow, in Time and the

Novel, points out: "Reality cannot be expressed or conveyed--

only the illusion of it (2, p. 12)." Literature creates this
illusion for a general readership whose tool of interpretation
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is their own personal experiences and perhaps, for a few, a

knowledge of literature. The screenplay, which addresses

itself to a highly specialized, highly-trained "readership"

experienced with the camera craft, should then be even more

capable of drawing out images simply because it is read for

that purpose.

On these grounds, I submit that the act of screenwriting

is not limited to the "writing" of a mere blueprint but rather

constitutes the beginning of the process of image creation,

which film is all about. I further submit that, more impor-

tant than the solid story or its technical description, the

imaging process is the key step in the writing and creating of

a film.

Problem

Most books written for classroom purposes or for other

related academic reasons tend to emphasize the technical

function of the screenplay. Knowledge of the regular features

of the narrative form (plot, conflict, expose, denouement,

climax, and conclusion), the uses of camera angles and camera

shots, the physical parts of the screenplay (sequences, tech-

nical instructions, technical abbreviations) seem to be adequate

basis for embarking on a screenwriting project.

What seems to be grossly overlooked is the aesthetic

aspect which reveals both the form and intent of the final

film, towards which the screenwriter works. Undeniably,



11
an understanding and appreciation of the technical capacities

of film is necessary. However, few critics, professors of

writing, and screenwriters themselves realize that there is

a more important, underlying dimension in a screenplay. As

much as written literature employs certain techniques to

effect impressions, so too the screenplay is achieved through

certain techniques peculiar to the art of the film, which

would separate screenwriting from the other forms of litera-

ry activity (because of its very nature and purpose) and,

at the same time, obtain a status in the field of art that

its related sisters in poetry, the novel the short story, and

the play enjoy.

The problem, then, is to identify the artistic elements

of screenwriting which predispose the quality and the artist-

ry of the final celluloid image, and to describe the process

through which it is achieved.

Film is a cooperative art, being the result of the

efforts of several creative minds; and the screenplay plays

the important role of being the first basis of interpretation

and the main vehicle for the creative communication among its

interpreters. Thus, the quality of the screenplay becomes

the first significant determinant of the quality of the film.

But hoW can the screenplay inspire images? What artistic

elements contribute to the director's visualization? What

transpires between the writer and the screenplay? Between

the screenplay and its reader-interpreters?

Through the process of imaging., the screenwriter
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expresses the narrative visually, in terms of sound and

picture images which give artistic value to the technical

tools of the film. Thus an explanation and examination of

this process might provide an awareness of the creative

dimension of this frequently misunderstood, enigmatic art.

Purpose

The purpose of this thesis is to form a theory on

screenplay imaging through the adaptation of Sergei Eisen-

stein's principles of montage .

Review of Related Literature

Surveying the existing literature on and related to the

process of screenwriting reveals a high concentration of

topics on the production aspect. Textbooks such as Maloney

and Rubenstein's Writing for the Media, Orlik's Broadcast

Copywriting, and Hilliard's Writing for Radio, Television

and Film discuss formats, genres, markets production tech-

niques from the standpoint of screenwriting as a profession

more than from the perspective of screenwriting as an artis-

tic activity. Although Orlik's book describes certain tech-

niques to help copywriters think of creative ideas, and

provides guidelines for approaches to writing, it limits

its discussion to advertising and continuity writing (12).

Other publications, such as Eugene Vale's The Technique

of Screen and Television Writing and Wolf Rilla's The Writer

and the Screen attempt a more in-depth description of the



creative tools of the screenwriter, such as time, space,

color, rhythm, etc., but tend to revert to production

techniques. Although it is true that screenwriting cannot

be discussed as an isolated activity, the perspective

adopted by these two books dilutes the importance of the

screenplay, making it play second fiddle to directing,

Quite a few are able to establish the link between the

screenplay and literature, between the screenplay and art.

These are mostly analyses or critiques of existing scripts, or
of film theories, and do not relate to the actual process of
screenwriting. However, these few have proved most valuable

in inspiring fresh perspectives to the screenplay. Fiction

and the Camera Eye by Alan Spiegel analyzes the visual orien-

tation of the literature of the likes of Flaubert, Joyce,

Conrad, Woolf, et (15). Douglas Garret Winston's The Screen-

play as Literature discusses the literary aspects of such

films as Wild Strawberries, Diary of a Country Priest, Grapes

of Wrath, as well as other films of Bergman, Fellini, Antonioni,

Resnais, Godard et al (18).

Six doctoral dissertations written in the past four

years integrated theories of film criticism in the analyses,

case studies, and history of screenwriting and screenplays.

Writin, for the Screen by Marc Rodney Rosen (Northwestern

University, 1982) provides an historical analysis of screen-

writing, its comparisons with other art forms, the factors
contributing to the uniqueness of its form and nature, and

13



the importance of screenwriters as compared to the auteur-

oriented view of the director (14). Critical Analysis of the

Rhetorical Choices Made in the Creation of Two Differing

Written Modes: A Biographical Sketch and a Historical Fiction

by John Thorton Casey (New York University, 1982) analyzes

the process of writing through an examination of the rheto-

rical approach adopted in the writing of these two literary

forms (3). Although it does touch on the creative activity

of writing, it does not deal with screenwriting. The Theory,

History, and Practice of Screenwriting 1897-1920 by Edward

Azlant (The University of Wisconsin-Madison, 1980) is, as the

title suggests, about screenwriting in three perspectives,

specifically focusing on the works of Hugo Munsterberg and

Vachel Lindsay (1). Margaret Mehring's A Scenario for a

Beginning Screenwriting Class Utilizing an Interdisciplinary

Approach to Learning and Creativity (University of Southern

California, 1978) uses theories in education and psychology

in the writing of a sample script for a screenwriting class

(11). From Novel to Script: A Critical Analysis of the

Techniques Involved in the Transliteration from Novel to
Script with a Case Study of "Executive Suite" by Pia Ciarnello

(University of Southern California, 1980) is another case

study touching also on the process of screenwriting or,

more specifically, on the adaptation of a norel to a

screenplay (4) .

14
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None of the books reviewed spoke of a theory on screen-

writing. All the film theories discussed were addressed to

directing and directors.

Definition of Terms

The screenplay shall refer to the written text which

contains the actual narrative of the film, and which

prescribes its audio-visual interpretation.

The screenwriter shall refer to the creator of the

screenplay.

The reader-interpreter shall refer to any and all members

of the film production staff who will read the screenplay

for the purpose of making major creative decisions in the

interpretation of the film, such as the producer, the direc-

tor, the performers, the production designer, the cinematog-

rapher, the musical scorer, the sound mixer, and the editor.

Imaging shall refer to the sensual, emotional, and in-
tellectual processes of creating, transferring, and reacting

to sound and picture impressions.

Images shall refer to the sound and picture impressions

created and re-created by the screenwriter and transferred to
the reader-interpreter. It shall also refer to the sound and
picture impressions created by the reader-interpreter in

reaction to the screenplay.

Sensual imaging shall refer to the process of creating,
transferring, and reacting to physicalized sound and picture

impressions.
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Emotional imaging shall refer to the process of creating,

transferring, and reacting to sound and picture impressions

which result from and result in the vivid description and re-

creation of feelings. The term "feelings" in this case should

not be confused with the "feel of the film" which pertains to

the ambience of the mis-en-scene.

Intellectual imaging shall refer to the process of

creating, transferring, and reacting to sound and picture im-

pressions which result from and result in the vivid description

and re-creation of the logical dimension of the screenplay

narrative.

Montage shall refer to Sergei Eisenstein's cinema theory

which states that new images are created through the collision

of two or more differing or contrapuntal ideas or audio-visual

elements. The term should in no way be confused with the French
"montage" meaning "editing," or the English "montage" meaning

" collage." The operational definition provided here was

derived through the compilation of definitions of the word

widely distributed in parts throughout Eisenstein's two major

books Film Form and Film Sense (6).

Other terms, mostly corollaries of those already mentioned

in this section, shall be defined as they are introduced in

the main body, as definition and discussion form part of the

methodology of this thesis.



17

Limitations of the Study

Discussions and references to the screenplay shall be

limited to feature films, that is, films produced for the

general public and exhibited via the television or the cinema

screen.

Although some of the concepts and principles may be

applicable to other genres such as the documentary or docu-

drama, the news story, advertising copy, or other forms of

broadcast or audio-visual scripts such as the filmstrip or

the slide script, and scripts for multi-image or multi-media

presentations, the main thrust of the thesis is towards the

writing of dramatized film or television narratives.

It must also be made clear at this point that screen-

writing in the sense of this thesis shall refer to indepen-

dent ventures, that is, of screenplays which are not com-

missioned by a producer or director, and written by one

screenwriter without and/or before collaboration with the

director and without and/or revisions by other writers later

commissioned by the producer(s) to do a polish. In fact,

the formation and appreciation of the imaging theory may

later be tested to see if it can minimize or avoid these

stages.

This thesis does not aim to be a how-to manual on

screenwriting but rather addresses itself to the formation

of a theory on screenplay aesthetics. It focuses on the

psychological, philosophical, and aesthetic dimensions of
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screenwriting and not on its technicalities.

It shall be assumed that those who will read this thesis

have a solid background on film history and theories, and

that the films and screenplays used as examples are familiar

to them. For this reason, whatever films or screenplays are

herein mentioned shall not be described in detail.

Methodology

This is intended to be a creative thesis. It shall

deal with the formation of a theory on screenplay aesthetics

through an adaptation of the principles of the montage method

prescribed by the Russian filmmaker Sergei Eisenstein.

It was necessary to gather ideas from various arts and

social sciences in the Eisenstein manner of delving into

topic after unrelated topic and finding applications in the

montage principle. Because of the filmmaker-theorist's

"eccentric" and sporadic method of discussion in his two

books, it was difficult to approach his writings with a

scientific attitude. His eclectic writing style forces the

reader and the critic to look to a diverse range of research

resources for confirmation of the ideas expressed. I, there-

fore, had to refer to writings in art, philosophy, linguistics,

psychology, literature, and of course, film before I finally

arrived at a definite set of bibliographical references

which would be used throughout the whole thesis.

The definitions provided here w.ere thus collated from

various fields of the arts and sciences and adapted for film.
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Through an application of theories intended for film direc-

ting, a formalist approach to a theory on screenplay imaging

has been employed. This approach also serves to illustrate

the common principles that exist in the two film art forms

that are being compared theoretically--film directing and

screenwriting.

Montage serves as the mother theory, providing the

aesthetic nourishment for the birth of the proposed theory

on screenplay imaging.

The general method used in discussing and explaining

the various concepts involved is followed for the first

two chapters. The mother theory, montage, is first discussed

through an explanation of its principles. The proposed

theory is then introduced and explained through:

1. the definition of major and.corollary terms;

2. the definition and description of its processes;

3. the explanation of its underlying principles;

4. the formation of models representing the process

and the principles behind the previously

discussed theory.

Chapter II, The Principles of Montage, is a summary and

brief analysis of the ideas of Sergei Eisenstein contained

in his two major books, Film Form and Film Sense. It explains

tho four basic assumptions behind his montage principle and

concludes with a summary of the four assumptions. Finally, my

concept of the Montage Model is presented, further illustrating
processes of interaction among the various montage pieces



within the shot or frame, which are the basic montage units

of film, and between the artist and the spectator.

Chapter III, The Theory of Imaging, consists of a

general explanation of the communication and creation process

in art, which lays the groundwork for the step-by-step forma-

tion of the theory; an integration of Eisenstein's principles

of montage into the communication model; an explanation of

the process of imaging, applying the communication mcdel

and Eisenstein's principles; a description of the written

medium, the screenplay as a montage of word images, and a

proposition that the screenplay is a literary form employing

the process of imaging. An original design of the Imaging

Model has been constructed integrating all the principles and
processes previously discussed in the chapter. Finally, the

theory of imaging is stated.

Chapter IV, The Principles of Sensual, Emotional, and

Intellectual Imaging, is a montage of close-up views of the

theory in the three dimensions: sensual, emotional, and in-

tellectual. Examples are used,being derived from examples in
previous chapters, extensions of Eisenstein's examples, ref-
erences to existing screenplays, and original illustrations.

The thesis closes with the section on Conclusion and
Recommendation, summarizing the three chapters, and presen-
ting further suggestions for the improvement and application

of the proposed theory.

Eisenstein's theories are the product of a lifetime of

20
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research and practice in the film art. The method of approach
he adopted in his writings is, in itself, an application of
the montage principle. This thesis, which spans a few months
of research representing a few years of incubation, is a
humble attempt to imitate the man and his genius.
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CHAPTER II

THE PRINCIPLES OF MONTAGE

Eisenstein: A Brief Background

Sergei Eisenstein achieved an art which is the screen-,

writer's main task: to transform abstract ideas into perceiv-

able images, specifically sound and picture images, which

allow the spectator to identify with and react to the origi-

nal abstratction being communicated. His montage principle

is systematic and elaborate in its examination of the principle

of film art, searching and looking to other art forms from

different cultures and constantly adapting their principles

to film.

J. Dudley Andrews described the film artist's energy in

his book, The Major Film Theories:

Eisenstein was an energetic and eclectic thinker.. . . He would browse creatively in a bookstore
or library, ferreting out facts and hypotheses
of all sorts which later he would apply to his
own special passion, film.

He would, it seems, suddenly be driven to ransackhistory, economics, art, psychology, anthropology
and countless other fields in order to substantiate
that intuition (1, pp. 42-43).

Eisenstein's two major books, Film Form and Film Sense,

are replete with references to the different arts. From

architecture, he applied the principle of form and balance.

From psychology, he uses the principle of association. From
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anthropology and psychology, he emerged with the principle

of "inner speech." From linguistics, he made references

to patterns of language and rules of syntax to evolve a

film language. In literature, he cites the methods of nar-

rative montage, comparing Dicken's literary style to

Griffith's parallel montage; he also draws inspiration from

the Japanese haiku and Western poetry forms. In painting,

he cites the principle of antique perspective (i.e., objects

being presented as we see them) and Cubism (i.e., objects are

presented in different angles simultaneously). He even ana-

lyzed da Vinci's written sketch of The Deluge, referring to

it as the "shooting script." From music, he forms the prin-

ciple of chromophonic montage, a color-sound correspondence,

as a reaction to the emergence of the sound-film. He further

attempts to design a film scale, translating the different

filmic elements of sound and picture into notes on a music-

like film sheet. From theatre, he adapts the actor's

techniques of identification with the role; he analyzes the

Oriental theatre form of the kabuki as well, observing how

all the stage elements function as montage pieces growing

out of each other. His system of integrating various fields

of arts and sciences was, in itself, an application of the

montage principle.

The concept of montage was initially a practical solution

to the financial limitations of the Russian film industry.

Film techniques were simplified. Small-scale representations
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replaced an otherwise expensive set. These simplified repre-

sentations later evolved and came to acquire symbolic signi-

ficance. Props, small scenes, special inexpensive camera

techniques, often unrelated but affordable, were pieced

together and made to symbolize a scene or action which would

otherwise have been too expensive to produce. Filmmakers

like Eisenstein began to see meanings which were not origi-

nally there before the combination. The result was montage.

The Russian film industry was essentially a propaganda

arm. Eisenstein, together with the. other filmmakers of his

time, were commissioned to make films carrying and propaga-

ting the Marxist philosophy. Approaching the propaganda

objective philosophically, Eisenstein declared that his films

were historical interpretations. Having to convey such an

abstract message, Eisenstein's creativity came to the fore.

Adopting the Marxist dialectic principle:

thesis + anti-thesis = synthesis

Eisenstein translated the political idea in terms of film

aesthetics and came up with:

Representation A + Representation B = C, a new meaning.

Eisenstein succeeded in transforming a very cerebral

experience into perceivable images, images that can be seen,

"heard" through the experience of seeing, and identified

with as familiar human experience. He achieved an art which

transcended the numerous limitations he was forced to work

with.
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Because he was dealing with propaganda, his theories

were an attempt to find ways to understand the process of

audience interpretation. His theories were aimed at the

interpretation of reality through art. In effect, Eisenstein

developed the art of visual persuasion. Although he began

forming his theories in the era of black-and-white, silent
film, he sought to rise above the limitations of his medium

by making the available technical properties communicate

beyond its technical capacities. Although at that time,

the moving picture was a phenomenon, color or no color,

sound or no sound, Eisenstein saw beyond the "toy". To him,

the medium of film was a challenge, the film screen was an

attack on the limitlessness of nature--"the dry quadrilater-

al, plunging into the hazards of nature's diffuseness.

(6, p.40).1)" The resolution was montage.

The Four Basic Assumptions

of the Montage Principle

Inner Speech

The basic law of any form of expression is inner

speech, also referred to as inner thinking, inner monologue,
or inner debate. Inner speech is the basis of form achieved
through imagist thought processes of sensual, pre-logical

thinking, when impressions of the world are still in their
raw form, yet uncoded and unscreened by socially-accepted

forms of expression. Eisenstein believed that.the formation
and composition of any art work are governed by this very
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same law of imagist thought processes:

Inner speech, the flow and sequence of thinking
unformulated into the logical constructions in
which uttered, formulated thoughts are expressed,
has a special structure of its own. . . . at the
basis of creation of form lie sensual and imagist
thought processes. Inner speech is precisely
at the stage of image-sensual structure, not yet
having attained that logical formulation with which
speech clothes itself before stepping out into
the open (2, p. 130).

This law of inner speech finds support in the field

of linguistics, as well as early child language. Vendryes says:

* a . (the child) hears those about him utter
complete sentences corresponding to the
expression of certain commands, needs, or simply
certain facts: "Will go away," "I am hungry,"
"It is a fine day," etc. All of this, stored
up in the brain, gives rise to as many verbal
images which become more exact as they increase,
for . . . these images become capable of
representing an infinite variety of things,
ideas, and feelings, and of being coloured
by every shade of thought (6, pp. 66-67).

Eisenstein sought to simulate the child's perception

and expression of the world in order to discover the patterns

of communication which should be inherently characteristic

of film naturalism. The consequence of expression, both

in the child's language and the film language, is the same:

imagery and interpretation.

Primitive forms of language are also faithful to the

law of pre-logical thinking. This does not mean, though, that

primitive languages do not contain logic. Logic, in this

sense, refers to the already-structured form of verbal

expression dictated by present social norms. Primitive ex-

pressions still retain a kind of object-subject unity with
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the circumstance being represented. Eisenstein cites, as an

example, the Polynesian practice of opening all the portals

of the village and untying all forms of bands, aprons, sashes,

in an effort to simulate and reinforce the physical openness

and unbound conditions necessary to bring forth a child into

the world. This effort to empathize with an event physically

finds its roots in mythological and literary traditions.

Kris Ernst, in Psychoanalytic Explorations in Art, explains

how both the artist practices the same primitive attitude

when creating:

In looking at the object he wishes to "make,"
he (the artist) takes it in with his eyes
until he feels himself in full possession
of it ( 4 , p. 51).

Because of constant usage and transmittal through gene-

rations, this primitive state of "object-subject unity with

the circumstance" has evolved into social practices or

"habits" losing their original function of possessing and

being possessed by the spirit of the experience. Eisenstein

strongly believed in re-constructing this primeval form of

sensual thinking and following its principles as a technique

of embodiment in art. By breaking the logic of our present

verbal thinking, the real world, the raw impressions of an

experience, can be revealed and the resulting art form becomes

closer to the truth. Andrew comments -on Eisenstein's interest

in the principle of "inner speech":

Eisenstein's fascination with primitive
societies and with the expressions of children
reinforce the conception of cinema art as a return
to a pre-logical Eden ( 1, p. 57).
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One specific characteristic of inner speech is the re-

presentation of parts for wholes or pars pro toto, "the most

typical example of a thinking forn from the arsenal of

early thought (2, p. 132)." Primitive cultures perceive

the world and everything in it as one and the same. The

divisions of space and time which exist today were non-

existent. A bear's tooth is not a representation of strength

but possesses the strength of the whole bear, and when given

to a warrior, becomes a gift of strength. Applying the pars

pro toto principle to film, Eisenstein concludes that the

suggestive power of parts of an event, or an object, is more

powerful in creating an understanding of a whole; a shattered

pince-nez is a more powerful image of death and violence than

a shot of the dead man who no longer wears it. Parts become

not merely equivalent to but equal to the whole.

Thus, to Eisenstein, it was necessary to create the

experience of pre-verbal, pre-logical thinking conditions in

constructing the artwork, to achieve the objective of truth

and realism in art.

Eisenstein's sensitivity to his own thought processes

further reinforced his belief in inner speech. He looked in-

wardly for images, being constantly aware of his own mental

experiences, realizing that in the mind, another world exists,

a world closer and more faithful to the Self.

How fascinating it is to listen to one'sown train of thought, particularly in anexcited state, in order to catch yourself,
looking at and listening to your mind. How
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you talk "to yourself," as distinct from "out of
yourself." The syntax of inner speech as distinct
from outer speech. The quivering inner words that
correspond with the visual images. Contrasts with
outer circumstances. How they work reciprocally....

To listen and to study, in order to understand
structural laws and assemble them into an inner
monologue construction of the utmost tension of thestruggle of tragic re-experience. How fascinating
(2, p. 105)!

Thesis + Anti-thesis = Synthesis

Eisenstein's adaptation of this dialectic formula is the

sum of the principles of montage. Two differing, neutral

montage pieces clash to form a new meaning.

The first condition of this assumption is the neutra-

lity and differing nature of each montage unit. A visual

subject, a shot, a word is not an image until it has meaning.

Any montage piece does not reach the status of image unless

its significance is created. It cannot, of itself, create

meaning. An interaction is necessary. That interaction is

montage.

Eisenstein refers to the fusion of two hieroglyphs, each

separately representing a different object but together

forming a new meaning, which is the principle of Chinese

hieroglyphics. The new concept produced is graphically depic-

table only by this and no other fusion. He gives examples to

illustrate this transformation:

a dog + a mouth = "to bark";
a mouth + a child = "to scream";
a mouth + a bird = "to sing";
a knife + a heart = "sorrow," and so on (2, p. 30).

Likewise in the cinema, shots are combined and new

intellectual contexts are created.



The second condition of this assumption is the clash

of montage pieces. This is the main characteristic of

montage: collision, conflict, counterpoint--"the imagistic

transformation of the dialectic principle (2, p. 38)." From
this idea of collision, Eisenstein emerged prolific with

different variations on conflicts in different dimensions of

the film: from the very technical (cinematic conflict touching
on shades, lines,light,shapes, forms, and shot perspectives;

sound-picture conflict through chromophonic montage) to the

aesthetic (conflicts in shot values, rhythmic conflicts,

color conflicts) to the very abstract (thematic conflict).

These conflict categories, although they will not be

discussed in detail,serve to illustrate how adaptive the

principle of montage can be.

Eisenstein further defined Art as conflict:

Because the limit of organic form ( the passiveprinciple of being) is Nature. The limit ofrational form (the active principle of production)is Industry. At the intersection of Natureand Industry stands Art (2, p.46).

The interaction between two opposing montage pieces

also produces and determines dynamism (2, p.4 6 ). This

idea of opposites is present in such non-art forms as poli-

tics and religion. The concept of Marxist dialectics is here
well-adapted and applied to the arts, as in the thesis-anti-

thesis-synthesis formula. The whole philosophy behind -
montage conflict is also based on the Chinese principle of
the Yin and the Yang, by which the world and its elements

are defined by its opposites: black would not exist if
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there was no white, the South is there because of the North

and vice-versa. In film, as in other arts, a montage piece

is defined by its opposites. Human sentiments such as love
and courage are defined by the opposite sentiments of

hatred and cowardice. A fast-paced scene is perceived as such
because of the contrapuntal effect of slow-paced scenes.

Conflict, however, only becomes an aesthetic device if

it brings about a transition of form. Something has to

happen to the representations before they can be transformed

from passivity to activity, from neutrality to meaningfulness.

As in physics, force must be applied in order to move an

element from a state of inertia to kinesis, from stasis to

ecstasis. Eisenstein says:

We understand a moment of culmination to mean
those points in a process, those instants, inwhich water becomes a new substance--steam, orice--water, or pig-iron--steel. Here we seethe same going out of oneself, moving from one
condition, and passing from quality to quality,ecstasis. And if we could register psychologi-
cally the perceptions of water, steam, ice andsteel at these critical moments--moments of cul-
mination in the leap, this would tell us some-thing about pathos, of ecstasy (2., p. 173)!

Eisenstein gives an example to demonstrate this tran-

sition by referring to a scene from Anna Karenina, when

Vronsky, being told of Anna Karenina's pregnancy, fails to
grasp the meaning of the watch as a symbol of time:

When Vronsky looked at his watch on theKarenins' verandah he was so agitated and sopreoccupied that he saw the hands and the faceof the watch without realizing the time (3 , p. 20).

In this example, the transition of form does not occur;
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the watch and its physical features lose their meaning as a

teller of time and becomes merely an object with numbers

and two revolving hands. Conversely, the meaning of time

leaps out of the memory of all accumulated thought experience

which occurred at this hour. It is the application of the

force of memory and sentiment that causes the transformation

of a mere functional time tool into meanings, into images,

as in the example below:

What exactly is this process? A given orderof hands on the dial of a clock invokes a hostof representations associated with the time thatcorresponds to the given order. Suppose, forexample, the given figure be five. Our imagina-tion is trained to respond to this figure bycalling to mind pictures of all sorts of eventsthat occur at that hour. Perhaps tea, the endof the day's work, the beginning of rush houron the subway, perhaps shops closing, or thepeculiar late afternoon light.... .In any case wewill automatically recall a series of pictures
(representations) of what happens at five
o'clock.

The image of five o'clock is compounded
of all these individual pictures.

This is the full sequence of the process,and it is such at the point of assimilating
the representations formed by the figures whichevoke the images of the times of day and
night (3, p. 21).

Thus, the dynamics of clashing opposites causes a

transformation, a higher level of significance or meaning,

which the two neutral montage pieces did not originally

possess. In the actual method of image-creation, art is
this process of reproducing the transformation of an event,

a face, an object into a human value.
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A Dominant Theme

The choice of images and montage pieces is dictated by

a dominant theme which reveals the artist's world perception.

Two underlying sub-principles are carried in this

assumption:

1. that the kind of montage piece attracted to a certain

neutral representation lies in the very nature of that

representation;

2. that the attraction of any two montage pieces is

dictated by a dominant montage theme.

These two sub-principles predicate a chief tendency,

inherent in each montage representation, to attract only

those montage pieces which are consistent with the theme.

Here, Eisenstein refers particularly to the dominating indi-

cations within the shot. The feeling of the shot is produced

by the total design of that shot. The shots adjacent to it

thereby gravitate toward the same "feeling." The shots

interact and a dominant ambience is created.

In the following example, two dominant tendencies--

"old age" and "whiteness" compete:

A gray old man
A gray old woman
A white horse
A snow-covered roof

A fifth montage piece, for instance "a white cross,"

becomes the guiding shot which will cause the two unrelated

tendencies--"old age" and "whiteness"--to intersect. The

meanings of "old age" and "whiteness" gravitate toward the
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intervening dominant "white cross." The result of the three
meanings interacting create the dominant theme--death. All

the montage pieces "hang from the rod of a single ideologi-

cal, compositional, and stylistic whole. . . . The art is

in every fragment of a film being an organic part of an or-

ganically conceived whole (2, p. 92)."

Artist-Spectator Interaction

Film, like any other art form, is not self-indulgent

creation. The process of creation can only be complete with

the interaction of a second interpreter--the spectator. But

because film is, in itself, a language, a system of codes,

it necessarily communicates to an audience expert with these
codes. By expert is meant a certain level of film literacy

required for understanding and appreciating what is being

communicated.

All the first three assumptions being true, the film

is able to achieve a transference of experience to the spec-

tator . Eisenstein says:

Before the inner vision, before the perception
of the creator, hovers a given image, emotionallyembodying his theme. The task that confronts himis to transform this image into a few basicpartial representations which, in their combina-tion and juxtaposition, shall evoke in theconsciousness and feelings of the spectator,reader, or auditor, that same initial generalimage which originally hovered before the
creative artist (3, p. 33).

The artist's creation energizes and i enerized 2y the
mental Processes of the spectator. The interaction results
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in the creation of yet another image, peculiar to each spec-

tator. Thus, the spectator is caught in the whirlpool of the

creative act wherein ". . . his individuality," says Eisen-

stein," is not subordinated to the author's individuality,

but is opened up throughout the process of fusion with the

author's intention (3, p. 35)."

No longer is the act of creation an internal activity.

The artist, making his creative product available and open

to external elements,exposes his art t6 other forms of

creative energy. Thus, the filmmaker's art again leaps from

stasis to ex-stasis. Eisenstein further describes this stage:

The image planned by the author has become
flesh of the flesh of the spectator's risen image
...Within me, as a spectator, this image is born
and grown. Not only the. author has created, but
I also--the creating spectator--have participated
(3, p. 36).

The emergence of images through this artist-spectator

interaction can only work under conditions of pathos, that

state of ex-stasis when the spectator undergoes a transition

opposite to his original neutrality. The conditions of pathos

reveals the fundamental vitality of the creative product to

its highest potential. As Eisenstein puts it:

s . . a pathetic structure is one that compels
us, echoing its movement, to re-live the moments
of culmination and substantiation that are in the
canon of all dialectic processes (2, p. 173).

The theme, the creator, and the spectator become one.

This is the culmination of the creative process.



Summary of the Principles

of Montage

The four major assumptions of the montage principle are

1. that the basic law of any form of expression is

inner speech;

2. that the montage interaction consists of two

contrapuntal, neutral montage pieces clashing

to create a new meaning;

3. that the choice of montage pieces is dictated by

a dominant theme;

4. that the second phase of interaction consists of

the artist-spectator co-creation.

The Montage Model

To graphically summarize the concepts discussed above,

I have designed the Montage Model on p.39 to show the inter-

action between technical conflicts (cinematic elements) and
aesthetic conflicts(values of the cinematic conflicts,

conflict of meanings) and the grand interaction between the

artist's image and the spectator's image. (See Fig. 1.)

Montage unit1 and Montage unit2 begin as counterpoints

to each other. When combined in a juxtaposition, the various

sound and picture elements within each interact; on the
basis of the dominant theme. The result of this first level
of interaction is their transformation from neutrality to

meaningfulness. The resulting meaning is the product of

the artis's image.

When the artist makes,his work public, it is confronted
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by the spectator's image. In the viewing experience, the

artist's exhibited image (the film) collides with the specta-

tor's image (his view of the world). The collision results in
a final image. As Eisenstein explains:

Representation A and representation Bmust be so selected from all the possible
features within the theme that is being
developed, must be sought for, that their
;luxtaposition--that is, the juxtaposition
of those very elements and not of alterna-
tive ones--shall evoke in the perception
and feelings of the spectator the most
complete image of the theme itself (3, p. 19).



CHAPTER BIBLIOGRAPHY

1. Andrew, J. Dudley, The Major Film Theories, New York,
Oxford University Press, 1976.

2. Eisenstein, Sergei, Film Form, edited and translated byJay Leyda, New York, Meridian Books, 1957.
3 ------------------, Film Sense, edited and translated byJay Leyda, Faber and Faber Limited, 1968.

4. Kris, Ernst, Psychoanalytic Explorations in Art, New York,International Universities Press, Inc. ~1952.

5. Leyda, Jay, Kino, New York, The MacMillan Company, 1960.

6. Vendryes, J., Language, New York, Barnes and Noble Inc.,
1951.

41



CHAPTER III

THE THEORY OF IMAGING

The process of art is a process of perception and image

creation. We view the world, then rearrange it through the

sensual, emotional, and intellectual facets of our percep-

tion, and then replicate this world view through chosen re-

presentations. This is imaging.

To understand the theory underlying :the proceEs of

imaging, a discussion of the process of perception and image

creation is in order. Since art is basically a mode of

communication of a high order, the discussion will be an in-

tegrated overview of the two levels of communication: intra-

personal and inter-personal.

The Process of Perception

and Image Creation

Intra-Personal

When a phenomenon is encountered, the concrete or

tangible aspect of that single event is perceived. The body

reacts sensually through associations created by the sense

stimulus of a remembered or portrayed experience or event.

The event is processed, retrieved from memory, and the ori-

ginal reaction is remembered and the experience replicated,

emotionally. The meaning of that experience is remembered,
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and a new meaning is created, intellectually. The signifi-

cance of the replicated event is established as an experience

of the Self. Once the Self accepts the replicated event as

"my experience," the body reacts, sensually.

As we identify with a stimulus of association, we in-

terpret by creating mental impressions. The impressions re-

sulting from this process of interpretation can be so com-

pelling that the perceiver is moved to re-create this intra-

personal experience. The experience is retrieved and re-

constructed (consciously and unconsciously) and a form of

expression is achieved.

Inter-Personal

It is at this point when the perceiver's re-constructed

experience is externalized and communicated to a second per-

ceiver that inter-personal communication begins.

When the chain of perception and communication is inten-

sified, there is a facility of retrieving the impressions

and a fluency of expression. The re-created experience

becomes so close to the original experience of the phenome-

non a transference of the "feel" of the experience to the
next perceiver occurs. If the next perceiver possesses the
same degree of sharpness and sensitivity of expression, he
may continue the chain, reacting, interpreting, creating,
and finally communicating to a third perceiver.

Thus:

Perceiver I Experiences a phenomenon ---> Reacts --->
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-- > Interprets -- Creates -- ) Communicates Creation to

Perceiver II -- Perceiver II Experiences the Re-created

Phenomenon -- Reacts -- ) Interprets -- ) and so on.

But the mind censors our reactions and impressions to

any encounter of a stimulus that before they are externalized

on the conscious level, they become camouflaged by socially

accepted codes. Thus, any form of expression is a product

of layers of thoughts and impressions. What comes out of

the minds and mouths of the communicators is no longer in its

raw form. Because the initial impressions have been dis-

assembled, siphoned, filtered, and sterilized to comply to

social norms, the resulting manifest expression is contrived

and no longer in its original and natural state.

The Artist and His Product: Creative

Perception and Creative

Interpretation

Artists are so constantly engaged in this higher degree

of perception and communication to a point where they have

sharpened their abilities to react, interpret, and create.

There exists a special relationship between the artist as

communicator and the stimulus to which he reacts. The result

of this special relationship, his creative product, further

enhances the interpretation.

Eliseo Vivas proposes an explanation of this creative

interaction between the subject (the artist) and the object

(the creative product, which, in effect, is the re-created



experience). This theory of aesthetics, which Vivas calls
"artistic transaction," defines the encounter of an experience

as an "experience of objects":

* - it is a transaction or interaction, a.trans-action'l of a subject with an object
in a situation, and both terms of the re-lational complex are factors contributing
to the product, the experience ( 13, p. 12).

The artist, attempting to identify and order the world,

which is the source of experience, engages in what Vivas

refers to as "the basic symbolic activity." The mind is not

a passive receptacle or receiver of stimuli, and the process

of perception is not a mechanical mental event beyond the

powers of free will:

Before any purposively intelligent human
commerce with the world can be undertaken,
a world must be there; and this means thatits furniture must be identified and givensome sort of order. The capacity to recog-
nize an object, to identify it, is possible
because we human beings can embody it in asymbolic form that is part of a system of sym-bolic forms. . . . the messages are not
passivley received: they are creatively
processed . . . by means of the symbolizing
capacity of our minds (13, p. 14).

But before the artist reaches this symbolic stage, his
perception goes through several stages of vision by which

his creative ideas become processed by different conscious

and non-conscious interpretations of the object experienced.

William Blake, painter and writer, describes his own encounter
with this "basic symbolic activity" when he speaks of "four-
fold vision" as being the basis of his artistic interpre-

tation:
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Single vision . . . is simply what ordinary
physical eyesight enables us to see: the world
that the consensus of opinion, based on a
limited use of the senses, would affirm as
real. A tree is a tree, an inkblot is an
inkblot, the sky is blue, and so on. Two-
fold vision is still the limited act of
imagination; a cloud formation looks like
two lions fighting, or an elephant pushing
a Mack truck; an inkblot might be two
dancers, or a bird in flight, or a monk
kneeling in prayer. In threefold vision,
we do not see the mean-thing-in itself
as in a single vision, or the thing that
it might be as in twofold vision but we see
the thing as a symbol. . . . The symbol
represents a reality transcended. It is
the medium through which a superior vision
of reality is sought; it simplifies the
poor real world by an act of imagination.
The symbol, the play, the dream: these
are the manifestations of threefold vision.

Fourfold vision is still a step beyond.
It is the vision of the mystic, the seer, the
prophet; it is vision suffused with the most
intense feeling: horror, awe, ecstasy, deso-
lation (2, p. 5).

There is a need for the artist to break away from

reality in order to return to this primordial state which

Blake describes above and which Eisenstein called inner speech.

By re-tracing the process of inter-personal communication and

reversing the intra-personal experience of inner speech,

"the basic symbolic activity," the artist can return to the

raw state of his impressions. Andrew explains that, "In art,

we are led away from logic to re-experience our primary mode

of understanding (1, p. 74)."

In understanding the mechanics of inner speech, the

artist can re-organize reality, or the world, which is the

object of his experience and creation, in order to simulate
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the initial, and therefore, natural, "feeling" of the exper-

ience. This "going-back-in-the-mind" stage is the beginning

of imaging. The fulfillment of the re-created experience,

the concretization and translation of this first-level

imaging experience, is the birth of the image. Its transfer

to the next perceiver constitutes the second-level imaging.

Imaging thus occurs at two pints in the communication

chain:

1. Perceiver I Interprets --- Creates

2. Perceiver II Reacts -- > Interprets

The focus of my discussion from hereon shall be on these

two points in the chain.

Definition

As a supplement to the operational definition (see p- 15),
I further propose that imaging is the creation of mental

pictures introspectively and interactively. Beyond the in-

trospective stage of the "basic symbolic activity" is the

interactive objective of sharing the experience and paving

the way for the continuation of the imaging process through

the next perceiver. Because imaging is an act of creative

communication, common but not exclusive to artists, and

because its main objective is to share the mental picture,

the end product must lead to a commonness of experience.

Signals, which in the history of language and communication

were mere functional tools, become symbols. Vivas comments:



At first, (the primitive communicator) must
have been unaware of the strange effect that
his use of symbols had on his companions: it
produced in them an act of aesthesis similar
to that which things produced in him, leading
them to make the same discriminations that the
user of the symbols made. . . . to the capacity
to communicate by means that were mere stimuli
was added the act of communion . . (13, p. 36)
But a communion necessarily involves two initial parties.

It also necessarily implies two initially differing ideas.

For this communion, or blending of ideas, to occur, the

communicator or the artist must understand the bisociative

characteristic of the symbolic activity.

Imaging is, therefore, bisociative. It occurs at both

the intra-personal and inter-personal levels. It, thus,

immediately includes two perceptions and two interpretations.

If the products of both perceptions and interpretations

were always the same, or at least similar, then there will

always be one way of looking at the world. Fortunately, for

artists, this is not the case. Variety of perceptions and

interpretations provides reason for creative thinking. Dif-

ferent factors, such as personality, historical background,

environment, philosophy, and mental set, contribute to this

variety and cause the moment of image transfer to become an

interaction. The result is dual association, or bisociation.

cisociation, as defined by Koestler, refers to "any

mental occurrence simultaneously associated with two habit-

ually incompatible contexts (10, p. 37)." By incompatible,

Koestler qualifies, is meant images are occurring not "in
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two different meanings but in two different associative

contexts (10, 37).

In the imaging process, this incompatibility of contexts

is equivalent to Eisenstein's demand for the clashing of two

neutral or differing montage pieces. The raw materials of

imaging, its montage pieces, are the raw interpretations of

Perceiver I and Perceiver II, of the artist and the spectator.

Because they exist in two differing associative contexts, they

serve as counterpoints to each other. Through imaging, these

counterpoints energize each other in the direction of Percei-

ver I's meaning. As Eisenstein explains:

Each montage piece exists no longer
as something unrelated but as a given
particular representation of the general
theme. . . . The juxtaposition of these
partial details in a given montage con-
struction calls to life and forces into
the light the general quality in which
each detail has participated and which
binds together all the details into a
whole namely, into the generalized image,
wherein the creator, followed by the spec-
tator, experiences the theme (6, p. 19).

The artistic aim of imaging is, through prolific

imagery, to create a oneness of meaning between the artist

and his audience.

The Process

Re-creation through De-construction

Before an experience can be re-created and given tan-

gible form, the artist must first discover and re-create
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the natural "feel" of that experience. The artificial

trappings of self-conscious perception, brought about by the

mental censorship of socially unacceptable thoughts and im-

pressions, must be stripped off to break the logic of exter-

nal reality. Eisenstein believed that "what is primary and

natural will of itself be tied to the truth (1, p. 74)."

The artist must have an understanding and appreciation

of how the mind perceives the world prior to reaching the

level of tangible expression (the re-constructed phenomenon)

so that the world can be experienced sensually, emotionally,

and intellectually in its primitive, basic, pure, natural,

child-like form by the next perceiver. This triad dimension

of experiencing the world is inner speech. Eisenstein

says:

. . . art is nothing else but an artificial
retrogression in the field of 'sychology
towards the forms of earlier thought-
processes (5, p. 144).

Imaging thus involves anthropomorphic perception. In

children, as in primitive forms of communication, the Self,

the Other, and the World are one. The state or essence of

the object is the object itself. A basket and its emptiness,

a river and its coldness, a rock and its hardness are

expressed as one. By imaging an experience with this primi-

tive, anthropomorphic attitude, the artist re-constructs,

not the plastic, external events, but the essence, the natural,
primitive, child-like "feeling" of the experience. Eisenstein

illustrates how facts and feelings are two differing entities:



Only by dividing "hot" from a thermometer
reading may one speak of "a sense of heat."

Only by abstracting "deep" from meters
and fathoms may one speak of "a-sense of depth."

Only by disengaging "falling" from the
formula of the accelerated speed of a falling
body (mv2 72T~may one speak of "a sensation offalling (5, p. 243)!"

Re-Organization of Reality

Leads to Novelty

By breaking the patterns of reality and breaking into

the natural, unbiased thought processes, the artist can re-

construct reality with a fresh and novel approach. By
'making strange" the familiar and universal experience of

life, the artist presents a fresh world-view, from a perspec-

tive which may be lying in lethargy in the minds of his

audience. By reacting to the angle of "strangeness," the

audience, if possessing an opposite view, is roused to inter-

act mentally with the challenge and create a new image whose

meaning is in line with the artist's meaning. Koestler explains:

Novelty arises from a reintegration of alreadyexisting materials or knowledge. When thisintegration is completed, it contains one ormore elements that are new in terms of theirspecific characteristics or the integration
has resulted in acompletely new organization.
The product never existed previously in itsnew form (10, p. 34).

Decomposing reality into useable blocks or units, which

Eisenstein called neutralization (1, p. 46) results in a new
perspective of reality. That new reality is the fulfillment

of the function of art.
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New Perspectives Challenge

the Audience

Being challenged by the new form, the audience is moved

to interpret and engage in imaging himself. The dynamics of

interaction between the artist and his audience follows the

principle of montage which triggers this imaging process in

the audience or spectator. To Eisenstein, the function of

montage is precisely to encourage this artist-audience inter-

action:

. . . the montage principle . . . obliges the
spectators themselves to create and the montage
principle, by this means, achieves that great
power of inner creative excitement in the spec-
tator which distinguishes an emotionally ex-
citing work from one that stops without going
further than giving information or recording
events (6, p. 37).

Through the proper communication tools, the artist

conveys this new reality to the audience. Challer.ged and

activated by this nobel perspective, they are forced to acquire

a world view, revealing dimensions of reality previously

ignored or unseen.

The effective expression, transference and re-experience

of this new reality highly depends on the artist's ability

to represent the phenomenon through empathic expression,

to physicalize the phenomenon through identification, and

to choose appropriate communicating tools of representation

and physicalization.

The Medium

The world is experienced simultanecusly in several
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dimensions and certain experiences can only be conveyed in

certain ways, depending on which dimension dominated the

perception. A special feeling of elation felt by the body

might best be expressed as a dance. A visual-oriented

experience of a frozen moment might be conveyed most effect-

ively as a photograph, while a visual experience of a spatio-

temporal nature might create more impact in film. Different

art media touching on the same universal theme may elicit

different reactions when encountered, and then again, a

consensus of reactions may be achieved through the different

media by using the tools inherent in each medium. The nature

of the experience as the artist sees it dictates the choice

of medium.

The Written Word

The medium of the written word is a most powerful stimu-

lus, possessing image-inspiring capacities which are the

result of centuries of usage and experience. Eisenstein

believed that the history of words and their meanings in

language is a history of imagery:

All meanings in language are imagist in
origin, and each of these may, in due time,
lose its original imagist source. Both these
states of words--imagery and non-imagery--
are equally natural. If the non-imagery of a
word was considered derivative as something
elementary (which it is always), that derives
from the fact that it is a temporary latency
of thought . .-.

The calm observer, reviewing a prepared
transferred expression. of a more complicated
poetic creation, may find in his memory a cor-
responding non-imagist expression, more
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imagistically corresponding to his (the
observer's) mood of thought (5, p. 247).

To Eisenstein, film and language are similar forms of

expression because both "use the same mechanics in inventing

words and word-complexes (5, p. 60)." He recognized the .

power of the written word and the important role it plays in

the language of imagery. To him, the medium of the word is

capable of shaping visuals at a level that even film cannot

reach. He says:

How much wit and ingenuity will be expended
in order to reach an effect that words
achieve so simply? (5, p. 5)"

The Screenplay: Montage of

Word-Images

Respect for the written word and recognition of its

power enables the screenwriter to communicate with it to its

most effective capacity. William Gordon, who formulated the

creative psychological theory of "synectics" suggested that

"creative efficiency in people can be markedly increased if

they understand the psychological processes by which they

operate (8, p. 6)." Screenwriters, failing to see the po-

tential of their medium, are not squeezing out the nectar of

their literary fruit. To some, like Rilla, the word is a

communication hazard in the writing of a screenplay:

- . . 'fine writing' could become an obstacle
to screen visualization. . . . Language used to
evoke a mood or scene through the employment of
words in a particular manner, might fool both the
writer and the reader into the belief that the
means of transferring it to the screen has been
provided, when in fact the literary rather than
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the film sense had been used by the writer (11, p. 15).

Words should not limit the image. Our inner eye, the

mental pictures and their meanings, should not be imprisoned

by the limitations of words. The limitation of words should

be converted into an asset, presenting a challenge to the

screenwriter to liberate such limitations by searching for

new expressive literary structures through the juxtaposition

of word images.

The screenplay is a literary activity, one in which the

word is the embryo of the filmic interpretation. It is, as

Eisenstein describes it, a kind of imagistic storytelling where

allusion, simile, and metaphor are presented pictorially

(5, p. 241). It is narrative structuring through the orga-

nization of words. The screenwriter's tool of transference

is the word and no other. At least this much should be accepted

if the literariness of the screenplay is to be developed.

The writer aims at visualization as much as a film

director does. Even literary writers strive for creating

the effect of seeing and hearing and succeed in doing so.

Joseph Conrad, in his 1897 preface to the Nigger of the

Narcissus expressed the literary purpose so aptly:

My task which I am trying to achieve is,
by the power of the written word to make you
hear, to make you feel--it is, before all, to
make you see. That--and no more, and it is
everything (4, p. 1).

The Reading of the Image

Because the agent of the hearing-seeing-feeling experience
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is the reading of the image,there must evolve a literary

style of screenwriting, one which artfully integrates the

technical and th6_ aesthetic through the imagistic exercise

of the word.

The screenwriter writes from three literary perspectives:

1. the camera eye;

2. the naked eye; and

3. the mind's eye

CQntinuously stepping in and out of the film frame, he

peers through the lens with his technical descriptions.

Stepping into the world of the frame, he looks at the char-

acters and with the characters as with his naked eye through

his construction of the mis-en-scene. Stepping into the

souls of each character, he sees the world as with his mind's

eye. Then, stepping out of the frame, he once more peers into

the camera lens. The acts of viewing the film, and of des-

cribing the viewing experience must be so interwoven in the

screenplay narrative so that the reader-interpreter is not

conscious of any division of perspectives. What the reader-

interpreter in effect must be led to experience is the same

kind of involvement and empathy that the final audience, the

film audience, is expected to experience. Like the production

of the film, the reading of the screenplay is interactive.

The process of screenplay imaging, as in the process of image

completion in the final film, should include the reader-

interpreter in image formation or "the experience of completing

the image (1, p. 73) )" to borrow Andrew's words.
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As a literary form, the basis of the interaction is the

written description, the purpose of the interaction--a creative

partnership with the reader-interpreter. Eisenstein, in

writing about the Japanese haiku, observed:

a . . the emotion.is directed towards the
reader, for, as Yone Noguchi has said, "it
is the readers who make the haiku's imperfection
a perfection of art (5, p. 32).

Interaction between the Screenplay

and the Reader-Interpreter

Gessner, in his book The Moving Image, claims that there

are two kinds of writers: the "word-oriented" who have been

writing scripts and directing them, and the "sight-oriented"

who are more shot conscious (7, p. 20). Although he cites

two important elements of the screenplay, the word and the

visual, he divides them inadequately. The screenplay does

not consist of word and visual; the screenplay is contained in

the written word which in turn contains the dimensions of

sight and sound, the components of the film image.

Montage in the screenplay narrative applies to the dif-

ferent conscious and non-conscious narratives occurring si-

multaneously. By synchronizing the sensual, the emotional,

and the intellectual images into a thematic whole, this

montage of narratives achieves Eisenstein's montage objective

of a."unified, powerful, generalized image (5, p. 243)."

Thus:

sensual image + emotional image + intellectual image

total narrative image
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Andrew, summarizing Eisenstein's words, defines image

as a set of organized representations manipulated by the

artist (1, pp. 71, 72). These manipulated representations

occurring the three main dimensions--sensual, emotional, and

intellectual--are, in fact, the "sub-narratives" in the grand

narrative which the screenplay, as a whole, represents. The

presence of these three dimensions causes the reader-inter-

preter to engage in simulatenous imaging in the sensual,

emotional, and intellectual levels.

There is, however, a difference between the screenwriter's

imaging and the reader-interpreter's imaging. Ned Block, in

discussing the process of imagery formation, talks about two

methods of representation which, in effect, both the screen-

writer and the reader-interpreter employ. In his book,

Imagery, Block discusses and differentiates between pictorial

and descriptive representation:

. . . In pictorial representation we have three
choices: (1) We can represent a man having shoes,
(2) we can represent the man as having no shoes,
(3) we can be explicitly noncommittal about whether
he has shoes, e.g., by picturing his feet as
obscured, so that one cannot see whether shoes are
present or not. In descriptive representation,
we have these options too. We can say that the
man has shoes, or we can say that he does not have
shoes, of we can say that we are not going to say
whether he has shoes. But in descriptional repre-
sentation, we have another option not available in
pictorial representation: we can simply not go into
it . . . This is not a matter of being explicitly
noncommittal, but rather a matter of not going into
it--that is, being inexplicitly noncommittal (3, p. 12).

The noncommittal course, however, can lead to ambiguity

in the interpretation stage. With ambiguity comes an anarchy



59

of interpretations. The dual associative contexts of the

screenwriter and the reader-interpreter will, instead of

moving towards each other, move away from each other, never

to meet at a point of intersection, as in Fig. 2 below:

Interaction through Collision:

image collision towards unified image2---------- meaning -------------

Ambiguity:

image1  image2

Fig. 2--Collision v.s. Ambiguity

The more specific the imaging of the replicated experience

is, the more vivid the reader-interpreter's imaging will be,

and the closer to the writer's meaning the reader-interpreter's

meaning becomes.

In structuring the narrative, the experience to be

portrayed must be de-constructed into smaller units of sen-

sation (sight, hearing, etc.), emotion-(anger, happiness, etc.),

and logic (personality, motivations, needs, drives, etc.).

By choosing certain images to serve as the associative sti-

muli, the event is replicated, the experience is recognized

as "my experience," and the imaging process is completed.

Through de-construction and then re-construction, the

narratiVe composition is achieved. This narrative composition

reorganizes reality and the experiential elements that make

them real into the writer's perception of reality. The sub-

narratives clash -with the interpretation. A unified meaning rises



out of the intersection of image1 and image2 . This unified

meaning becomes the new narrative image, bearing the writer's

meaning through the reader's interpretation.

Summary

The five principles postulated in the formation of the

imaging theory are:

1. That the screenplay, as a literary medium, is written

from three perspectives:

a. the camera eye

b. the naked eye

c. the mind's eye

2. That the grand narrative image consists of three

imagistic sub-narratives:

a. sensual

b. emotional

c. intellectual

3. That the sensual, emotional, and intellectual sub-

narratives are the montage pieces, serving as counter-

points to each other, and interacting to form one

narrative meaning

4. That the choice of images are based on the grand

narrative image.

5. That the screenwriter's image of reality energizes

the reader-interpreter's image of reality and a one-

ness in meaning is created through the collision

of the two images.

6o
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The Imaging Model

To show the interaction of the five principles, I have

designed what will from hereon in to be called Gonzalez's

Model of Imaging. As the image of reality is re-created through

words, using three perspectives simultaenously: the camera

eye, the naked eye, and the mind's eye. The words are con-

structed to provide audio-visual instructions and dialogues,

organized as sequences. As a result of this organization, the

plastic plot is created. This is the plastic, or direct

perception of the re-created experience. The interpretation

of what is directly perceived brings about the process of

indirect perception, or interpretation, consisting of the

collision of sub-narratives in the sensual, emotional, and

intellectual levels. The grand narrative is thus formed

from this interaction. The reader-interpreter, encountering

the structured grand narrative, continues the interaction.

The grand narrative image energizes the reader's image of

reality, through collision or clashing. The synthesis of

this final collision yields the new meaning.

Statement of the Theory

The theory of screenplay imaging proposes that the

screenplay is a montage of stories occurring and narrated

in three dimensions--sensual, emotional, and intellectual--

which, through collision, are united under one theme, the

grand narrative theme, which is the screenwriter's statement

of about the world. This montage of stories, if so written,
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triggers an imaging reaction on the part of the reader-inter-

preter. This imaging reaction leads to a "prolificity"

of interpretation", -as a result of the multi-narrative

approach. But all interpretations, as a result of the

clash, produces the new meaning, the thematic synthesis of

the initially variant perceptions.

As Fig. 3 illustrates, the imaging process is a series

of chain reactions. The creation of meaning being the end of

each link. The screenwriter thus always has two options:

to direct meaning or to create meaning, to be manipulative

or to be interactive. By writing a mere blueprint, the

reading of the screenplay becomes a stalemate situation,

discouraging further interaction. The screenplay merely

directs meaning, if meaning is at all created, and it faces

the possibility of rejection by the reader-interpreter. By

imaging the narrative, the screenwriter creates meaning.

The reader-interpreter's "rejection" becomes an essential

collision phase which encourages interaction. This inter-

action is the birth of the new narrative image. The act of

screenwriting and filmic interpretation become interdependent

activities, and film creation becomes truly a cooperative

art.
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CHAPTER IV

THE PRINCIPLES OF SENSUAL, EMOTIONAL

AND INTELLECTUAL IMAGING

Sensual Imaging

Definition

Sensual, as defined by Webster, means "of the body and

the senses as distinguished from the intellect or the spirit."

Sensual imaging, by our operational definition, is the process

of creating, transferring, and reacting to physicalized sound

and picture impressions.

Description

The interpretative experience begins with the physical

encounter. An infant begins to understand the concept of love

through physical nourishment from the mother. Hatred and hos-

tility find form in physical aggression: a slap in the face,

a fist-fight, a riot, a war. The physical dimension deter-

mines our perception of the world and is constantly the source

of metaphors in art. Sculpture, dance, music, painting all

derive their inspiration and translation techniques from the

sensual experience. Morris Isaac Stein, in Stimulating Crea-

tivity, says, "The creative individual perceives his environ-

ment . . . with his whole body. He senses, feels with and

follows the lead of his stimuli . . . through bodily or kin-

esthetic sensations (8, p. 58).
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Functions

Physicalization of the abstract and abstraction of the

physical.--The screenplay differs from other literary forms

in that it cannot go into abstractions of fear or anxiety or

happiness or philosophize metaphorically without the use of

visual imagery, which serve to cause physiological reflexes.

Conversely, sensual images must be closely interwoven with

the narrative theme if it is to rise above the level of "skin

flick" or slapstick. All abstractions must necessarily be

imaged as concrete, physical human experiences, and vice-

versa. It is the structuring of the image within the narrative

which will give them philosophical or conceptual meanings in

the com-pletion of the imaging process. Through sensual

imaging, the reader-interpreter must be moved to think with

his eye. Flaubert, in writing for literature, explains:

Just as you cannot:remo.re from a physical body
the qualities that constitute it--color, ex-
tension, solidity--without reducing it to a
hollow abstraction, without destroying it, so
you cannot remove from form the Idea, because
the Idea only exists by virtue of its form (7, p. 25).

Physicalization of the abstract must not be confused

to mean the literal visualization of an idea. Eisenstein

learned through his own mistake that a literal translation

of a literary metaphor is not effective when he ineffectively

translated the literal idea of the "mellifluency" of a poli-

tical speech to visuals of harps and balalaikas in his film

October. The error was in the failure to physicalize the feel

of the speech. It must be the essence that is the basis for
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visualization. The best example of visual metaphor (though

not in the screenplay but in the filmed version) may be

found in the 1983 film version of Carmen, written, choreo-

graphed, and directed by Carlos Saura. Here, the inner speech

of passion and jealousy between Carmen and her dancer-lover

Antonio are expressed physically through extreme close-ups

of the flamingo dancers' shoes pounding rhythmically and

aggressively with bull-like energy on the wooden stage,

through the tensely calculated clicking of castanets, through

the straining of the dancers' muscles and the sweating of

their bodies. The theme is consistently and skillfully in-

terwoven with the pictorial presentation that the sensual

and the abstract dimensions are experienced as one.

In Hiroshima Ii4on Amour (1960), written for the screen

by the French novelist Marguerite Duras, the theme of man's

inhumanity to man is imaged to reveal both physical and moral

conflict.

SCENARIO, PART I:
As the film opens, two pairs of bare shoulders

appear, little by little. All we see are shoulders
--cut off from the body at the height of the head
and hips--in an embrace, and as if drenched with
ashes, rain, dew, or sweat, whichever is preferred.
The main thing is that we get the feeling that this
dew, this perspiration, has been deposited by the
atomic "mushroom" as it moves away and evaporates.
It should produce a violent, conflicting feeling
of freshness and desire. The shoulders are of
different colors, one dark, one light. Fusco's
music accompanies this almost shocking embrace.
The difference between the hands is also very marked.
The woman's hand lies on the darker shoulder:"lies"
is perhaps not the word; "grips" would be closer to
it. A man's voice, flat and calm, as if reciting,
says:
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HE

You saw nothing in Hiroshima. Nothing.

To be used as often as desired. A woman's voice,
also flat, muffled, monotonous, the voice of some-
one reciting, replies:

SHE
I saw everything. Everything (5, p- 75).

In this scenario, the visual description emphasizes

the feeling of the physical and moral consequences of war.

The final filmed version captured the fatal and passionate

intimacy of the lovers through a montage of close-ups of

body contours, signifying the tension in the scene, in the

tradition of the pars pro toto principle in Eisenstein's

montage. It is not the full shot of naked bodies but the

collage of close perspectives, allowing both the reader-

interpreter in the screenplay and in the audience to grasp

the moral implications of the love scene. The contrast of

skin tones, the dew and the sweat juxtaposed to convey one

meaning. All contribute to the total impression of conflict.

Sense Transference.--Sense transference is the most

basic type of imaging. Because the ultimate interpretation,

the film, is a sight-and-sound experience, the sensual di-

mensions of touch, taste, and smell must provide contrapun-

tal effects to the eye and the ear in order to make the

replicated experience multi-dimensional. Complete agreement

of the senses of sight and hearing will only result in flat

and therefore artless mimicry. At least two sensual dimensions

must be made to assault each other in order to achieve natu-

ralism. It takes at least two contrapuntal senses to make
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a meaning. Apples and onions taste the same but it is the

sense of smell that defines one as pleasant and the other as

unpleasant.

It should not be difficult for the screenwriter to appeal

to the sense of vision of today's image-oriented audience.

Gessner says, "The eye of civilized man has become the thief

of all the other senses ( 5, p. 341)." The primary task is

to make the reader-interpreter see and hear so that they can

touch, taste, and smell. An anecdote about the Russian actor

Givochini illustrates how sense transference allows the artist

to transcend his limitations:

Givochini, the famous comedian of the
Malii Theatre, was once forced to substitute
at the last moment for the popular Moscow
basso, Lavrov, in an opera, The Amorous Ba-
vaderka. But Givochini had no singing voice.
"How can you possibly sing the role, Vasili
Ignatyevich?" Givochini was not disheartened.
Said he, happily, "Whatever notes I can't .
take with my voice, I'll show with my hands
(2, p. 18)."

Defining the spatial context.--The mis-en-scene must

also be defined through sensual imaging. The "feel" of the

narrative image permeates the world within the frame. The

screenplay should not be limited to the lefts and rights, the

tops and bottoms, the foregrounds and backgrounds of the flat

screen, but must devote attention to its depth, texture,

shading, and aural and visual ambience. A room, a sidewalk,

a mountainside, a stairway become multi-dimensional only if
the screenwriter creates it texturally.

Lewis John Carlino's screenplay version of D.H.
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Lawrence's The Fox is an example of sensual definition

of the spatial image. Atmosphere is established through

a montage of scattered scene of the master scene. Carlino's

verbal composition of visuals represent the spirit of the

haiku in its sensitivity and "detailed-ness":

FADE IN:

1. EXTERIOR FARM AND FIELDS DAWN
It is dawn. The sun is just peeping over the
trees, tinting the snow a faint pink. Fog and
mist blend the shapes of trees with the whiteness
so that all seems to have an amorphic unreality.
There are no outlines, only dark shapes, emer-
ging, blending, merging again. All is silent.
There is no wind. Now as the sun moves higher,
the mist and the fog begins to burn off and
shapes begin to define themselves. Thin fibril
branches of trees and bushes, sheathed in ice,
glistening against the sun. The fantastic geo-
metric patterns of frost. The frozen ripples
at the edge of the brook. The gossamer-like
cocoons and webs, flashing, crystalline, like
spun glass. Everything is arrested, balanced,
composed. It's as if we are looking at a series
of Chinese paintings, where each stroke of the
brush seeks to establish harmony and peace.
As we complete the series we are in a long shot
of farm buildings in the distance. A rooster
crows. Silence again for a long moment. Now
the camera pans to a snow covered thicket.
Suddenly a bush shakes violently and as the
snow cascades downward, we follow its fall to
frame a set of fox tracks leading towards the
farm. We hear the distant barking of farm
dogs; at first a single bark here and there,
but then gradually joined by more until there
is a faint chorus. . . . (4, p. 6).

Making the familiar strange.--Sensual imaging shows ways

of presenting familiar things and events in a new way, thus

giving new aesthetic functions and values to the camera as

well.

An amusing example of visual sensuality is illustrated
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in Kandinsky's imaging of his taste buds. Here the reader-

interpreter is enticed to dance upon the tongue to the tune

of verbal lyricism:

On my pallette sit high, round rain drops,
puckishly flirting with each other, swaying and
trembling. Unexpectedly, they unite and suddenly
become thin sly threads which disappear in
amongst the colors and roguishly skip about . . .
(7, p. 27)!

Although such extreme detail may not always be demanded

of the screenwriter, this imagery of the pallette proves that

most anything under the sun (and inside the mouth) can be

exciting or colorful or dynamic if seen or experienced from

a perspective different or contradictory to ordinary or fami-

liar perspective

By dividing experiences into montage images of sensual

experiences, they create a more realistic and naturalistic

effect on the reader-interpreter, inspiring him to "frame"

the world of the narrative and to design fresh perspectives

to an otherwise monotonously "medium-shot" world.

Emotional Imaging

Definition

An emotion, according to Webster's definition, is "any

specific feeling or any of various complex reactions with

both mental or physical manifestations, as love, hate, fear,

anger, etc." Emotional imaging, by our operational definition,

is the process of creating, transferring, and reacting to

sound and picture impressions which result from and result
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in the vivid description and re-creation of feelings. (See

Definition of Terms, p.16, for clarifications of "feeling.")

Description

Emotional imaging is the screenwriter's way of apprehen-

ding the situations or events within the narrative. It

belongs to the domain of attitudes. Emotions are overtones

of the sensual world, that which allows us to use our

bodies to reveal the effects of an experience.

In reality, we don't always see things in full shots,

but in little daily vignettes of emotions. Depending on

our frame of mind, we indulge in selective perception all

the time. What we choose to perceive, and how we choose

to perceive them, are determined by our needs, drives, desires,

at the particular moment of experience. Even our perception

of color scales, sound ranges, ranges of taste, etc., change as

our transient moment-to-moment needs change. If an element

or an event is related to our need at a particular moment,

that element or experience changes "in our eyes" accordingly.

If it enhances a need or drive, our perception of that element

is sensationalized. If it presents a barrier to achieving

that need or drive, we attribute negative traits to it.

Perception is "intensified" in the direction of our momentary

need.

In writing an experience for a screenplay, or design-

ing a scene, this psychology of selective perception must be

translated and seen with the camera eye. The various camera
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shots and angles signify different momentary perspectives

of the world, working on the principle of selective perception.

In this analysis of a scene about a widow's grief, Eisenstein

shows how the wrong perspectives can ruin the emotional frame-

work of the scene. No amount of excellent acting can correct

an incorrect visual perspective where emotional scenes are

concerned:

. . . in place of such montage material
the director cut into the funeral long shots
of the interior of the peasant hut, and the
naked woman flinging herself about there. And
the spectator could not possibly separate out
of this concrete, lifelike woman that generalized
sensation of blazing fertility, of sensual life-
affirmation, which the director wished to convey
of all nature, as a pantheistic contrast to the
theme of death and the funeral!

This was prevented by the ovens, pots,
towels, benches, tablecloths--all those details
of everyday life, from which the woman's body
could easily have been freed by the framing of
the shot,--so that representational naturalism
would not interfere with the embodiment of the
conveyed metaphorical task (2, p. 242).

Functions

Humanizing the narrative experience.--The plot is only

a narrative device to present a plastic series of events. The

emotional images created by each event in the screenplay

narrative makes the reader-interpreter's experience closer

to real human experience. Through a "free accumulation of

associative matter (1 , p. 6.1)," Eisenstein admonishes a re-

construction of an event through montage fragments which, in

sum, create a unified emotional image.

A narrative theme, because it is abstract, must be
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translated. into units of human experience. The theme of love

or patriotism or hopelessness are sentiments of universal

scale and of infinite shadings. Only by defining them in

terms of one person's small experience of such a grand

theme can identification be established. The reader-inter--

preter must be provided with familiar emotional anchors

before he can even embark on the task of designing a set or

delivering a line. A texture, a lyrical description can have

no meaning unless there is the emotional depth to convey.

The reading experience is already a very cerebral activity--

the reader-interpreter must be made to forget that the screen-

play is being read for camera cues or set changes. He must

be allowed to lose himself in the narrative, laughing with

instead of at the characters, moving within the world of

the narrative frame as an omniscient presence. Only by this

emotive effect can the reader-interpreter later on step

back and think of the more technical decisions he has to make

regarding the screenplay.

As the sensual images physicalize the abstract, so the

emotional images humanize it.

Any human experience must necessarily be seen from some

emotional context. Nothing in the narrative can be isolated

from this important framework. Emotional images must be

manifested through images that can be seen and heard. The

reader-interpreter must be provided with emotional bullets

so that they can fire their emotional reflex in the direction

of the emotional theme.
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In the following example, the writer's emotional attitude

towards the invasion of Czechoslovakia is conveyed through

the shifting frt om color to black-and-white. Although this is

a documentary script, it provides a fitting illustration for

the color imaging of the emotional abstractions of fear and

desperation:

FADE IN:

A slide projector comes to life, in black-and-white,
turned on by an unseen hand. The light flares, the
cooling fan whirs, and now the automatic slide holder
begins to revolve, clicking forward at its automatic
and pre-set intervals.

The first slide has not yet arrived before the
lens. We watch closely as it advances, pauses,
advances, pauses, until we see that it is there.
This first slide and the next three are in color,
and carry the legend:

Czechoslovakia: 1968 (sic)

--in dozens of languages.
Again the slide projector, as in the next slide

advances and arrives, also in color:

1918 (sic)

What follows--in sixty seconds--is Czechoslovakia
as it is some twenty years: 1918 and onwards, seen in
color stills and tinted motion picture film:

Czechoslovakia's countryside, bursting with
flowers. Its peoples, its cities, its rivers and
castles, its street life and budding industry--and,
always and again, its flowers.

In fact, it is a picture of beautiful flowers
which ends our sequence: flowers turning before
us from color to black-and-white, followed then
by a black-and-white slide:

1938 (sic)

More flowers--on a grave, now.
The Nazi occupation, in grim black-and-white.

We watch the destruction, the tears, and the drawn
and terrible faces of the Czechs as they are violated
(6, pp. 22-23). . .
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The writer's intent was to enclose the factual and

the emotional, and even the technical aspect of operating

the slide projector, into one unified thematic tension (6,

p.-21). The switch from color to black-and-white conveys

the shift of emotions. The technical instructions are so

well-integrated into the rest of the text that, through the

reading of the script, the interpreter is clearly made to

see its visual potential as well as emotional impact.

Guiding the rhythm of the narrative. --The emotional

charge of a scene dictates the rhythm of its unfolding,

in the story movement, in their significance as an experience

of the characters. As a guide in the narrative rhythm, it

becomes the basis for what Eisenstein referred to as the

pulsingg of the film" (2, p- 73).

In this excerpt from Guy de Maupassant's Bel Ami, the

images of time are fragmented into several visions to convey

the emotional quality of the midnight hour (3, p. 26).

He went out towards eleven o'clock,
wandered about some time, took a cab, and had
it drawn up in the Place de la Concorde, by the
Ministry of Marine. From time to time, he struck
a match to see the time by his watch. When he
saw midnight approaching, his impatience became
feverish. Every moment he thrust his head out of
the window to look. A distant clock struck -twelve,
then another nearer, then two together, than a
last one, very far away. When the latter had
ceased to sound, he thought: 'It is all over.
It is a failure. She won't come.' He had made
up his mind, however, to wait till daylight. In
these matters one must be patient.

He heard the quarter strike, then the half-
hour, then the quarter to, and all the clocks
repeated 'one', as they had announced midnight
(3, p. 335). . .
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The total emotional experience has become a montage of

smaller encounters with the midnight hour, providing units

of rhythm which conveyed the emotional theme.

Intellectual Imaging

Definition

Intellect, by Webster's definition, is "the ability

to reason or understand or to perceive relationships, differ-

ences, etc." By our operational definition, intellectual

imaging is the process of creating, transferring, and reacting

to sound and picture impressions which result from and result

in the vivid description and re-creation of the logical dimen-

sion of the screenplay narrative.

Description

Intellectual images are vibrations from sensual and

emotional images. They may also be referred to as thematic

images, fragments of logic which result from interrelating

the sensual and emotional montage pieces in the narrative,

possessing its thematic threadbase.

In Sophie's Choice, the reasons for Sophie's strange

lifestyle gradually lose its "strangeness" as, each step of

the way, the logic of her motivations are revealed. This is

the essence of re-organizing reality through montage pieces.

Intellectual images provide the "whys and wherefores" of

the various images in the narrative, stringing them together

like beads, and joining beginning and end as in a clasp.
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The narrative structure must defy the logic of time,

shuffling and re-shuffling past and present so that the in-

tellectual or logical chronology, the story of "choices" made

by the characters become the foundation of the temporal re-

arrangement .

By approaching the simple plot intellectually, smaller

images of logic, little stages of "reasons" contradicting

each other unfold to create the pars pro toto of logical

conflict. Within every experience lie smaller but more sig-

nificant series of events which, in the manner of Kurosawa

and Hashimoto's Rashomon, provide angles unseen by the char-

acters within the narrative.

Function

Intellectual imaging serves one major function: it

provides the syntax of the narrative. By creating a new logic

to the plastic series of events, which is the plot, any story

of human transition becomes a new narrative. In the first

place, the filmic narrative is preoccupied with capturing

that moment of change in character's life.

In real life, every big and small decision has an ulterior

motive, an immediate motive, and an underlying motive. Each

layer digs deeper into the mind of the character, providing

the guideline for the gradual revelation of the grand

narrative theme. John Irving's novel The World According to

Garp is an example of these layers of motives. The story

is not one that could be told with one plot because the
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sub-narratives "speak" to each other, interacting to convey

the message of the tragedy and the comedy in a man's lifetime.

Unfortunately, Steve Tesich and George Roy Hill failed to

capture the "feel" and the logic of the tragic:"'comic narrative

image behind the little, seemingly absurd incidents in the

life of Garp. The narrative logic in the story lies in the

interweaving, in the almost indistinguishable shift of pers-

pectives from fantasy to reality. It is not the plastic

incidents of a plane crashing into his new house, or of a dog

biting off his ear or vice-versa, or of picturing himself, as

in the novel he was writing, as a heart-broken pianist that

will provide the narrative logic, and therefore the theme,

of Garp's life story. What should have been translated

(and by this I do not mean converted into camera shots) is,

the shock that Garp underwent at each stage of transition in

his life. The purpose of the little absurd incidents was to

demonstrate that human beings are victims of circumstance.

For a -screenplay to capture the "feeling" of human

experience, the syntax of the narrative, the sense of reason

must be evident, albeit subtley, in every single plastic

incident occurring within the narrative. It is through

intellectual imaging that the sensual and the emotional

dimensions of the narrative finally find reason for being,

fulfilling the principle of the inner argument that is the

action of every story.
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Summary

The sensual, the emotional, and the intellectual aspects

of the narrative are, therefore, sub-plots in themselves.

For the narrative to be dynamic, the three dimensions must

collide with each other, generating questions which lead to

the formation of images of the mis-en-scene, of the characters,

of the ambience within the world of the screenplay. The

sensual dimension provides the physical experience of the

theme, the emotional dimension provides the psychological

effect of the physical experience, and the intellectual

dimension permeates the first two as it provides the syntax

of the grand narrative.

If the narrative structure were to be dissected, it

would reveal these three layers of imaging in every single

incident and every sequence in the screenplay. Without these

three layers, the reader-interpreter will not continue

the imaging chain, and the final film form will not be what

it should be--an artistic collaboration.
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CHAPTER V

CONCLUSION AND RECOMMENDATION

The theory of imaging is not a hard-and-fast aesthetic

principles in the same way that montage is not the ultimate

film theory. But imaging, as an adaptation of montage, is

aimed at encouraging more artistic interaction between the

screenwriter and the director. It aims at elevating the

art of screenwriting as a medium which can be enjoyed in-

dependently from film, the same way that the public is allowed

to appreciate the play--as literature and as part of the per-

forming arts. But for as long as this backstage politics

exist between the director and the screenwriter, the two

aspects of film production most important to the effectivity

of the medium will always be isolated activities that only

meet on the grounds that one, usually the director, gets the

final credit. In music, conductors and musicians alike derive

their greatness from their ability to capture the spirit of the

composer's music. The composer is the ultimate artist of the

medium. It is to him that we pay tribute, when we hum a mel-

ody, or when we play it on an instrument.

The development of the imaging theory is an attempt to

demonstrate that screenwriting is the craft behind the camera,

if executed with the sincerity and the seriousness of poets

and painters. Such seriousness does not imply a seriousness

82
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of approach. But even wit and humour have serious structures

supporting their artistry. The imaging theory and its

accompanying sister principles in montage should serve to

demonstrate that there exists a certain level of artistry

behind the craft, that the screenplay is a respectable crea-

tive product by itself.

Application of the imaging theory and its principles

in screenplay criticism provides a standard of aesthetics

both for the student in screenwriting and criticism. The

screenplay could be analyzed as a piece of literature in

terms of its readability, pictoriality, and literary depth.

A literary style in screenwriting may also be developed.

These are angles worthwhile looking into.

Of course, the theory presupposes a high level of

film literacy in the reader-interpreter, especially in the

film director. To appreciate and understand and translate

a script like Carlino's The Fox or Duras' Hiroshima Mon Amour

demand the calibre of a Resnais or a Bergman. But, then, for

the same reason, such a demand on the director may initiate

a further uplifting of quality in the other aspects of the

film.

Most importantly, the thesis hopes to demonstrate the

art that is the screenplay. Screenwriting, because it deals

with life in the raw, life in the more-real-than-reality-world

of film, is, like the history of language, a coded set of

human experience. Screenwriting is the end-product of a long



84

gestation period of observation, reaction, remembering,

re-creating. Screenwriters, at least, owe it to themselves

to give respect to their own craft. "To direct meaning, or

to create meaning"--that is their choice.

It is hoped that the proposed theory on screenplay

imaging will open up debate and encourage experimentation

in the art of screenwriting. If it should generate more

argument about the role of the screenwriter and his compa-

rative importance with the film director, then perhaps the

theory is worth pondering on. A system of screenplay aesthe-

tics is necessary if screenwriting is to be more than a

vocational skill, if it is to be rightfully elevated to the

status of art.



APPENDIX A

There was nobody but ourselves in the field. When

we had lain on the bank for some time without speaking, I saw

a man approaching from the far end of the field. I watched

him lazily as I chewed one of those green stems on which

girls tell fortunes. He came along by the bank slowly.

He walked with one hand upon his hip and in the other, he

held a stick with which he tapped the turf lightly. He

was shabbily dressed in a suit of greenish-black and wore

what we used to call a jerry hat with a high crown. He

seemed fairly old, for his moustache was ashen-grey.

An excerpt from
James Joyce's
An Encounter
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APPENDIX B

JOYCE AND THE CINEMA

Joyce had a brief direct experience with film when, in

1909, he managed Dublin's first movie theatre. It was,

therefore, easy for critics to think that Joyce's interest

in film had something to do with the development of his

style. Two of his novels Finnegan's Wake and Ulysses were,

in fact, considered for production, the latter almost became

an Eisenstein project. Film critic Pauline Kael even accused

Joyce of being "movie crazy." But Spiegel in Fiction and the

Camera E hesitates to draw any definite conclusion as to

the cinema's influence on the writer.

(From Spiegel, Alan, Fiction and the Camera Eye, Virginia,
The University of Virginia Press, 1976.)
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