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CALLING THE SHOTS

INTRODUCTION.

The title of my essay deals with how we as observers view images.
We are an audience when we watch a film in the cinema, we are
seeing something that is not really moving. What we are seeing is

of images, each image slightly differenta sequence from the

next. When a sequence of images is viewed in the cinema, the reel

film moves so fast that we cannot see the differenceof between

image. The motion of these images is apparent that is theyeach.

only appear to be moving.

first chapter of my thesis s divided intoThe Thetwo parts.

a historical background into thefirst is lives of thepart

of Europe and Victoria! England. mentionI also want topeople

type of entertainment that was available to society and howthe
this compares with their response to thethe audience responded,

The first part of the'chase films' of the early motion picture.

'Persistenceconcludes with the introduction of the ofChapter-
Vision' and begins the second part of the chapter. In this part I

to introduce a proportion of the inventors and scientistspropose
I would like towho created optical devices in the 19th Century.

work of John Ayrton Paris and finish with thebegin with the
Lumieres.Many of the early inventors like Joseph Antoine Plateau

Ritter von Stampfer created their optical devices toSimonand
the idea of the 'Persistence of Vision' The Persistenceexplore

of Vision is a characteristic of human perception first known

the ancient Egyptians and later described by Peter Mark Rogerto
in 1824.This theory was responsible for the development of visual
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awareness in the ensusing decades. Subsequent experiments led to

action of the eye. In 1850, a German Psychologist, Herman Von

Helmholtz published his studies of the eye and the psychological

optics. At this stage the objective interest in optical theory

was to further scientific research. Later the emphasis would lean

more toward the commercial demand that would lead to the birth

of cinema.

second chapter is devoted to Perceptual Theories.My I want to

theoriesdiscuss and the various experimentsthose that were

theories includedeveloped the, These thedemonstrateto

Vision' and its association with the notion of'Persistence of

apparent movement'. Both of these are linked to the Threshold of

Perception and are created by film. From there I will mention how

audience perceives the images they have seen on the screen,the
Then I would likeand how aware they are of the images they see.

'describe'differenciate between how we 'picture' and how weto
and say why imagining is like describing rather than picturing. I

inmental respresentations involveddiscuss thetowant
representationsthesimilar they ara toPerception axid how

Imagery includes an object which isinvolved in mental imagery.

the subject of our image,and area,the environment of the subject.

In film these are represented in a narrative form, this leads me

Narrative is the manipulationto
of time and space executed to conceive a story. In this chapter I

want to mention how George Melies discovered narrative and how he

in his most successful film 'Le Voyage dansitused La Lune'.

(iii)

an interest in science and technology on colour vision and the

my final chapter on Narrative.



Georgs Melies is credited with influencing another director Edwin
S. Porter in his production of films like 'Lifethe of an
American Fireman' (1903) and the 'Mill Girl (1907). These films

the first to explore and develop various types of narrative.were

Many directors like Melies limited their development of narrative

because they always kept the camera at a fixed point view.of

would like to discuss theFrom here I technique of parallel

editing and how it was used to reveal simultaneous action, this

with relationearly filmmakers who often showed thecompares

two separate areas by panning the camera from onebetween space

essential action being directed in such aanother. Thsto way

that the audience would grasp the highlights of the scene. Here I

would like to say how the audience were persuaded into perceiving

film as reality through the editing of time and space. This will

then conclude my final chapter.

(iv)
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(i) SETTING THE SCENE.

Nineteenth Europe had many people to entertaincentury and no

expense was spared to keep the social classes amused. In England
in the 1820's the theatres and music halls were visited by the

upper and middle classes. Acrobats, clowns and jugglers performed

in the music halls.The audience joined in with the oftenjokes

vulgar sang along or threw rotten fruit if they really disliked

of the entertainer.If the audience really engjoyed your act they

pennieswould middlethrow onto the stage.Upper classesand

thrived on plays about murder and ghosts.The crowd loved excitment

and would cheer on the heros and hiss the villans.

nineteenth century was the era of the Industrial RevolutionThe

in Europe. It was a time of materialism when possessions of worth

were of the utmost importance.

and Britain likeQueen of Britain, oftheVictoria restwas
gainedenjoying great prosperity. The middle classEurope was

from this prosperity and the poorer class were looked downmost
There was an attitute among the middle class that you gotupon.

staying sober and savingwere by working hard, yourwhere you
The middle class believed that the poverty experiencedpennies.

the poorer class was a direct result of their laziness, yetby
classes worked hard often fourteen to sixteen hours athe poorer

six days a week but they were poorly paid. Many factoryday,
preferred to employ women and children whom they could payowners

less.
the 19th century the upper and middle classes found they hadIn
time to indulge in pastimes.more

awareness in the public, young ladies and gentlemen in European

2.
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began investigate into the wonders ofto science.modern For
women of upper class who could not work because it was considered

socially unaceptable, this indulgence offered entertainment while

the men were looked on as broadening their horizons withyoung

their new hobbies. Their investigations and the work of inventors
like Paris and Plateau considered commerciallynotwere

competitive until around the time of the 1850's.

the devices invented by the creators of theMost of nineteenth

opticalcalledcentury exploredThese andtoys. toyswere

investigated Vision'.'Persistencethe theory of the of The

Theory of the Persistence of Vision is based on the idea that the

retina retains an image for a short period of time.The motion

created by a sequence of images, a reel of film is a consequence

of the retina retaining an image.The eye holds the image on each

frame only long enough for the next image to move into place.

With only the slightest change in each frame being continually

received by the eye it appears to the eye that it is receiving a

moving image or that the eye cannot distinguish between rapidly

repeating images and so it becomes a continued message. The

subsequent interest in this theory of the'Persistence of Vision'

whichoptical devices being contributedcreatedled to many

research for the first motion pictures.

3 .



(it) THE CREATORS.

persistence of vision has always been connected with anotherThe

theory, the theory of Apparent English1826anMovement. In
physician, John Paris made the existenceAyrton of apparent
movement known.

moving picture. This device was called 'the Thaumatrope' (fig.l),

it consisted of a single circular card, the centre of the card

attached to a piece of string. A picture was drawn on bothwas

sides of the card, for example, a black face on one side and the

features of a face on the other. fastWhen you rotated the card

one picture was imposed onto the other and both picturesenough,

This happens because of the delayed reaction ofappeared as one.

the retina. The basis of the idea for the persistence of vision,

was demonstrated in Paris's Thaumatrope.The'persistence cf

vision' can only account for gaps between exposusres of images.

Thaumatrope was a popular toy among the children ofParis's the

Victorian era because it was easily made and cost very little, it

hisHe had thaumatropeendless hours of amusement.also gave

printed alongside

it had to be printed eight times.

As a scientist Paris had created a device that explored a theory.

The device had encouraged comment among scientific circles. That
of minor importance. Though itentertainedit must havewas

susbsequent printing shows, Little did Paris and
scientists know what their devices would lead to.fellow As yet

their main interest was in science and technology, the commercial

4.
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viability of their devices had as yet not come into existance.
In 1829, three years after Paris had invented the Thaumatrope,
Joseph Antoine Plateau, a professor in Brussels and a scientist
in the field optics wroteof his doctorial thesis theon
'persistence of vision'. Three years later Plateau developed the
Phenakistoscope (fig.2), inand Austrianthe same year an
geometrician Simon Ritter Von Stampfer invented a similar device
called the 'Stroboscope', ofreports the Stroboscope

in Austrian and European newspapers at theappeared time. The

Phenekistoscope and the Stroboscope were models which created the

illusion of movement. Among cinematic circles the Phenakistoscope

is considered to be one of the most important devices in the

prehistory of cinema.

Phenakistoscope consisted of a disc with slots cut into it.The

series of images were drawn around the perimeter of the disc.A

There were equally spaced appetures around the perimeter. When the

the images visiblerotated on its axis,disc through thewas

apperatures were reflected onto a mirror, when you looked at the

Plateau describes herethe images appeared to move. themirror

idea behind his model;

■If a number of objects differing minimally in form and position

very rapidlysuccessfully theto andshown ateyeare
sufficiently close intervals, the impressions they produce on the

retina will coalesce without becoming becoming confused, and you

looking singleat object changingbelievewill aareyou

gradually in form and position' Quoted from, Histoire Generale du

Cinema, 1968.

5 .
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Later when early motion pictures were created they added another
level of ingenuity to Plateau's principle. In film a series of
photographs are projected onto a screen, each photograph is seen

for a fraction of a second. Between exposures a shutter driven by

inside the projector blocks each photograph frommotor view.a

This is similar to Plateau's Phenakistascope which had been created

many years earlier.

As Plateau was engaging into his explorations in the 'persistence

of vision', he often experimented on himself. This proved to be
unfortunate for Plateau. In one experiment he is said to have

the sun for twenty five minutes andstared at result heas a

blind when he was only twenty eight.became After a few months

partial sight but at the age ofha recovered forty he became

permanently blind. His wife helped him continue his work into the

'persistence of vision'until he died at the age of eighty-two.

Plateau never patented his creation believing that it should ba

to further research into the creation of devices.opticalused

this is why the Phenakistoscope is less well known whilePerhaps

which Stampfer patented is more commonly heard of.Stroboscope
Phenakistoscope createdtheandStroboscope wereBoth the

simultaneously by two people who knew nothing of each other. Both

of their creations gave the illusion of moving images. But later

1852 another creation which gave the illustion of relief andin
movement was invented by a Frenchman Jules Dubosq. He named his

creation the Bioscope or Stereofantiscope, he stated that

had finallyhemirror-stereoscopethewith succeeded in
constructing of

with wonderfulthe qualitiesstereoscope ofthe Josef A.

6 .

a machine that combined the essential qualities



Plateau's Phenakistoscope. The stereoscope gave the impression of

three-dimensionality with its movement of pictures by the action

springs while the Phenakastoscopeof illusionthe ofgave us
movement. Another Frenchman Henry du Mont in his patent for the
'omniscope* in 1859, a machine which was created to give the
illusion of images in relief,said that Stereofontiscopethe

simply forcreated the pleasure of the eyes!was

of the first devices invented
to entertain the eye of the observer.

army private,An Uchatius was the firstFranz von toperson
a series of images onto a wall before an audienceproject using

Stampfer's 'Stroboscope' he created the illusion of movement. Von

Uchatius Stroboscopic discs to illustrate motionused the to

whichdiscspupils. classhad to be passed around theThe

valuable time. In order to conserve time and speedconsumed up

Von Uchatius conceived an idea which would displaythe process,

movements in order for them to be seen by every pupil atvarious
this by using a magic lantern toHe accomplishedthe same time.

project successive images onto a clear white wall. imagesThese

had been painted onto a transparent disc.

The moving images of Von Uchtius were generally popular not only

pupils but with scientists engaged in fieldthe ofhiswith

optics. It

his moving images would eventuallyphotographic serial pictures,

be improved.
to 1850 progress in the motion picture illusion1833From was

thereandslow theon

7 .
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The Stereofantiscope was probably one



optics. Meanwhile, Europe was busy with photography stills and in

1851 an Englishman Frederick Scott Archer discovered the wet
Collodion Collodion is dissolved gun cotten in ether,process.

it was not until twenty years later that manufacturers beganbut

availto of collodion as commercially prospective. In 1876

Worthsworth Donisthorpe exposed plates for a series of successive
images in a Zoetrope (fig.3), a type of magic lantern. Glass

discs with images painted on them were used in the Zoetrope. On

the glass disc there were shutters which rotated on an axis, for

rotation of the picture disc,each the shutters rotated ten

times. This allowed a liquid movement to occur, giving the images

'fluid' This device was improved bymore appearance.a upon

L.S.Beal in his ’choreutoscope'. In the 'choreutoscope'the image

intermittently by a cross mechanism. imagedisc moved An was

available each time a revolution occured.

magic langern had been popular when it emerged twentyThe years

it had disappeared for a number of years andearlier, however,

The optical lantern consistedwas now making a comeback.

usually made of wood generally metal.mahogonyof body ora
metal was lighter and therefore hadmahogony was strong,Though

the magicof being more portable. Also part ofadvantagethe
lantern was an illuminant, an optical system and a way of holding

the slide in the path of the light. Transparancies ware projected

by an artificial light onto a screen to be viewed by an audience.

diameter of the image could be enlarged from twenty toThe one
and fifty times but generally it was enlarged athundred twenty

times and often much less. The 1870sthirtyto saw a mass
'magic lanterns'. Slides coveredproduction of variety ofa

3 .
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subjects affected the social lives of the peoplethat thatat
time as the following quote from G.A. Household and L.M.H. Smith
states;

•The stories highlight socialthe problems of the day,

drunkeness,poverty and unemployment'.
The Temperance Movement had started in Maine in America in 1851

and spread. By the 1870's and 1880's it had become highly popular
in Europe. The movement was a favourite among the topics of the

slides in the magic lanterns. The following quote from "Jessies

Last Request" J.J. Lane, shows just how popular;

"A kind lady who came to see us,

a pledge book in her hand?

she pressed us all to sigh, Father and

join a temperance band,

She said that none were safe that who took

the drink in little drops,

It led to drinking more and more

at home and in liquor shops"

largest slide manufacturer in the 1870's was to be found inThe
owned by a James Bamford.it ThoseYorkshire,Holmfirm, was

artists,includedhis factory andactorsemployed at

Everything worked seasonally. Shooting occured inscriptwriters.

while winter was spent producing, manufacturing slides,summer,
painting and writing scripts. Colours were at first limited to

skilled at mixing other colours, their palate eventually expanded

9 .
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The work of the slide painter was a tedious and tine consuming
job. They had to work on a piece of glass 3 inch square. They
developed great skill which eventually led to the unpopularity of
black and white slides with the public. The magic lantern was
capable cf producing the effects of superimposing, fading and
dissolving images. Continuous movement was also possible but only
for short periods of time.

Somebody who developed a device which combined the Zoetrope with

the magic lantern was a Frenchman by the name of Emil Raynaud. He

named his creation the 'Praxinascope', later it was to be
called the 'mirror drum'. In the Praxinascope a band of drawings

ware not directly seen by an audience. They were seen as an image

reflected onto a twelve sided mirror drum situated on the side of

cylinder. Praxinascope needed only one lampThe whicha was

enough to light its two way projection system. One lense would

project a moving person the other a country background. When both

the person moved creating an animatedprojected together,were

also invented a perforated flexible picture stripimage. He on

which he took out a patent in 1881. Emil Raynaud used his device

the 'Theatre Optique' in Paris 1892pantomines andatfor
work by making improvementshiscontinued to the1896. He

the stroboscope to present the images to theusingstroboscope,

spectator and using the praxinascope to project the image.

As I mentioned earlier, the theory of the ’Persistence of Vision'

associated with the notion of Apparent Movement.was
in the nineteenthwithfascination movement century and the

andexperiments could not
An American,bean more vast. A.B. Brown,have was the first

10.
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documented inventperson deviceto containing rapidlya a
changing exposure interupted by a rotating shutter, picturethe
plate being simultaneously interrupted. creationBrowns
corresponds with that of the modern motion picture. Qualities in

devicethe similar picturemotionto thewere contemporary
device. Brown also completed some work on the apparent velocity
of actually moving objects, but I will discuss this in Chapter
Two.

interestThe in still photography in 1830's 1850'sthe to

developed with the ninteenth century exploration into motion. The
interest in motion led to experiments in rapid photography. An
English photographer,by the name of Edweard Muybridge was working

a United States Government agency when he was hired in Aprilfor

1874 by Leland Stanford. Stanford and a colleague James R.Keene

had debated over whether a horse at any point while running has
four legs in the air, Leland bet Keene 5.25,000 that atall one

moment during a stride, all four feet of a trotting horse were off
the ground. Muybridge was hired to prove Leland right and win him

experimentsThe horse that was to be used on thehis bet. was

named 'Occident'. Muybridge began by setting up a series tripof

As the horse ran it would trip each wirearound a track.wires
turn triggered a series of cameras that parallelinwhich ran

Occident was photographed in April 1873 andthe wire. thewith
proved to be very successful (fig.4 ) and Stanfordresults

decided sponsor Muybridgeto inhethat furtherimpressed

the photographs.research using to have a
photograph painting of Occident published on August 11thmotion

1 1 .
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1877, almost exactly two years later a book of photographs on
human motion was published (fig.5).

The glass plates Muybridge had used were treated with collodion,

then coated with potassium iodide, and finally sensitised with

silver nitrate. A few years later he substituted the glass plates
for gelatine-bromide dry plates. He also developed an apparatus

project his photographs.to The photographs were placed around

perimeter of a disc which was rotated by a handle.the eachAs

slide was momentarily passed through the front of the lens, light

a projectional lantern was passed through eachfrom slide. The

image was provided on a large screen. He called his invention the

'zoogyroscope’ then the 'zoopraxiscope'.

earliest documented exhibition of Muybridge's 'zoopraxiscope'The

inStanfordin 1879, probably at the home of Lelandhappened

California.

Muybridge's audience were amazed at their entertainment and were

first people to witness the official beginning ofprobably the

the motion picture in America.
Californian newspaper, the 'Daily Alta California' dated

May 5th, published the following;
foundation oflaid methodthe of"Mr.Muybridge has a new

and we predict his instantaneousthatentertaining the people

photographic magic-lantern zoetrope will make the round of the

civilized world".

Muybridge travelled to Europe where he exhibitedIn August 1881,

rapid photographs of moving horses and scientific studieshis of

12 .
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motion. The Zoopraxiscope was also demonstrated before
the audience. During visit to Paris Muybridge frencha met
Physiologist E.J. Mar-ay. ofMatey analysing studythewas
movement in humans (fig.7) animals.and createdHe had a
photographic based on the same idea coltthegun as
automatic revolver, the gun contained a mechanism which rapidly
moved each photographic plate into position once a previous shot
had been taken. Photographs were then taken at a very fast pace.
Marey later inventwent to chronophotography.on

Chronophotography a single photographic plate couldwhcchwas

record continuous stages of movement.

was trying to find a quicker way to record the "TrajectoryMarey

and Osailatory" patterns of movement. lie had been using methods

Muybridge but found these methods were not suitablesimilar to

While trying to photograph a flock offor spontaneous movement.

found that their unpredictable movements could notbirds, Marey

release a wire subsequentlyanddepended tobe cause aon

Some years earlier in 1874 a colleaguephotograph to be taken.
Jules Janssen had developed a mechanism to record theof Mareys,

mechanismThe alsocrossing Sun.theVenusplanet was a

consistedinsideand the gun therephotographic revolver a

which took photographsdisc seventy seconds.revolving every

his photographic withrevolver Plateau'scontrastsJanssen

designed to reproduce theis illusionPhenakistoscope. "It of
movement by means of a series of elements that comprise the

on the other hand, the photographic revolver providesmovement,

analysis of a phenomenon by reproducing the seriesthe of its

13.
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basic component elements'• Marcy went on to increase upon Janssens
photographs of one every seventy seconds and in 1887 beganhe
using roll film. He was then able to increase this rate to one
hundred photogi'aphs per second. Marey's camera contained moving

At this stage Marey now felt he could develop his skills further.

Already he had explored methods created by Muybridge and fellow

previous inventors. In order for him to further his research, he
would have to branch away from the traditional boundaries of
photography, beginning with his interest in motion. To emphasise

had his models dressed in black,he certain partsmovement of

their bodies were painted white. Then he would have them placed

against whiteblack background. When the models moved, thea
areas helped to make the motion "more apparent"(fig.g )

established meticulously pivotal points of"Having the the

of the different joints, you stick on each of themmovements a

a triangle there,small shape of white paper, a

a cross etc. When the animal is made to pass in front ofsquare,
the photographic plate shows up an infinitethe dark background,

number of little signs scattered in odd patterns. An enlargement

that image is projected onto a sheet of paper, and you noteof
every fifth repetition of the given signbecausethe repeats,

will stand out more clearly. Than you draw a line, lining up the

of the same image and you obtain a figure...which chartssigns
positions of the limbs of the body".differentthe

Quoted in De.liandcs, Histoire Comparee du Cinema, pg. 127.

objective of Marey's experiments was not to illustrateThe how
the images portrayed movement, he saw a failure inclearly the

14 .
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images impersonating sight. With the photographs he hoped that
whoever images of motion would becomethesesaw of theaware
failure and therefore would be able to correct it. Marey goes on
to explain.

"But in the end, what images show could have been perceived with
the naked eye. They add nothing to the power of our sight, they
in way diminish our illusions. Whereas the true ofno nature
scientific is to remedy the insufficiency of ourmethod scenes
and their achieveto In this,ordercorrect errors. to

chronophotography must stop trying to reproduce the phenomenon as

we see them"

Quoted from Sadoul llistoire Generale.

that human sight was already functioning perfectlyfeltMarey

well without chronophotography. If chronophotography or any other

used in the production of image was to be ofscientific method

any benefit, it would be as an aid to any malfunctioning part of

the human senccs.
On February 1894 Edweard Muybridge received a letter from Thomas

Edison. The letter reads as follows:
instrument whichlittle I callconstructed"I have aa

with a nickle slot attachment and some twenty-five'Kinetograph'

have been made out. I am very doubtful if there is any commercial

feature in it and fear that they will not earn their cost".

modelled his KinetographEdison had theonThomas
the Kinetoscope both workKinetograph andphonograph. theon

the machines developed by Muybridge and llarey.

a moving picture camera and theThe Kinetograph, Kintoscope, a

1 5.
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peep show viewing machine. Both of which were created at Edison's
research laboratory by a W.K.L. Dickson. Edison said that the

"purely for a desirecreated movingrecordto
images to accompany histhe recorded sounds of inventednewly
phonograph".

When I first turned my mind to the subject in 1887

it was with the thought of creating a new art

I was not interested in analysing motion because

that had been done with brilliant success by

Muybridge and Marey before me, just as with

the Phonograph, which makes a permanent record

of an indefinite number of sounds, I wanted to make

permanent record of an indefinite number ofa

phases of movement, doing for the eyesuccessive

what ths phonograph has done for the ear".

Quoted in F.H. Richardson,'What Happened In the Beginning'

Raymond Fielding 'A Technological History of Motion Picturesin

Television 1967 pg.22.and

The film was an essential feature itself. It was a necessary item

The main ingredientthe kinetoscope and the kinetograph. ofin
film was celluloid which was strong and flexible. Celluloid is a

cellulose and was invented in 1861 by Alexanderderivative of
film was perforated and it could easily beThs passedParkes.

the mechanisms of the Kinetoscope and the Kinetograph bythrough

a sprocket.

An English photographer by the name of John Carbutt was the first

When
arrived, George Eastman becamefilm theroll main provider

16 .
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particularly when filmthe specificallymade thewas
kinetscope, filmsand the it beingthat were made for were
commercially produced and exploited.
The commercial recognised by
A.0.Tate, Thomas Lombard and Erastus Benson. They were granted

permission to open a Kinetoscope Parlour on April 14th, 1894.
The priority inventorsof scientificlonger thewas no

understanding of images and movement, the urgency of creating had
become their new objective. While this change was occuring each
inventor with his own aim, another discovery was taking place,

that of a change of attituta. People were becoming visually aware

with society becoming saturated with optical toys, gadgets and

that had been invented had become a partmachines. All of the

routine vision dominated Europe and America inof that the

Materialism increased among the Europeans of theindustrial era.

They had seen scientists uncovering the wonders of19th century.

waves and electricity. They knew that it was possibleradio to

light. believedat the speed of Europeans thatsend messages

long and through the understanding of science, man wouldbefore
With the improvements in medicine andand understand all.know

people began living longer, housingprevention of disease, and
lifestyle societyand the ofimprovedconditionsworking

Europeans looked forward to the twentieth century whenimproved.
nothingso perfect thatbe could possiblywouldworldthe

compare,not even heaven.

the experiments that were devised in the 19 thall century,In
images were given movement. The images were restored to life with

17.
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the willing hand of the creator. These images had become reality
to the eye. Moving photographs was one of the great achievements
of nineteenth century and in a report datedthe 29th November
1881:

"Imagine with the telephone you can already preserve the human
voice in a box, just like sweets, with a series animatedof
photographs you will be able, years later, to rediscover the way
a man moves or holds his head. The ghost will walk, that is how
little little science,by progressing with giant steps,will
succeed in abolishing death, it's sole obstacle and only enemy".

Quoted in Desandes, Ilistoire Compares du Cinema (pg. 101).

Rapid photography was one of the most important contributors to

the birth of cinema. By late 1880's Europe and America were ready

for cinema.

Antoineofsuccessful photographer byIn France the namea

his son Louis inventedwithLumiere ofhad along typea

which was highly successful and so inphotographic plate great

Antoine recognisedThe Lumiere family prospered. howdemand.
the Kinetoscope could be. But,valuablecommercially was a

worried at the money Thomas Edison ws making on the salelittle
asked his son Louis to create something similar.film so heof

Louis came us with something better and invented both a

camera and a projector. He said that his device was influenced by

the work of Harey and Janssen.

Louis Lumiere's device was said to be more successful because he

attention to detail when fiftymuchpaid lateryears theso
he said it stillcamera was opened by George Sadoul, functioned

perfectly. Louis's brother Auguste said;

10.



"My brother invented the cinema in one night a night in which Louis

were suffering from disturbing dreams and a migraine"
Throughout 1895, the Lumiere gave semi private viewings. At the

ofend 1895 on the 28th December the Lumieres opened publica
auditorium in Paris. The location was at the basement of the
Grand Cafe on the boulevard des Capucines . It was the
first time that apparatus had created a form, a representation,an

something that entertained. Most machines up until now inhad

way been inspired by the kinetography ans the kinetoscope.some

With arrival of cinema came a reality of lifethe theacross

varied societies of late 19th century civilization. This reality

obvious not only in the film but in the technology. It hadwas

Americansvaried cross-section of Europeans and totaken a

eventually bring about the creation of cinema, what had begun as

Persistence of Vision' had developed into a medium'Thetheory.

of communication,

eyes upon.

1 9 .
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CHAPTER TWO

PERCEPTUAL THEORIES.

Nothing the cinema screen really moves. ison I.'hat we see a
series of still images in rapid succession. The cinematic version

motionof that appears on screen cannot be distinguished from
movement in reality. From the observers point of view, movement
is it is difficult tomovement, differentiate realbetween
movement and apparent movement.

whom I mentioned in Chapter One,Brown, found that the apparent
velocity of number of factors.a

the size of the object and, number two,Number one, the size of

surrounding area. If for example the size of the object andths

its surrounding area is doubled, then the apparent velocity is
surroundinglight in willhalved. Increased the alsoarea

decrease the apparent velocity of the moving object. For example,

drive during the night and during the dayif theat sameyou

you usually assume you are travelling faster at night. Asspeed,
'Persistence of Vision' has already beenof thethe theory

associated with the idea of apparent motion, I will now go on to

of perception, apparent andmovement therolediscuss the

threshold of perception have always been connected and created by

film.
experiment called the Phi-Phenomenon in whichis twoThere an

lights are placed next to one another flash alternatively. This
basic exercise in which we are shown how apparentis movementa

be reduced to two events. First one appears, then the other,can
combined appearance encourages the impression oftheir movement.

21 .
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The at which the lights flash increases untilspeed. it is no
longer within the perceptual threshold of the observer. At this
time it has become a single light rapidly alternating between two
points. A number of points will determine the thisofsuccess
experiment like the brightness of the images, and their form.
These factors determine if movement will actually be perceived by
the observer. isThere connection called a ’perceptuala
threshold of duration' - that, is the length of time a stimulis

inmust last order for it to be perceived. We movementsee
because duration of each gap is not long enough forthe tous

perceive,in other words the gaps, they do not cross the perceptual

threshold of duration.

the eyes are separated by a distance of about 2.5 inchesBecause

images on the two retinas of those willformedthe two eyes

describedThis is retinalslightly from each other. asvary

disparity. A perceptual exercise illustrates that to see apparent

movement work you should hold your finger about two feet in front

of your eyes, meanwhile look at some object in the distance. Then

also paying attention tothe the other,quickly blink one eye,
You will then see that your finger appears toyour finger. move

The successive images have been integrated tofrom side to side.

into a flowing sequence of movement, instead of being seen asrun
alternating events. Once the image is formed on theindependent,

persist momentarily after imagethe isretina, its effects
when you blinked betweenremoved, and the gaps exposure are

interupted by the tendency of vision to persist.
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In an analysis of apparent movement the psychologist Wertheimer

wrote a general thesis in 1912 on the Phi-Phenomenon. The Thesis

was called the 'Isomorphism' and in it Wertheimer explained that
there is always

as seen, that is, the image and the subsequent transmission to the
cortex. It appears that the light spots act as a stimuli to our

Wertheimer this leads us believestates thateyes. thatto
perception is a mere sensation.

Wertheimer's thesis was generally believed among psychologists to
be the beginning of Gestalt Psychology. In Gestalt Theory there
is distinction between sensation perception.and Forno an
audience something in a certainto they have tosee way,

distinguish between sensation and perception. To sense something

does not automatically mean we perceive it. The phi-phenomenon is

though it must be under certain conditionsnatural occurance,a

and the reasons for these conditions determine the action of the

stimulation, brainwhich from throughextendssequence

transmissions to final perception.

In a cinema, the audience is stimulated by what it sees on the

this simulationthey perceive depends thehow uponscreen.
content of their observation. But, do we all see the same? Is one

persons perception of an image the same as the next persons? How*

do we imagine an image?

view of awareness leads us to believe that we are notOur aware

of mental pictures.

that our consciousness is filled with

Paintings
our finest images andphotographs ifand are perhaps mental
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images exactly like them then are innot there elementsarc

perception that exactly resemble what they represent and are they
images? We must think of how the images work and as we will see
later in narrative how they can be made to work. We will see how
isolated incidents in distantshot linkedlocations becan
together by the imaginings of one person; It is onethe editor.
thing to be an image and another to function as an image. For the

image to exist, someone must see it. It must be observed. What is

is that although an image is given,no provision has beenstrange

made for anyone to see the image. For example,the interest in the

optics in the 19th century, intrigued people in images, how we saw
how they moved!and But before the inventors createdthem the

early devices no provision had been made to enable us to see the

If the image is to work in perception, it will work as animage.

ingredient If we assume that the ofand not end result. type

perception at work is an image, we would have to create something
to a perceiver to sit in front of the image andsimilar another

to sit in front of the previous image and perceiver and so on.
imagery has long been a topic of research in psychology,Mental

scientists involved in brain research have found no images on the
brain to solve the explanations of observation. Scientists do not

people can literally see and then manipulate realbelieve that
From experiments on imagery and introspectioninternal pictures.

there are reasons to believe in internal pictures, two subsequent

The pictoralist agree that we dohave stated their views.groups

not literally have pictures on our brains, but they insist that
mental images represents in almost the same way as picturesour

the discriptionalist believe that we should haveandrepresent,
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imagesmental representing in the ofas somemanner
nonimaginistic representations, for instance, language instead of
pictures. Picturing is different from describing, if you picture
an image you have to go into detail, in describing however, you
do not have to account for the details if you do not want to,

non-commital,be pictorialyou for incan example,
representation, we can show a baby with no pram, we can agree not

ifknowto the baby inhas or has Thannot got pram.a
discriptionalist representation, we do not have to discuss it, we
can lie and say, the baby was a dog.

Imagining is like describing rather that picturing, usuallywe

imaging something without going into a great deal of detail about

it. This does not mean that we have not imagined details, it just

the details ware not mentioned. Thethat statement 'themeans

minds eye' might bear some relevancy here. Commonsense convinces

an addition thstothatus
inimagein The last thephysical events our sense organs.

physical process of perception is the image of stimulation on the

The process of analysing the image begins on the surfaceretina.
of the retina and travels up the optic nerve so that the pattern

is withretina 'lost' and replacedstimulation theof on

the characteristic pattern of the imageinformation andabout

about the characteristics in the environment. Thethen nervous
the picture of stimulation on the retinatransmits deepsystem

rebuilds image there.thebrain and then Furtherinto the
convince us that allshouldconsideration imagery ismental

think cinemaIf aboutdescriptional. we filmsand and

25.
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particularly film versions of books. The film version goes into
immence detail and in some way the film version cannot possibly
be exactly the same as the author's words, since the picture
that the author paints has gone into as much detail as the film
cannot help but go into. In most cases the words of the author

incredibly vivid.are What perceivewe are aware of when we
something is more like the written words than the film. When we
observe something in the cinema, we are not aware of every spot
or hair at first, but rather of the hi-lights of the film. The
high points interestof filmthe of the thatpartsare

stimulate our memories and enable us to react.
many other types of pictorial representionThere thatare are

different film. These differ from one to the next infrom the

to which they involve conventions. comparingWhen we areexent

our mental images must representMatchstick Men and Photographs,

picturesphotograph rather than a stick man or any otheras a
ifnon-photographic• wonder the mentalWethat canare

representations that are involved in imagery ara the same or even

the mental representations involved in perception?similar to

People often confuse imagining with perceiving. Both imagery and

the same physiological machinery. Imagesperception share are

static and mean nothing while visual perception revealsflat, a
Perception goesworld.moving meaningful beyond thesolid,

in the image. The 19th century led toinformation thepresent
experimental analysis of perception. By investigating elementary

sensations it was hoped that eventually the thoughts of the human
it was thought that allbe discovered, ideaswouldmind must

originate through sensory experience. We would never have, an idea
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unless we had felt it in our lives. mentionedHelmholtz whom I
earlier also discussed the idea perceptionthat formedwas
through sensations.

"Such objects are always imagined as being present in the field of
vision would have to be there in order to produceas the same
impression on the nervous mechanism. The psychic activities that
lead to infer that there in front of us at a certain placeus

is a certain object of a certain charactor,there are generally
not conscious activities, but unconscious ones. In their result

conclusion...Hemholtz, 1866, trans 1925
pp2-4). Toward the end of the 19th century, the ofcontent

perception was commonly studied by the analysis of introspective.
The perception of seeing and seeing as. What you see when you see

thing depends upon what the thing you see is. But what you seea
thing depends upon what you know aboutthe whatas you are

seeing" (Fodor and Pylyshyn).

Images are not always as they appear or are they! This assumption
phi-phenomenon.is associated with the threshold of vision and

phi-phenomenon changesWhat we know about what we see in the
have discovered that whatwewhat

lights. An example is given on 'seeing and seeing as'.

"Here is Smith at sea on a foggy evening and as lost as ever can

Suddenly the skies clear, and Smith sees the pole star. Whatbe.
In particular, what are the consequences of whatnext?happens

Smith perceives for what he comes to believe and do? That depends

is at the celestal North Pole.pole star that
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we originally perceived when

we are seeing is not a continuous light but two isolated alternating

upon what he sees the pole star as. If, for instance, he sees the



Then Smith will know to he is,that extent, where
and he may confidently expect that he will cry "Saved" and make

firefly or just takes it to be Alpha Centauri, or - knowing no
astronomy at all - takes it to be just some star or other, then

seeing the pole star may have no particular consequences for his
behaviour, or his further cognitive Smith who will bestates.
just (Fodorlost after he sees it as before.he &as was
Pylyshyn, 1981,p 189).

up thisHelmholtz inalso drew 19ththestatment century

considering in images and what colours objectcolour does an

actually objecthave. An has as many colours there areas

different ways to look at it. Again the conditions effect how we

see something.

sense in asking whether Vermillion as we see it isis"There no

really red, or whether this is simply an illusion of the senses

sensation of red is the normal reaction of normally formedThis
isto light reflected from vermillion. A person who red­eyes

will see vermillion as black or as dark grey/yellow. Thisblind
the correct reaction for an eye formed differently fromistoo

In itself the one sensation is not moreof other persons.that
although, thosecorrect and not more false than the other, who

call this substance red arc in the large majority. In general, the

of vermillion exists merely in so far as therecolour arered
which are constructed like those of most people. Persons whoeyes

much right considerjust tored-blind have thatas aare
characteristic property of vermillion is that of being black".

-Helmholtz, Treatise on Physiological Optics (1866)-.

26.

for land. However, if he sees the pole star, but takes it to be a



We each have the ability to see and how we view something depends

our environment and our genetic make-up.on willNo two people
the same image exactly the same way.see imageIf how we see an

differs greatly from the next person then we must realise that

the colour exists as long as we have eyes to sec it. Images are

directed toward the observer, the observer is equipped with ideas

This
is the perogative of the human being. This idea of images being

directed toward the spectator leads me into my final chapter on

Narrative.
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CHAPTER THREE.

NARRATIVE.

Moving images, pictures, tell us a story and the study of films
from early this century allows us to discover how film narrative
began and evolved. pattern.
Usually they would concentrate on shots, characters.
Once and understand the variety inwe ofcan see patterns
narrative then we can recognize origins of narrative. The first
films around 1895-1910 used a formal narrative similar thatto
which was used in medieval literature. In doing this they were
developing pattern by providing materials - particularlya

expressive ones structured in a certain way to tell a story. The

quality and the character of early film narrativity varies.

characteristic of the early narrative form is its abilityA to

subject matter within a pattern consistent with reality,imitate

leaving out anything that may interupt the narrative flow. Such a

narrativeFor the observer the level ofevolved in 1910.form
ingredient it is thisesential becauseisfluidity an

ensuingbasic for the decade.willingredient which prove

condition for theNarrative fluidity a necessaryasserves

In the vary early filmsof cinema narrative. theredevelopment
absence of such flow. Then in a film made in 1895 by Louiswas an

problems were avoided in narrative fluidity because heLumiere
all his action within a short continuous camera run. Thestaged

isolating single continuousthebyshot camerasfilm was
gave the film a simplicity that appealed to theThismovements.

Inventors of the motion picture camera were the firstaudience.
his shot and so began the ora of theinvent one-shot film.to
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Early film-makers considered the shot as a single separate unit
relying totally on itself. They tended to think of the isolated
shot as complete. The objective of the shot was not to show a
small of actionsegment the but actionpresent the whole
unfolding in its own The point from where the action isspace.

must be stable - it was very important that this point tookseen

precedence over editing.
Narrative stumbled accidenton by Melies,by Georgewas a
director and producer and the first person to publicopen a

in Paris.theatre He set up the Star Film Company in 1897 and

shot all his films omnibus in his studio in the Paris suburb of
Montreuil.

filming an amnibus emerging fromWhile histunnel,a camera

As he fixed the camera a funeral hearse took the place ofjammed.

omnibus and it appeared that one had transformed the other.the
the realization that time and couldWith this bespacecame

MeliesPredecessorssuit the observers needs. toadapted to
film isfilm just repeated reality. However,assumed that a

timewith the ability to manipulate andunit spaceseparate
Melies had originally been a magician and spentthrough editing.

his filmsconsequentlytime on stageofdeal weregreata
though he were directing a play for theatre. Theconducted as

were filmed on a one-shot action on a motionless camera.scenes
always fixed at a certain spot in audiencethewasThe camera

imitating the observers fixed point of view. Although his camera

within suchfunctioned a
no danger oftheresystem, was unmatchedone-shot cuts or
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temporal overlap. Temporal overlap was the repitition of part of
action finished the previousan that shot. It used towas

describe a single continuous action. It may disrupt the observers

of the continuity because of the repetition.sense The repeating
action is fait as a kind of jump, vaguely shadowing the temporal
fluidity. While trying to match one single shot and a closer view

of a single action, part or full repetition often occured.

For example, in a 1904 film by Edison called 'The Strenuous Life'

there is an analysis of space of the single shot. A newborn baby

is held up by his father who puts him. on a scale and imitates his

happiness. The second shot keeps the same visual axis but poses

it closer while the same shots are repeated.

you begin taking more than one shot JuxtaposingWhen them from

different angles, problems always themselves. Forpresent

example, the problem of space and time. Two successive shots have

ability to select either two different points of view towardthe
The film makers knew howa single space or two separate spaces.

and manipulate the objects in the frame. Movement wasto move
possible by new inventions which could enlarge andstop,made

filmsobjects.Earlyand usedpeopleofreproduce movements

temporal overlaps to try to solve the problem of adjoining space.

the 1902 film 'Le Voyage dans la Lune' Starinexample, aFor
in one shot a rocket isby Melies (fig.8 )> headingseenfilm

It hits the eye of the moon, the second shot isthrough space.
from on the moons surface when we see the rocket arrivingseen

and again hitting the eye of the moon.

Film-makers usually have action repeated through editing in order
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Edwin S. Porter, American director gave us an examplethe of
temporal overlap in 'The Life of An American Fireman' (1903)
The film was originally based on late 19th century
narrative lantern slide Fire was popularsequences. a very
subject in the early Let me just describe the editing ofscreen.

film.the First the audience was shown the inside of a burning
house. We brave fireman risking his life tosee a save a woman

her child.and Both the woman and the child in her arms are so
by smoke that they fall onto a firemanbed. A thenovercome

room by breaking the door.the He goes straight toenters the
window orders a ladder,he then flings the hisand woman over

and climbs out the window. firemanshoulder A moment later the

he climbs in and rescues the child,the window,atre-appears
then exits. Two other firemen then enter through the window. They

The shot cuts to black. The film doesbegin to put the fire out.
not end here. Porter stated that had it finished the audience would

have missed it's climax,when the woman had reached the ground with
the fireman she had pleaded with him to return to the house and rescue

her child who was trapped in the room. Porter said that he added the
last shot to show the woman's request. This shot lasts as long as

It allows us to see once again the verythe previously run shot.
time the action isthis through theaction only seensame

exterior of the building.

From our point of view, being the observers, our perceptional

film convinces us that theof the ofanalysis presence two

of view toward a single image,different points that is, the
at a certain event justifiesdirected there continuouscamera
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appearance, the continuity creates a repetition of the action and
eventually a 'temporal overlap'.
Another point of view is observed in the last shot of the film.
Again it is the same action as I have already described and this
time the sequence is shot in a original and inconsistent fashion.

This is an unusually long sequence. Host examples that are known
follow the pattern I am about to describe. Again in 'The Life of

American Fireman',An it's the third shot, the firemen are in
their beds when the alarm is sounded. Each fireman jumps from his

bed and slides down the pole to the ground floor. One by one they

disappear. in fourthThen firemanthe shot, eachwe see

descending to the ground. This is an example of temporal overlap.

example is seen when the firetrucks haveAnother already left,

then in the next shot we are insidedriving toward the camera,

firehouse and the doors are about to be opened, thethe once

again.the fire engines begin to leave onceopened,doors arc
Ericis a solution to this temporal overlap suggested byThere

Rhode in the History of Cinema. He suggests a way to

Beginning with the third shot,successfully join the two shots.
editor could have cut when the last fireman decends throughthe

ths next shot would then begin with thehole in the floor,the
fireman about to slide down the pole. The Museum of Modernlast

Art Department of film has always considered that Porter's film

of separate but simultaneous andillusion parallelitswith

actions was the basic structural element of cinematic narrative.

used staged scenes combined with footage he found in thePorter
produce his uniquearchives and newlyto discoveredEdison

35.



cinematic form. In the following quote we see how he went about
filming the scenes of a dramatic rescue from a burning building:
From the Network News, dated November 15th 1902, "To save a woman
and put out fire"

"And while East Orange Firemen perform, Kinetoscope (sic) machine
will record There will be a fire on Rhode Islandscene. Avenue,
East Orange, this afternoon, or at least the East Orange Firemen
will be called out and go through the motions of extinguishisng a
fire and rescuing a woman from the upper storey of a house for

benefit of the Edison Kinetoscope Company,the which will have

one of its chain-lighting cameras there to reproduce the scene"
(Musser, p.28)

There is another version of the film. The editor of this film wishes
to remain anonymous. In this version the shots are edited to pass from

There is no repeditive shooting of scenes.exterior to interior.

unknown editor has adopted a technique which is solutionThe a
He added the solution ofin doing so he avoids overlapping.and

Parallel editing was not really used at that•parallel editing'.
did not become popular until 'continuity film' makerstime. It

like D.W. Griffith came along.

Early examples of parallel editing deal with adjacent spaces not
Usually expressed in an abstract way rather thandistant ones.

Consider this scene - An old nan begslinking continuous action.
wheelchairstreet trying to raise money for a for hisin the

Grandson. Then the shot is cut to show the young grandsoncrippled
to crawl across the stone floor of the kitchen.struggling The

parallel editing focuses on the tragedy of the situation and the
while pulling at the heart stringsthoughtsman'sold of the
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audience.
The technique of parallel editing or cross cutting as it was also
called was used to reveal simultaneous action. The first earliest
known of cross-cuttingappearance between parrallel and
simultaneous actions was seen in 'Her First (1908).Adventure'
Directed by Wallace McCutcheon Americanfor Mutoscope and
Biograph. film,In the audiencethe flight ifwatches a
kidnappers and a faithful dog in search of a stolen child.

Often film-makersearly would show the relation between two

spaces by 'panning' the camera from one area to another when
the space that was to be covered was large. There are limits to

this procedure however. Often the relation of spaces in alternate

A director byshots is shown simultaneously by parallel editing.

the name of Black used parallel editing in his directing because

exploit the possibilities ofdecided wanted tothat hehe
a filmed 'real world’ that broke the boundaries with theshowing

The portable camera was another optionaid of a portable camera.
Edwin S. itavailable to film-makers at this time. Porter used

later in his direction of the 'Mill Girl'. Black decided that in

order for him to display action he would have to show the seconds
In this way a violentafter the action came.and scenebefore

and themight show

the

ground or perhaps one shot showing a woman hanging on for dear life
to the edge of a cliff the next shot shows her battered body on

This rapid juxtaposition, while essentiallythe rocks. an aspect
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Or what is referred to today as 'continuity editing' increased the
illusion of successive movement. When it was first theseen
audience thought that the technique enhanced the actionrapid
flow of the narrative. The story appeared so natural that it was
more realistic.
D.W. Griffith did popularize the technique cross-cuttingof
between parallel actions and this can be seen in his early films,for
example, 'Drive a Life’ (1909). timeAt that same cross­
cutting was referred to as 'cut-back'. It was
Griffiths extensive use of cross-cutting that allowed him to do
without of cutting on action,the and matching cutsuse as
a means of creating movement in film.

film history provides only rare exceptions to the visualLater

elimination battleshipaction overlap. For example inof the

'Potempkin' by Eisenstein in 1925 (fig.9 ), the sequence shot at

through editing.steps repeats actions The two-odessathe
But throughhundred steps would have taken less time to descend.

editing the shot singles out individual incidents of terror, one

depicts a woman's face in horror as her baby in hissuch scene
ami st screamingtheout of control down steps,rumblespram

The actions in the sequence onand dead bodies.maimedpeople,
period ofsteps were shot repeatedly over a sevenOdessathe

Once two shots were filmed andtook two days to edit.itdays,
made to connect them in such a way asdecision not tothe was

disturb the surrounding space. It was always a great achievement

editors to match two shots which were completed in twofor very-

different places probably miles apart. Exterior on location and
interior completed in the studio could be joined by editing. Also
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the shots were not just distant areas but two different spaces,
completely isolated. A match without overlap can ba seen in the
'firebug*. There is a scene where the father is struggling with
an arsonist, the camera shot cuts in to continue our view of the
fight by moving to long, to medium, to long shot. By cutting and
linking between shots depicting actions filmed variousfrom
angles the film-makers began to see action unfolding on screen as
similar if not equal to the continuous flow of action they had
filmed. changing of angles gives the audienceThe improvedan
image of continuous action. It is a form of live television where

recorded by ofnumber thatprogrammes are a cameras
simultaneoously record an action while somebody who underacts

directors supervision chooses which camera will be on air.the

is no danger of disturbing the action because this is allThere

the cinema if the director has filmedincontinuous, however,
he may need to repeat it in closer view.something in long shot,

The problem arises in this situation when the editor has to natch

the position, time, speed, when rejoining separate segments.

In 1907 fiction had taken the place of reality. Reality had had

Most of the filmsin the first decade of the cinema.precedence
The majority were comedies.of 1907 were not complex narratives.

of the films had at that time a loose structure and could beMost
shortened or extended without changing the content too much. Sone

films might start with a fascinating narrative but would go on to

Chase films were made up of repeated shots and couldchase.a
easily be lengthened or shortened without changing their content.

film consisted almost of diagonal movements fromchase theThe
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distance to the exit at either side of the frame. This movement
would be repeated in each following shot, from the distance to
the ■foreground. inOnce a while for the sake of variety the
movement would be reversed. The character would enter the frame
in the foreground and run into the distance. These shots took
time allowing characters to run all the way through a Toshot.
satisfy the audience desire for excitement, the director would
involve actionas much possible. Trains, trucks,as cars,
bicycles, horses, dogs and people would all create havoc.

actionAs the speeded up, the shots became shorter and the
joining mors controlled. the public wanted and lovad continuous

inch of the story must hold theiraction. interest.Every The.

audience wanted a consistent plot. Most popular films ran from

twenty minutes and were from five hundred eightfifteen toto

hundred feet long.
film.film narrators and titles usually preceeded theearlyIn

Talking picturepopular.an interlude1907-8 becameBetween
would gather to speak their lines from behind the scenes.actors

tried seemed beof recording but toneverMethods were
creativeIn 1907 film-makers began to take a moresatisfactory.

interest in their films. They were trying to find ways to include

the audience in the narrative by the way it was structured. Only

films that survived from 1907 even tried to themeetfewvery
of integrated narrative. filmproblems

■The Mill Girl' it was produced by the Vitagraph Companycalled
on September 17 1907 and was directedcopyrighted byand was

The sequence took thirty one shots.Porter. The filmEdwin S.

was
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typical of that era. There was a lot of emotion and. plenty of
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action and suspence. The whole concept was entirely meladramatic.
The storyline is as follows: a girl who works in a mill is having

to suffer the advances her boss is making There is atoward her.
young man in the mill whom she loves and he comes to her rescue by
knocking the boss to the ground only to be set upon by two thugs
her boss has employed. He defeats the thugs on two occasions but
then he loses his job. Once again the employer makes advances
toward the young girl but fire stops his actions and brings about
his death. The girl is rescued by her young nan.
With films like the 'Mill Girl' it was always difficult to tell
where shots ended and began and where they joined. Forwere
narrative pointthis it importantat that the shotswas

articulated the story.

earliest film critics was a parson by theof ofOne the name

He described this problem in 1908 whenVaclav Tills from Prague.

often film-makers who continued an action fromstatedhe one

to another 'without succeeding in linking together alllocation
filmfirstA survey ofmoving scene'. theofthe moments a

(1908)Dramatic MirrorYorkNewpublished thereviews by

critisises film for its poor construction, 'a very good theme and

of real heart interest is spoiled on this film of faultystorya
York Dramatic Mirror also states inNewconstruction'. The a

complaint against film-makers for their failure to clarify their

'we have hitherto noted a failing of certain Edison filmsfilms,
that they lack clearness in the telling of a picture story'.

Before 1907 there were some close-ups but mainly’ only’ in single­
expression films. Porters film 'thefacial Mill Girl'shot
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contains no close-ups. Potter avoided close-ups because at that
time it was thought to interupt the narrative flow rather than
contribute it. Millto 'The distanceshot at a
maintaining some space between the bottom of the frame and the
feet of the performers. In some shots the space is narrowed as

climatic high-point. In a number of shots
the characters enter and leave the frame by coming toward the

They to the centre of the frame andcamera. middlemove the
distance for the significant action. This is to theencourage

eye into the scene and centre the important action inspectators

way that it can't be missed. Before this most filmsa had the
important action happening in the side of the frame and a number

of things were happening in the rest of the frame, so much so that

observer was very often confused by thethe Shotsscene. were

short that they didn't give the observer enough time tooften so
direction,their content. Led byunderstandread screenor

audienceand by the relation between shots the wouldcentering
The film-maker was beginninggrasp the essential action quickly.

take direct steps to ensure what the audience would see. Theto
longer given enough time to examine all theobserver nowas

The film-maker now controlled what thethe shot.details of

audience would see.
perceptual function of narrative in that period and later inThe

contemporary cinema was to choose, story

order to "achieve specific time-bound effects on a perceiverin
Quoted from Narration in The Fiction Film (iv)

were persuaded that what they wereaudience observingThe was
good portrayal of reality that they could perceivesuch a the
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film as reality. In this sense narrative was successful in its
of combining separate parts to make a whole.process wholeThe

being story represented by the film through the vision ofa an
invisible observor.
"The implicitlens should represent the ofcamera eyes an
observor taking in the action. By framing the shot a certain way

by concentratingand on the most significant details of the

The change of shot will then correspond to 'theobserver saw.

natural transference of attentions of an imaginary observer".

Quote from V.I. Pudovkin's 1926 Ifonography Film Technique
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CONCLUSION:
The purpose of my thesis has been the observation of images and
how we view 'ly thesis consisted of three
Chapters. The first Chapter discussed how the pioneers of optical
illusion prepared the way for the birth of cinema. discussedI
how ths perceptive phenoenmon,the Persistence of Vision influenced
the creation of optical devices. These devices played a part in
the successive path of technological growth in the persistence of

vision and enabled a spectator to see a series of static images
single complete illusionmovement and allowed ofas a the

continuous motion on which film is based. The begining of cinema

marked an end of the technological development of optical devices

designed to demonstrate motion.

The Second Chapter discussed Perceptual Theories. These theories

experimentsvisual there subsequentanalysed awareness,our
motion. discussedwe perceive images Ianddemonstrated how

and the question of images existing if we are notintrospection
inand how mental images are representedthem?there to see

I talked about how an object hasperception and mental imagery.
it, and howlookthere are ways to atcolours asmanyas

conditions effect how we look at something.

Final Chapter was a discussion on narrative in early motionThe
to illustrate how the problems of time andwantedIpictures.

editorby editing. The oftensolvedbe wascouldspace
for the manipulation of differing space and distantresponsible

to form a continuous and coherent story. These filmslocations

edited to install a sense of realism so that the spectator,were
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for periodthe timeof that he watches the screen cannot
differenciate between reality and the appearance of reality. Our
perceptual analysis of the film persuades us that the existance
of the point of view toward the cinema justifies the continuous
movement.

I hope my thesis was successful in its brief analysis of the
image in optical devices and early motion picture. itPerhaps
will encourage an awareness among us of our environment ofand

contemporary film .
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