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Abstract 
 

Storytelling is regarded as a key concept of art. Narratives are generally studied in their structure, 

articulation, and development in time. A common cinematic paradigm is the cause-and-effect structure, 

composed of a selection of key scenes that are connected in a certain order by their meaning. This study 

explores the elements of the story that are not included in this selection, because they do not serve the 

logical understanding of the movie and are commonly considered intervals with marginal significance to 

the plot. By operating with these segments only, and excluding the typical sequences with a functional 

sense, a new dimension of storytelling emerges. Intervals can create an unspoken language, with the 

instruments of cinematography, rhythm and sound as alternate characters of the story. This process 

distorts the perception of time and space. But in that approach, time exists in space, allowing 

contemplation to become the interface between the audience and the film.  
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Introduction 

Music, cinema, painting, communication design, psychology, or literature, utilize storytelling paradigms 

and methods to convey a message. To do so, narrative structure is key. This research interrogates 

storytelling in its architecture and aims to experiment with the seemingly empty gaps in the cinematic 

narrative structure. This project concentrates on using only these gaps to compose a story. From this 

unconventional approach, a sensuous experience arises: it is the space in which the events are unfolding 

that becomes more important than the story itself. Through this particular experience, self-reflection and 

open interpretation can surface in new territories of narrative delivery. The research project focuses on 

narrative cinema, but with a specific concentration on experimental narrative constructions, and their 

component. This includes non-traditional forms of storytelling in audio-visual works, which is reflected in 

the practical component, in an effort to investigate a novel perspective on the subject. Formal analyses of 

movies are replaced by the examination of isolated technical film properties, and scenes from a broad 

range of influences. However, experimental video and installation art are mainly unused in the discussion 

because of the different experiential contexts: with a typical film, the spectator experiences the story in a 

determined time frame, from the beginning to the end, with no spatial interaction, and no possibility to 

create a distance with the work. This immersive aspect of cinema is paramount to the study and its scope. 

It is important at a preliminary stage to delineate the distinct position of this study in relation to the field 

of study. On this note, film theorist David Bordwell’s definition, cited in Barry Keith Grant’s book Film 

genre: from iconography to ideology, can outline the main framework of the research with the following 

statement: ‘art cinema is a genre, with its own distinct conventions and modes of address’ (Grant 2007, 

p.1). To be more specific with the context of this research, avant-garde films from the 1930s who also 

redefined some of the grammar of cinema are not the focus because of their non-narrative or figurative 

approaches to storytelling (Bordwell 1979). Mainstream and independent narrative cinema remain the core 

of the type of works discussed. In addition, throughout the discussion, some components of filmmaking are 

extracted and occasionally taken out of their frame of reference with a creative intention. Films scenes are 

not discussed for their common use in narrative construction, but examined for their originality, and for 

the possible significance in a different context of use. The center of interest is in particular unique 

mechanisms used in film narratives. Film sound, techniques of movie editing, the concept of gaps and key 

figures of cinema theory support the exploration of how emptiness, silence and hiatuses can compose a 

story. The idea of absence is fundamental and addressed in its multiple aspects throughout the 

discussion—conceptually, practically and visually. In addition, some references to music, art and literature 

are introduced for their novel ideas, atypical nature, or for a selected aspect of their technical properties 

that can be applied to cinema. To reinforce the coherence of the discourse in relation to the topic, and the 
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pertinence of the investigation, non-conventional structures, analyses and methodologies were chosen for 

the dissertation. The contextual framework of the dissertation situates time and space as essential 

constituents of the film and as point of access to examine, explore and experiment with narrative 

configuration. As a result, the project rationale encompasses references in distinct fields in relation to 

space and time—with their manipulation—but also points to the connections that appear between them 

throughout the study. This study aims to question existing knowledge on film narrative, and to contribute 

to theory as well as artistic and moving image practices by addressing the new aspects that emerge from 

de-contextualizing filmmaking principles and techniques and applying them in experimental film, 

observing the role of absence, emptiness and hiatuses in the typical narrative cinematic experience. The 

research question focuses on how intervals can compose a film story. In addition to the conceptual 

approach to film storytelling, the idea of intervals is addressed in theoretical, conceptual and artistic 

perspectives in the full feature experimental film. The narrative configuration resonates on different 

dimensions—time, space and timespace—of the visuals, motion, sound work and editing of the work. 
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1. Literature review 

 

1.1. Introduction 

As a background for the research project, a review of significant theories of narratology, with fundamental 

figures of pertaining literature, will introduce the study in its theoretical context. But a more specific 

examination of filmic storytelling, with cinematography and music, and a configuration based on intervals 

in the narrative, is the focus of the work and will position the research in its conceptual framework. For the 

purpose of this project, narrative intervals are understood as the segments that do not appear in the 

conventional final cut of a film, because they do not directly serve the development of the plot—it 

commonly includes key actions scenes, significant interactions between protagonists and antagonists, and 

dialogues. From the examination of fundamental narrative methodologies, three important concepts 

emerge: the notion of time gaps by Wolfgang Iser, the consideration of time as embodied in the image by 

Gilles Deleuze, and the manipulation of the perception of time, by Andrei Tarkovsky. When addressed 

concurrently, and with a concentration on the elements that are normally missing from the story delivery, 

these three aspects point to a novel approach to storytelling with the use of the in-between moments of the 

storyline as the structural components of the narrative. This idea is the central argument of the study and 

the primary investigation of narrative theory is the initial framework of the research project.  

 

1.2. Story and storytelling 

Before examining narrative construction in its architecture, it is important to begin with a basic 

understanding of the nature of storytelling itself. In this sense, Russian formalists Vladimir Propp and 

Viktor Shklovsky make an important distinction in literature between two correlated concepts: ‘fabula’ and 

‘syuzhet’ (Bordwell 1985, p. 51). Fabula, on one hand, consists of a chronological order of events: the 

separate parts of the story happen one by one, linked by causality, as they originally do in reality: 

‘unprocessed’ (Cobley 2001, p. 13). It is the ‘raw material’ of the narrative (Bordwell 1985, p. 49). Syuzhet, 

on the other hand, organizes the elements in order to achieve specific effects for the reader or the viewer; 

so, in this sense, it is the mode of storytelling (Cobley 2005, p. 139). This distinction is essential to the 

development of the narrative study.  

Similarly, in Story and discourse: narrative structure in fiction and film, Seymour Chatman argues that 

narrative is two elements: an original story, which he names a ‘what’ and a discourse, termed a ‘way’ 

(Chatman 1980, p. 9). Here, the two notions of content and form clearly emerge. 
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The author can manipulate aspects of the story: time and space, to deliver the narrative in a distinctive 

fashion, opening to a large panel of possibilities in terms of tone, logic, and interpretation. For instance, 

experimentations with a single event can be recounted several times, but seen differently; interconnected 

multi-stories can compose the narrative, or generate surrealistic scenarios. For example, Songs from the 

second floor, by Swedish writer and director Roy Andersson, offers an incongruous series of absurd 

sequences that find meaning in their connections (Songs from the second floor 2000). A collection of 

unrelated situations and episodes working as vignettes articulates a cynical discourse about modern life. 

From the disjointed narrative, an ironical but meaningful observation of society emerges. This technique 

and the mechanisms of association of unrelated scenes will be examined more in detail as part of this 

research methodology, in different contexts. 

This approach gives an essential perspective: in understanding how the plot is organized, we interpret the 

story. It is the succession of events that generates a response in the mind of the reader, or the viewer in 

cinema: a form of creative involvement is generated in the mind of the audience to recompose the story 

and interpret its meaning. 

Beyond the theory, this idea enables the apprehension of style. In essence, the notion is very similar to 

what defines genre in cinema (Verstraten 2009, p. 11): editing, flashbacks, and non-linear plots offer a 

distinctive interpretation of the written script, generate a type of practice, and can materialize a reality for 

the story—one with its own logic. 

As an example, the movie Rashōmon, presents ‘multiple worlds of reality’ (Anderson & Richie 1982, p. 

322), where the different parts of the film are altered with narration (Rashomon 1950). Akira Kurosawa 

utilizes and manipulates the two perspectives of story and storytelling—fabula and syuzhet—by blurring 

the plot with witnesses giving their personal account of the same event, but in contradictory versions. In 

this example, the viewer becomes an investigator (Verstraten 2009, p. 138). The narration and storytelling 

process become mechanisms that allow the audience to be involved in the events and the life of the 

characters. This notion is central to the study of storytelling, especially to this research, with a focus on 

experimenting with tone and style of cinematic narratives. 

 

1.3. Literature and cinema 

Further to this explanation, a first step of the study will address literature criticism in an effort to better 

understand narrative construction in cinema. In this regard, Jacques Rancière examines the notion of 

narrative and its interdisciplinary nature: the author compares film, theater and literature, and emphasizes 
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the similarities and the difference of the three disciplines. Jacques Rancière argues that cinema applies 

some principles of literature, detaching itself from theater, but at the same time, refusing their conventions 

(Rancière 2014, p. 12). Literary concepts and methods are important in the analysis of cinematic 

narratives, but they do not systematically apply to the medium without some adjustments and 

transgressions. These aspects are the second phase, and focal point of the study. 

 

1.4. The three-act structure 

To begin with the investigation of story composition, Aristotle’s theory of narrative structure appears 

inevitable. The configuration is articulated in three acts: ‘a beginning, a middle and an end’ (Prince 2003, 

p. 1947). This model was developed in the discipline of dramaturgy, but is widely used in a number of 

disciplines, including literature and screenwriting. In cinema, where this construction is common, the first 

part takes place in the first twenty minutes, during which the characters and setting are presented. More 

importantly, this is when the context and tone of the film are introduced. In this pattern, it is also 

important to consider the roles of conflict that occur in the beginning of the second act, or the ‘inciting 

incident’ (Bordwell 2006, p. 36), accompanied by a climax, and resolution in the last segment (Bordwell 

2006, p. 41). So, in this approach, some sort of question and an answer are required for the story to be 

complete. 

In fact, Aristotle’s narrative configuration is regarded by many scholars as the cornerstone of the western 

tradition of storytelling (Carlson 1984, p. 15). For that reason, it would be tempting to challenge this 

paradigm as the basis of many scripts, both in the mainstream and independent spheres. As cited in Robert 

McKee’s book, Jean Cocteau states that ‘the spirit of creation is the spirit of contradiction’ (McKee 1997, p. 

177). Additionally, the three-act model has been criticized for being unnatural (Bonnet 2006, p. 232). This 

comment is relevant for the study of narrative construction, which can be further examined in the light of 

what defines artificial and what appears to make sense in the logic of narrative perception. This is an 

additional approach to question and manipulate storytelling methods. Nevertheless, the three-act theory 

remains a familiar starting point of narrative experimentations and challenges. 

Furthermore, Aristotle discerned the ‘dramatic plot’, where all the parts are connected in a logical 

articulation and the ‘epic plot’—a loosely woven story (Prince 1974, p. 48). This precision opens to different 

schemes of stories, where the guidance of the plot structure can be less rigid. 

Additionally, the three-fold composition is the subject of numerous adaptations. It is the groundwork of 

Writing drama by film director Yves Lavandier, but reinterpreted in three steps: ‘before the action’, 
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‘during the action’ and ‘after the action’ (Lavandier 2005, p. 128). In this variation, the climax is included 

in the second act because it is considered part of the action (Lavandier 2005, p. 128). In this perspective, 

the moments are not isolated, but connected to the circumstances that generated them, and to the 

implications of the ‘turning points’. 

Besides, the first act is not just a mere exposition of the premises, but could be seen as a setup of the values 

of the ‘story world’ as well (Herman 2004, p. 339). It indicates an additional dimension: the invention of a 

universe where the events take place, with rules of its own. This is a crucial notion: the story does not only 

take place in time, but also in space. 

The three-part configuration also served authors who did not adhere to it. Jean-Luc Godard, influential 

director and pioneer of the cinema new wave, was quoted as saying ‘a story should have a beginning, a 

middle and an end...but not necessarily in that order’ (cited in Sterritt 1999, p. 20). In this statement, time 

and chronology are viewed separately and suggest different approaches for different narrative deliveries. 

Additionally, based on the analysis of Greek and Shakespearean drama, Gustav Freytag’s representation of 

the dramatic structure is that of a pyramidal diagram, made of three major parts and five turning points. It 

essentially follows the Aristotle format, with the fundamental notion of a dramatic arc in which the action 

rises, reaches a peak and falls. The story then ends with the ‘catharsis’, a conclusion, for the protagonists, 

and also for the reader (Prince 2003, p. 1970). This perspective adds to the original three-act model, by 

rearranging the weight of each part. More importantly, it stresses the increase of intensity in the rising part 

and its decrease in the falling part. 

For instance, Orson Welles’ 1941 feature film Citizen Kane, regarded by many as a particularly influential 

movie (Carringer 1996, p. 118), uses the pyramid construction with the tension rising and falling, but the 

director altered the conventional narrative with flashbacks that enable the audience to understand the 

story retrospectively, thanks to clues revealed one after the other. This technique emphasizes the suspense 

and strengthens the plot (Citizen Kane 1941). So, in this approach, the narrative construction can be 

reshaped in time. This is a fundamental notion for future investigation and experiments of this study. Time 

is a central element of experimentation, and can be manipulated during filming, editing, but also in the 

original structure of the story. In experimental film, it can be a basis for more daring exploration of the 

perception of duration and chronological structure to address the very cinematic experience, relocating the 

three acts, their arrangement, length, development and the relations between the different parts. 

However, film theorist Kristin Thompson argues that modern cinematic narratives are more inclined to a 

four-act composition, including longer units, or if necessary, five, depending on the duration of the entire 

film (Thompson 2001, p. 33). David Bordwell agrees, in some cases, for example The wolf of Wall Street, 
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where the author distinguishes a second complication in a fourth act (Bordwell 2014). This is of interest 

because there could be more than one conflict and it could appear at a later stage in the timeline. 

This concept is also present in Syd Field’s view of the drama structure for cinema, developed from the 

classic model by Aristotle, but with some degree of divergence. The second part is composed of two 

pinches; which can be compared to turning points, with the difference being that instead of making a 

change in the story, or twisting the plot, they reinforce the structure—concentrating on important aspects 

and insisting on elements that are determining it. In Syd Field’s view, a story develops ‘by focusing on the 

actions of the character’ (Field 1994, p. 47). This statement, however, ignores the narrative role of 

atmosphere in a film. 

Additionally, some motion pictures adopt a composition with more than three acts, because the structure 

of the plot requires a different configuration from development in time. This format can offer distinct 

perspectives on the story. For instance, director Wong Kar-Wai opted for a five-act architecture for the 

martial arts movie Ashes of time, where each segment focuses on a character of the story (Ashes of time 

1994). All the chapters are connected by the narrative of the protagonist Ouyang Feng (欧阳峰), with their 

relationships explored in an intimate and philosophical approach. 

 

1.5. The three-fold configuration and rhythm 

Further to the articulation in three phases, Japanese drama has its own approach to narrative structure, 

originally compiled for poetry by Nijō Yoshimoto in Tsukubashu: the Tsukuba anthology (Dōyo, Selden & 

Selden 2015). It is a three-fold construction termed jo-ha-kyu (序破急), which can be translated to 

‘beginning, break, rapid’, representing three primary parts of Japanese plays: the traditional art of ‘noh’ 

(Reider 2005, p. 266). The first act, jo, meaning ‘occasion’, establishes the story; it slowly presents the 

place, time and characters. Ha, the second part, is a transition to a different speed where the drama is 

heightened to a climax, in a rising action and accelerated tempo. The action becomes increasingly fast and 

intense. The third and final part, kyu, shows the falling action and resolution in a brisk final segment, 

returning the protagonists to a sense of peace. 

Rhythm is essential here; the development of the plot is accompanied with a progression of intensity. 

Furthermore, the first part is linked to the last one in a cycle. Jo-ha-kyu is used to create a tempo, as the 

structure of Japanese plays, for its effects on every level of the act (Reider 2005, p. 258). 

In this configuration, Akira Kurosawa’s Dreams applies the principles of the traditional three-fold 

construction, but in a surrealistic approach (Dreams 1990). Entitled so because of dreams that the director 
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had, the film also freely manipulates the meaning of the jo-ha-kyu theory in Japanese culture, with its 

cultural implications, the interaction of the different parts and their role in the narration. The three-fold 

structure is demonstrated in each episode of the film (Serper 2001, p. 83). The director structured the film 

with a gradually increasing tempo, according to the principles of jo-ha-kyu in the ancient imperial arts 

(Serper 2001, p. 84). 

The notions of rhythm and its progression are essential, but can also be manipulated to adapt to the 

requirements of the story’s purpose, and the meaning of the film. 

 

1.6. Time 

From the narrative theories, it appears undeniable that time is the basis of the unfolding of the story. In 

linear and non-linear narratives, the aspect of temporal development is central. On this idea, Paul 

Ricoeur’s three volumes of Time and narrative present storytelling as tied to the notion of time in 

literature (Ricoeur 1990, p. 12). But instead of simply linking plot and chronology, Ricoeur argues that 

narrative is the human relation to time (Ricoeur 1990, p. 1052). His theory is rooted in the examination of 

the elements of a story, as they originate from one to another in a cause-and-effect configuration and, 

therefore, must be encountered in time (Dowling 2011, p. 8). The plot becomes closely dependent on the 

experience of duration. However, unlike the succession of events that occur in life with no evident 

associations, the author stresses that the reader connects the separate elements of the story by firstly being 

aware of their occurrence, remembering the incident, and then expecting the next development. In his 

view, articulating a narrative is rooted in the correlation of time and plot development (Laitinen 2002). 

This explanation stresses the importance of the perception of duration and memory, to be able to make 

connections between the parts of the story, with logical relations. Interpretation becomes the modality of 

the narrative through time, by recognizing, understanding and anticipating. 

For instance, in Memento, director Christopher Nolan manipulates this conception of chronology and 

interpretation, in a non-linear editing style, with time jumps and flashbacks, following a man who lost his 

memory and tries to understand his past, little by little (Memento 2000). The viewer recomposes the story 

of the movie in the same way the character solves the mystery during the course of his investigation. The 

audience is involved by having to work the different segments together, to make sense of the plot. This 

exercise is predominantly a cognitive one. 

Moreover, the approach of time in storytelling is one that manipulates chronology and duration. An 

influential cinematic practice has been developed by Russian filmmaker Andrei Tarkovsky, who distorts 
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the experience of time by using extended long shots with slow movements. The majority of his movies 

address the notions of duration and chronology in a philosophical view, with the frame at the center of the 

technique. The director states that ‘the dominant, all-powerful factor of the film image is rhythm, 

expressing the course of time within the frame’ (Tarkovsky & Hunter-Blair 1987, p. 113). 

 

1.7. Time gaps 

Closely related to the importance of time in the construction of a story, Wolfgang Iser’s sense of 

narratology focuses primarily on the issue of gaps in literary narratives. Not all the original events appear 

in the final story: there must be a selection. Empty segments can deliberately be left out by the author of 

the story (Iser 1978, p. 9). These missing parts enable a personal interpretation of the plot: imagination is 

involved to link the different sections. The narrator, by leaving out selected elements of the story, offers to 

reassemble the segments in order to find an understanding of the overall narrative. This decision is clearly 

made with the intention of empowering the reader, who can somehow co-create the story. The act of 

reading then involves both creativity and coherence, because of the work it requires to think through the 

plot. The experience becomes a participatory exercise. This concept reinforces the relation of the story with 

time, and further to this idea, with choice. It emphasizes what is selected to appear in the story, whereas 

what is left out will ultimately help apprehend the spirit of the narration, from which comes its originality. 

It actually serves the structure as much as it defines the style. It is very specific to each author and becomes 

part of what makes the tone of the story. Ultimately, it is more than just a matter of selection, but really a 

conceptual approach to creating. 

As an illustration, Sofia Coppola’s Lost in translation is an example of a condensed story mode, with no 

intelligible objective in the plot, based on implied elements of the relationship between the characters, and 

developed on a non-causal structure (Lost in translation 2003). The story stems from the two main 

characters’ encounter, their opposite personalities and improbable relation when meeting in Japan, but 

there is little background offered in the narrative for both protagonists. Some elements of the original 

storyline remain outside of the narrative. This approach mirrors the confused feelings of the characters, 

and adds to the experience of misunderstanding the foreign surroundings. It is actually where the 

originality of the unexpected love story lies. It then belongs to the audience to interpret and understand. In 

a final scene, the director went as far as to make the final and decisive dialogue between the two characters 

inaudible. 

Further to this notion, in Narratology: an introduction, Wolf Schmid discusses in detail the fundamental 

relation between the construction of a story and its different components, the interaction between the text 
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and the reader, and more importantly, the notion of point of view. The author introduces the concept of 

‘passive reader’ versus ‘active reader’; the latter participates in assembling the components of a story in 

order to reconstruct their own perception (Schmid 2010, p. 37). 

To link this idea to cinema, in To the wonder, Terrence Malick intentionally displays a selection of 

moments that do not explain or develop the plot, but instead identify problems in the protagonists’ 

relationship (To the wonder 2012). The story is primarily of an emotional nature. This unconventional 

method is a creative decision to open the film to interpretation. Leaving significant spaces in the narrative 

could confuse the audience, so it requires some sort of psychological involvement of the viewer in the film. 

The story finds meaning in the viewer’s judgment. The work is linear, which is an unexpected strategy in 

this case, but it participates in making the film a more authentic and intimate experience. Eventually the 

sense of discontinuity and the free storytelling structure produce a one-of-a-kind narrative. 

 

1.8. The time-image 

A closer look at the notion of contemplation is explored in Cinema II: the time-image, written by 

philosopher Gilles Deleuze, which examines movies from the aspects of time and movement. His study 

examines image and sound in film, with their interaction and how they operate in relation to the viewer. 

The author states that two aspects are present in visual and sound situations: objective and subjective, or 

real and imaginary. He puts forward the notions of ‘virtual’: the potential and ‘actual’: the ‘real’ (Deleuze 

1989, p. 9). In Deleuze’s view, a ‘time-image’ is an image that contains present and past, as part of its 

attributes (Deleuze 1989, p. 17). The image can bring back memories, or connect to the future in an 

anticipating thought. It contains time but also ‘is time in its pure state’ (Deleuze 1989, p. 17). Furthermore, 

the author clarifies that narrative is not composed of an organization of images, but is actually a 

consequence of the images themselves, as they are perceived (Deleuze 1989, p. 27). This notion repositions 

time and space in respect to their roles in the narrative composition. If an image is infused with time, space 

can be used to access it: to decipher a picture becomes a travel in time, similar to a journey in the story. 

Narratives can operate through visual analogy (Deleuze 1989, p. 27). Films do not depict only characters 

involved in actions, but also exhibit the subject’s individuality, its intrinsic existence, which is present 

outside of the story. Images can be self-sufficient in their meaning. They create connections with other 

times, other places, other people, or other ideas. Here, there is an obvious parallel with metaphors in 

poetry. 

Additionally, Gilles Deleuze insists that we see movies, as opposed to reading or understanding them. The 

viewer’s relation to the images supports and intensifies their identification with the characters (Deleuze 
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1989, p. 3). In this context, images are an interface of importance, first and foremost for their properties, 

not for their significance in the plot. There is no need to see what happens next, because what appears on 

screen can become self-sufficient. The image can be considered a story itself. The notion of contemplation 

emerges, and with it, a distinct form of narrative materializes: one dedicated to pure observation. 

From this perspective, scholar Nawel Sebih explores the characteristics of the cinematic intervals. The 

study, partly based on Deleuze’s writing, examines how intervals in movies figure transformation; they 

allow motion to exist between the different parts, and in doing so, emphasize differences or similarities, 

creating a broader scope of interpretation. The author claims that interstices take part in ‘the 

harmonization of the film’ (Sebih 2013, p. 1). The experience of the story relies strongly on the empty 

segments, as much as it depends on the succession of events. This notion is central to this study, and a 

starting point for further reflections on the research question. 

 

1.9. Cinematic storytelling 

‘Art-cinema’ does not systematically require a clear sense of achievement for the story to operate. Film 

theorist David Bordwell describes the ‘parametric narrative’, based on the notions of fabula and syuzhet 

(Bordwell 1985, p. 49). In this model, the audience understand the story of a film on the basis of three 

strategies: the ‘prototype schemata’ is to identify the protagonists, antagonists, the situation and the 

background; the ‘template schemata’ is the basic plot; the ‘procedural schemata’ allows the spectator to 

make sense of the succession of events with relations of causality (Bordwell 1985, p. 36). But the author 

demonstrates that style can subdue the importance of the plot (Bordwell 1985, p. 289). In this sense, 

cinematic storytelling is free to create its set of rules using plot construction, but also images, sound and 

editing as narrative instruments. 

For example, in Inland empire, director David Lynch uses surrealistic images, especially scenes with a 

giant rabbit in a mysterious television show, to build a dream-like narrative that visually leads the action, 

helping to connect the different pieces of the enigma (Inland empire 2006). But it is not the characters, nor 

their actions, that drive the plot. The implied atmosphere truly supports the development of the story, 

amid confusing location logics, obscure film sets, double personalities, and surrealistic characters. This 

technique emerges as an effective tool to connect the abstract scenes of the movie, to make the narrative 

apprehensible, but also give the film its inventive visual style. 

Another illustration of unorthodox approach to filmmaking, John Cassavetes’ Shadows (Shadows 1959) 

was made with no written script (Viera 1990, p. 34). This perspective signals a different approach to film 



 
 
 

20 

narrative, where the story in not limited to a structure of scenes prepared in a causal relation, but can be 

dependent on other factors, such as actors and locations. It offers flexibility and allows for further 

exploration—in time as well as space. In fact, this is how the movie Shadows owns its realistic style; it 

resembles real life events with its rhythm and depiction of duration, free from the constraints of a written 

document. In addition, there is a dynamic dimension: philosopher Hubert Damisch compares Cassavetes’ 

use of narrative process in cinema to the action paintings of artist Jackson Pollock (Mouëllic 2014, pp. 71-

98). 

In a different but radical approach, Bagdad cafe, by Percy Adlon, relies on the peculiar atmosphere of the 

film, transforming the experience of storytelling into an experience of sensations (Bagdad cafe 1987). 

Finally, in an attempt to approach cinematic storytelling with a new angle, filmmaker Trần Anh Hùng, who 

directed The scent of green papaya (The scent of green papaya 1993), shared his refusal of traditional 

narrative techniques, striving to create a different language to tell his stories, and claiming his films can be 

better understood without reason, to challenge the spectator's feeling (Pho 2004). 

 

1.10. Absence and intervals 

From this examination of the use of chronology in a selection of independent movies—and in relation to 

the narrative literature review—three main points appear crucial to the development of this study: 

Wolfgang Iser’s notion of time gaps; the concept of time-image by Gilles Deleuze; and the utilization of 

time in film by Russian director Andrei Tarkovsky. In a common approach to storytelling, the 

concentration is on the elements that constitute the plot. However, these aspects considered against one 

another, and their combined implications, generated a new approach to narrative experimentation: the use 

of empty gaps that are regarded as unimportant to the plot. These intervals are infused with meaning that 

serves the narrative on another level of understanding. The time hiatuses in the storyline can be used to 

generate external connections to the work, and to manipulate the perception of time. There is no 

connection with causality in this model. The construction distorts space and time to reduce or stretch their 

presence, limiting the logical significance of story development, generating sense from interpretation—

offering a wide interface for the audience to relate to the movie. The film can then operate in connection 

with the theme, as it is perceived, without the use of specific guiding mechanisms; it requires personal 

involvement, and allows for imagination to interpret the work, in analogy with abstract painting (Schapiro 

1937). 
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In essence, it is not the use of instruments of narrative, but their non-use, that can be a source of creative 

input. As an illustration of this process in literature, How it is, by Irish author Samuel Beckett is an original 

piece of writing that contains no punctuation (Beckett 1994). The reader can interpret the sentences in 

different ways by recreating what has been removed through imagination: it can entirely modify the 

understanding of the story (Williams 2012). Simplifying or impoverishing the work generates a natural 

response, because it corresponds to freedom of interpretation, where no direction is imposed on the reader 

or the audience. 

A similar approach can be observed in the movie Duel by Steven Spielberg (Duel 1971). In this cinematic 

configuration, however, it is not punctuation that is removed, but dialogues and explanations about the 

plot. Action is the interface that creates and develops the narrative, without justification or reasons for the 

events to take place. Dialogues are scarce, and punctuate the action scenes on the road, but they do not 

serve to advance the plot; instead, they indirectly support the rise of tension. 

Besides, the notion of ‘completing analepses’, Gérard Genette’s discourse offers an additional layer of 

meaning (Genette 1980, p. 51). Some moments are missing in order to be re-imagined, as an answer to the 

logical development of the plot. But in the approach of this research, the blanks are the narrative: it is a 

method of removing that is at play. 

 

1.11. Contemplation 

Further to this concept, where what is invisible can convey a message by implying instead of showing, 

space and time are transformed to allow for contemplation. In connection with this notion, Gilles Deleuze 

mentions the paintings of Paul Cézanne and describes how the principles of aesthetic composition in art 

can be applied to cinema (Monet c. 1920). Paintings are silent; however, they can be complex and 

sophisticated arrangements; the viewer will find a personal interpretation in the use of surface (Deleuze 

1989, p. 17). It is predominantly an aesthetic process. Focusing on the strokes and colors directs the eye to 

the spaces between the shapes; it generates an overall balance and call for imagination. It inspires. In a 

similar manner with a movie, the attention of the audience, when moving from shapes to empty spaces, 

creates new meaning for them to understand the narrative. In Gilles Deleuze’s view, empty gaps carry as 

much significance as action (Deleuze 1989, pp. 16-17). 

Stemming from this theory, contemplative cinema or slow-cinema is a marginal genre that uses the 

experience of contemplation as a primary reason for the story to exist. It emphasizes the sensation of 

duration, by focusing on the images and the sound to distort the relation with the narrative. The style 
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defines itself by using slow shots and minimalist takes (Flanagan 2008, para. 7). This process is closer to 

the natural logic of life, according to film director Béla Tarr (cited in Ballard 2004, para. 3). Nevertheless, 

the plot is present; it is relegated to a secondary role, but keeps its role in the architecture of the movie. 

Further to this theory, Helen Powell, in her book Stop the clocks! time and narrative in cinema, examines 

the relation between chronology and storytelling in the light of Paul Ricoeur’s writings on the perception of 

duration in narrative. But the author connects the notion to visual manipulations: the time-image aspect 

that modifies the conventional understanding of how films can represent time, by truly looking at the 

image for its properties, as opposed to connecting it to the next one, for the purpose of finding meaning 

(Powell 2012, p. 7). Helen Powell refers to David Lynch’s Lost highway, where non-linearity takes a 

leading role in the plot, to an extent where the audience becomes completely unfamiliar with the logic of 

the story, creating an engaging and truly unorthodox film (Lost highway 2001). Developing his technique 

from surrealism, the director displays a singular artist approach, by using time as purely subjective, 

infusing dream-like mechanisms in his work (Mellamphy 2003). This is an important aspect of the creative 

practice, because it connects to an artist's approach to filmmaking. In this perspective, it is connected to 

early experimental films, such as Un chien andalou, by Luis Buñuel, with Salvador Dalì (Un chien andalou 

1929), where the narrative mirrors the surrealistic style of the artist’s paintings. 

This is not a recent notion; in 1979, Julio García Espinosa claimed that cinema generally celebrated 

achievement and the satisfaction of solving problems. And in response, he evoked an opposite form of 

movies that do not seek results, described as ‘self-sufficient and contemplative cinema’ (Espinosa 1979). 

The genre of slow-cinema, or art-cinema, characterized by long cuts, slow editing and based on 

observation, stands as a ‘form of cultural resistance’ (Sandhu 2012). It is often defined by minimalist 

means and a relative absence of narrative sense. These features earned the movement some criticism for 

being austere to the viewer, who can be afraid of boredom (Elsaesser 2011, p. 121). The notion is closely 

connected to the experience of duration, when fast pace is omnipresent in interactions with contemporary 

environment, through digital technology and the abundance of information. Thomas Elsaesser addresses 

the need to think of the moving image in different ways, and to re-evaluate the relation between movement 

and stillness, arguing that it can put forward the notion of focusing on the moment (Elsaesser 2011, p. 112). 

Further to this idea, the experience of contemplation is directly related to narrative time: chronology, and 

to the perception of rhythm in narratives. 

In addition, with Sculpting in time, Russian director Andrei Tarkovsky mentions his interest in 

‘metaphysical contemplation’ (Tarkovsky 1989, p. 90). He also explains his wish to film in ‘long, slow shots’ 

(Tarkovsky 1989, p. 32). His film Solaris applies his theory in a meditative psychological science-fiction 

drama that fosters introspection (Solaris 1972). What is developed in the story is an aspect of duration: 
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slowness; it offers space for contemplation and self-reflection (Tarkovsky 1989, p. 90). The perception of 

time that is distorted offers a unique experience that overpowers the story itself. 

 

1.12. Storytelling and sensations 

The emotional aspect of films is explored in Carl Plantinga’s publication Moving viewers: American film 

and the spectator's experience. The author describes the role of the emotional dimension of films in 

cultural, aesthetic and philosophical contexts (Plantinga 2009, p. 35). With its diverse mechanisms, Carl 

Plantinga demonstrates that this experience is extremely variable (Plantinga 2009, p. 77). The fact that it 

remains at a personal level of experience proves that the viewer does connect to the story through 

sensations, hence, does understand the plot according to this very experience. So, even if it carries a 

different significance, the emotional charge is present and serves the learning process throughout the film. 

It is a channel for the intensity of the story. While emotion is often a result, it is seldom a means. Emotion 

could actually support, if not drive, the narrative in very efficient ways. This statement is realistic, even if 

only a scene is extracted from the entire film—the viewer can be involved in an isolated sequence. 

For instance, with Take shelter, director Jeff Nichols depicts a series of nightmares in scenes that appear 

incredibly real and mesmerizing at the same time. The spectator is immersed in the sensations of the 

dreamer (Take shelter 2011). Without referring to the plot at any time, or having to relate to the story as a 

whole, the standalone sequences lead the emotional experience—guiding the narrative, without making 

causal connections to the story development. 

This notion of sensorial experience in film is closely tied to the research question, as it identifies the 

emotional interaction with the work as an instrument of storytelling. 

 

1.13. Conclusion 

A common sense of narrative seems to rule the perception of a story: it is seen as an echo of our own 

existence as humans (Lothe 2000, p. 3). It relates to our experience of time and space in real life. Film, 

being audio and visual, typically relies on images in movement and sound, as much as the written script, or 

its correlation with time, to deliver a story. This is why the structure of the plot alone cannot be examined 

to study movie narratives: other elements specific to the medium must be considered as fundamental 

ingredients of effective cinematic storytelling (Bordwell 2007, p. 88). 
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The notion of time logically appears as an essential subject of study in narrative construction; it is also a 

characteristic point of experimentation with film narratives (Tarkovsky 1989, p. 32). But a new approach 

can focus the portions that do not appear in the storyline, freeing the audience from the restrictive format 

of structure, manipulating what appears and what is invisible or implied, to allow for open interpretation 

(Ward 2006, p. 5). 

However, by not following a clearly organized plot, the images have a space to let their effect navigate to 

the audience in a less controlling manner, resulting in a sense of visual poetry more than narrative 

conveyance (Wolf 2011). 

By utilizing the concept of intervals in movie narrative, an innovative dimension of storytelling emerges. It 

relies on the emotional factors of images, music and sound. It is based on a self-reflective experience of the 

film, relocating the purpose of the story into a sophisticated interaction of the audience with what is not 

depicted or told. The implied meaning engages with imagination and individual interpretation. The way 

time and space are represented in cinema builds a personal narrative: a way of understanding one’s own 

psychological processes, where time exists within space. With a distortion of time or space, particularly the 

importance of the empty segments of the narrative brought back to the context of storytelling, the meaning 

of the movie can be enhanced, and cinematic stories can become sensuous—addressing the perceptions, 

more than the intellect. On that subject, scholar Laura Marks, author of The skin of the film: intercultural 

cinema, embodiment, and the senses, argues that cinema, although primarily addressing visual and 

auditory senses, in fact ‘activates a memory that necessarily involves all the senses (Marks 2000, p. 22). By 

operating so, film then convey subtle messages that are unrestricted by rational reasoning, understanding 

or logical thought, but instead open to a sensuous filmic experience, based on contemplation. From this 

perspective, the research project developed to a specific methodology based on experimentation with 

audio-visual media, in order to examine more closely filmic narrative in its relation to the viewer’s 

sensuous experience. 
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2. Methodology 

2.1. Introduction 

Due to the truly experimental nature of the research, the thesis began as a practice-led project, but it 

transformed into research-led practice, and quickly became a dialogue between theoretical reviews, motion 

picture analyses, reflections on current film practice, and the production of a feature film, including its 

soundtrack, as a creative component and practical experiment. The findings from academic publications, 

combined with a filmography of thirteen hundred and thirty-three movies, short films, television shows 

and video productions, of a chosen variety of genres, led to a review of the research plan—with new 

questions, influences, and audiovisual experiments to assess new methodologies. A number of underlying 

themes were part of the study since its beginning—the analysis of sound and cinematography as narrative 

instruments—but were reconsidered in the light of new findings from this research. Informed by the 

primary literature review, cinema theory influenced both writing and practice of the research, in terms of 

narrative architecture; explorations of alternative storytelling; the crucial aspect of time and its relation to 

space; the notion of contemplation, with the concepts of absence and emptiness in storytelling; and the 

role of music. On the creative practice side, selected literature had a significant effect on the composition of 

the soundtrack, as well as the filming and editing of the film. Because of the amount of research 

publications on the topic, the process was an exercise of reduction to the essential, a notion that also 

applied to the composition of the music and the making of the film. Thirty-three media experiments: 

paintings, prints, music compositions, audio recordings, photographs, and film sequences, were selected to 

guide the evolution of the project—influencing and orienting the creative practice. In this regard, the 

research methodology is a hybrid one that combines different elements. This chapter presents these 

experiments in a thematic order, discussing in parallel the theories, developments, questions, re-

evaluations, and experiments that reshaped and enriched the original project. The configuration of the 

chapter illustrates the methodology that connects theory and practice, and presents the development of 

ideas in relation to the themes and questions of the project, discussing how some directions are found 

through the research story. 

In this project, the creative practice is defined, and refined by the research, but it is also the basis for the 

model of methodology used in the study: the goal is to generate new knowledge from the findings of 

practice, more precisely with the film. The research is comprised of creative experiments (Carter 2004, p. 

46). The project and ideas were constantly modified and adjusted with questions and answers. For 

instance, although the filming locations were carefully selected in advance, some areas of New York City, 

other areas in Manhattan, Brooklyn, and the Bronx were added later, and more filming took place during 
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the editing process in order to create visual connections in the narrative, with a careful consideration of the 

essence of the atmosphere that the different locations convey. Likewise, the music was composed before 

filming, but different types of atmosphere and tones were needed for the evolution of the story. With this 

method, ideas are better understood with images and sound in their context, resulting in the testing of 

theories in artistic expressions (Carter 2009, p. xiii). From this point, the concepts can be analyzed, 

connected to existing notions, and developed in the research framework to bring new perspectives to the 

body of knowledge. 

The final creative component of the research project materializes in the form of a full feature experimental 

film that explores narrative configuration in relation to time, space and empty gaps. In the creative 

practice, testing, investigating, evaluating, observing, analyzing and interpreting were made through series 

of audio-visual experiments in music composition, short film segments, as well as digital photography, 

drawing and painting. These media works explore the hypotheses and findings from the theoretical study 

in the initial stage of the research project. Each experiment is to be interpreted as an individual piece—but 

not as a final artwork with a distinctive meaning—that investigates the aspects of narrative composition in 

different and distinct perspectives. The untitled experiments have inherently particular defining 

characteristics and concerns in relation to the question of storytelling, and were subsequently used to 

develop and compose the final full feature film. 

 

2.2. Research Themes 

In the early stage of the research, a number of topics were present as fundamental concerns and possible 

explorations. Open interpretation is an important notion that guided the project since its beginning. The 

objective was to offer a space for the viewer to be involved with her or his own understanding and self-

reflection. Metaphors and poetic connections between images, audio, and the philosophical themes of the 

film influenced the development of the study since its inception. A central element of the work is 

undoubtedly the soundtrack, with the idea that music and the manipulation of sound can be a distinct 

character of the film. Finally, time, its perception, and space as a link between environment, senses, and 

mind, have represented the core aspect of the research throughout its progress. Natural phenomena were 

also predominant in the first part of the research, in an effort to create an intuitive experience for the 

audience, close to human interaction with the environment, and to communicate an authentic atmosphere. 

Additionally, there are psychological theories linked to this study of cinematic narratives, through the 

association with thought process and state of mind. 
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2.3. Exploration of storytelling 

As it appeared clearly in the review of literature, structure was presented as the initial aspect of any 

examination of storytelling. Consequently, this study started as an investigation of the construction of 

cinematic stories, more specifically, an observation of possible alternatives to narrative architecture. In the 

particular instance of cinematic narratives, the unique identity of storytelling depends on three primary 

elements of the story: time, space and sound. 

In this research, other characteristics are brought forward to explore the question of alternative 

storytelling. The original idea was to avoid the paradigm of three acts, however, the literature review and 

the closer examination of the structure of mainstream, as well as independent, movies proved to be a 

recipe that needed to be embraced and manipulated, instead of simply opposed as a refusal of a widely 

accepted and successful model. This is why the methodology started with the three-act paradigm as the 

background for the research. This three-fold configuration also offers a familiar structure and platform to 

experiment with. 

In a second stage of the question about narrative construction, a non-linear configuration appeared early 

as a potential direction. This is, in fact, a common model in cinema. For instance, in Mr. Nobody, Belgian 

director Jaco Van Dormael manipulates the notion of narrative chronology, following a young boy who has 

to make a life defining decision, and therefore generates alternative realities in different versions of his 

story (Mr. Nobody 2009). The film is based on a complex arrangement of sequences that offer different 

choices and their consequences, with jumps throughout the timeline, the way the protagonist imagines or 

virtually lives his life, or lives. But with more insight into experimental storytelling methods, it appeared 

that other routes were unexplored. The notion of virtual reality for instance is a narrative mechanism that 

addresses human perception of reality in its relation to storytelling. 

In a similar non-linear approach, with the movie Source code, director Duncan Jones creates the same 

scene repeatedly, but experienced differently every time the main character is sent to a past event to 

investigate it (Source code 2011). 

 

2.3.1. Narrative structure and time 

The notion of structure in time is central to the study of narrative. Early in the research project, the idea 

was to experiment with a different narrative configuration based on the three-fold model, with a sense of 

rhythm as articulated in the Japanese drama theory of jo-ha-kyu, addressed in the literature review 

(Reider 2005, p. 258). The first experiment of the film was originally an experiment with this idea of 
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chronology: Untitled (Figure 1) is a concluding sequence, where the story opens on its final scene: a cloudy 

beach with flying birds that figure a melancholic ending, accompanied by a slow musical theme on the 

piano, to embody the slow pace of the first part of the jo-ha-kyu architecture. The intention was to enable 

the story to be developed backward, and find a resolution in its beginning, in an accelerating construction. 

 

 

Figure 1: Untitled (van Eenoo 2016a) 

 

However, this scheme was a relatively simplistic answer to the question of time development. And only a 

story about chronology, or the reversal of temporal flux as described by Paul Ricoeur (Ricoeur 1990, p. 

135), could justify such narrative choice to be coherent. 

At this point of the research project, the original title of the film was The end. But this idea later changed 

with more insight into narrative construction. 

This notion of time running backwards is the subject of Irréversible, where director Gaspar Noé tells his 

story from the end to the beginning (Irréversible 2002). The moral of the story appears with the first scene: 

hence, at the end of the original story, when the audience can fully understand the point of the film and its 

compelling statement about time. This concept also refers to Robert McKee’s publication: Story triangle, 

with the introduction of the notion of antiplot: a plot model that contains open endings and non-linear 

narratives, often found in independent cinema (McKee 1997). But in this case, it is an experiment with the 

structure itself. This design had its root in the theme of time and its irremediable nature. The research 
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project was otherwise inclined and did not justify this choice. However, the piano composition for the 

media experiment Untitled became the musical theme of the feature film and served as a basis for further 

developments of the soundtrack and for the overall rhythm of the film. 

The various movies from the research filmography provided a broad range of examples to better 

understand narrative construction and their possible interpretation, with a diversity of approaches. 

Comparing film plots with relation to their development in time shed light on mechanisms that are often 

codified and examined by a wide variety of scholars and filmmakers. An obvious aspect of time 

manipulation is slow motion. But this is only used in isolated sequences and for limited periods. 

Further exploration showed that time can also be distorted with the manipulation of sound. For instance, 

in Beasts of no nation, director Cary Fukunaga operates a complete change of rhythm in an extremely 

violent scene where Agu, a child soldier in Africa, is forced to use a machete to murder an innocent man 

(Beasts of no nation 2015). The sound is filtered to keep the low frequencies in a moment of confusion, to 

express the brutality and the horror of the scene; doing so virtually extracts this moment from the rest of 

the story. This segment exists outside of the narrative as an immersive and powerful, but disturbing, event. 

Further to this notion of time distortion, Untitled (Figure 2) is an experiment with the original piano theme 

that was slowed down, where notes were stretched to change the perception of duration in the scene. This 

experiment is primarily concerned with exploring the manipulation of time through music.  

 

 

Figure 2: Untitled (van Eenoo 2016g) 

 

In this composition, decelerating the rhythm and using audio filters literally transforms natural sound and 

creates a feeling of ‘time-out-of-time’, as it is experienced when one is absorbed into thinking or 

daydreaming. It is the illusion of duration that is presented. This aspect became essential; both the theme 

and methodology of the film gravitate around the concept of time distortion. 
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For more experimentation with time distortion, Untitled (Figure 3) was investigating how visual elements 

on screen inform about duration and continuation. The short film is a static shot of the ocean in slow 

motion. In addition to the visuals, the audio is also stretched and pitched down. The objective was to test 

images and sound with a manipulation of temporal duration. To maintain fluid movements and high-

quality images, slow motion was applied when filming, recording one hundred and twenty frames per 

second—as opposed to thirty frames per second in standard mode. 

 

 

Figure 3: Untitled (van Eenoo 2016p) 

 

However, waves have a unique movement that seems to be slow even when viewed from afar. This 

observation led to consider time with space in the development of the study. Nevertheless, in this 

experiment, the original background sounds, when manipulated, become low frequencies and create an 

immersive atmosphere, suggesting interiority and reflection. 

With a similar approach to time, in the experimental film Slow, Sascha Seifert elaborates the concept into a 

film where no script is required; he follows a snail in the middle of a forest, for eighty-three minutes, 

filming the creature from different angles (Slow 2013). Some written quotes accompany the movie, based 

on the meditative process. The experience of duration directly questions the perception of duration and the 

meaning of time for human beings, as opposed to how it can be experienced in nature. The focus is first 

and foremost on observation, delivering a non-narrative film in its purest form, where contemplation of 

slowness offers a singular cinematic experience. However, here, no clear form of story structure is present. 
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Based on the reflections on narrative architecture, the collection of media experiments enriched the film 

project with a series of isolated scenes with no explicit connections. The results were comparable to video 

art. For this reason, some of the segments were projected in art exhibitions as distinct audiovisual 

installations at SciArt Center of New York, NY, USA; Roman Susan Art Gallery in Chicago, IL, USA; 

Oceanside Museum of Art, CA, USA; Garrison Art Center, NY, USA; Ann Arbor Art Center, MI, USA; 

Alexandria Museum of Art, LA, USA, where the short film Untitled (van Eenoo 2016f), a sequence of the 

feature film, won an award in 2016. 

To be able to further develop the research project within the framework of experimental narratives, the 

structure of the story, with the various elements that compose it, had to remain central to the discussion—

as the core question of the research. 

At this point, the focus turned to independent movies and their approach to narrative construction. David 

Bordwell formulates a definition of art-cinema that he presents as ‘a film genre, with its own distinct 

conventions’ (Bordwell 1985, p. 155). With this in mind, the developments of the film concentrated on 

finding a grammar, creating the rules for the narrative, based on the themes of time perception, 

contemplation and intervals. 

With these notions in mind, Untitled (Figure 4) experimented with contemplation as a mode of narrative 

delivery. The subway in Manhattan is a central element of everyday life and plays a role in the story as a 

window through which the audience can experience the characters’ emotions and thoughts. Space is 

presented here as an analogy of time, with the different layers of train tracks and pillars that figure the 

passing of time. The slow motion allows for contemplation of details in an otherwise banal scene. 
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Figure 4: Untitled (van Eenoo 2016i) 

 

The sequence also offers a movement that replaces action or dialogue, highlighting the personal interaction 

with the film. It mirrors the experience of traveling and looking through the window, reflecting on aspects 

of past or future events. This method represents the space between two points: a previous and a next 

station. It also figures a moment in time that is essential to the thought process and psychological balance, 

relieving stress or concentrating on a subject, but commonly considered unimportant, and in some cases 

useless. This sequence and similar methods were chosen to appear several times in the narrative, where 

train journeys generate a rhythm in the story, using only intervals, creating an isolated capsule of temporal 

perception outside of ‘clock time’ (Bruner 1991, p. 6). 

In this perspective, though, interpretation becomes truly idiosyncratic. This notion is examined in Film 

narratology, where Peter Verstraten focuses on elements that clearly differentiate themselves from the 

basic structure in time; he questions the role of narratology in films and claims that not every viewer 

actually sees the same story (Verstraten 2009, p. 29). With the subway segments, the narrative presents 

characteristics of contemplation, offering the audience the possibility to interpret the story with their own 

sensitivity. 
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2.3.2. Psychological aspects 

In addition to the notion of chronological composition, the emotional dimension of the story resonates as a 

key concept of this investigation of cinematic narrative. By emphasizing introspection and emotions in the 

work, a number of psychological topics appeared in the study, in direct relation to the narrative. In The 

sense of film narration, scholar Ian Garwood demonstrates how aesthetic values correlate with the 

narrative exercise; with selected case studies in independent and mainstream cinema, he underlines the 

idea that the audience, by becoming aware of explicit emotions related to purely technical qualities, can 

connect to the story in an additional dimension to the script (Garwood 2013). For that reason, the 

following experiments of the research project attempted to identify significant elements of images in the 

film that can support, embody or lead the narrative, and could be potential storytelling methodologies as 

such. 

In Untitled (Figure 5), the reflection of buildings on the floor in the rain aims at exploring visual metaphors 

and their connection to storytelling. At a certain point in the timeline, a passerby crosses the screen but 

only the image on the ground is visible. In this sequence, there is an analogy with Plato’s allegory of the 

cave, which suggests that what is commonly considered to be reality is in fact only a reflection of it 

(Ferguson 1922). 

 

 

Figure 5: Untitled (van Eenoo 2016c) 
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Using the word reflection for its original meaning and the notion of reflection as a metaphor, the scene 

creates a connection with thought processes. Additionally, the image grain reinforces the sense of 

authenticity and realistic sensations of the episode. This event could be a very ordinary moment in the day, 

potentially perceived as almost familiar, when one reflects on personal or philosophical matters. Besides, 

rain has a downhearted connotation. This state of mind is also present in the sequence with the almost 

monochromatic tint of the image, the measured application of a sepia tone filter, and the use of enhanced 

contrast—a method often used for melancholic scenes or memories. 

Further to the concept of individual recognition of duration, in psychology, the perception of time is 

recognized as a subjective matter; it is relative to several factors, independent from ‘clock time’. The 

concept of ‘chronostasis’ details the temporal illusion dependent on individuals, situations, and 

occurrences (Yarrow 2010, p. 163). The same experience can be perceived differently if it is new or if it is 

familiar (Lechelt & Borchert 1977, p. 191). In addition, the Kappa effect adds the dimension of space, 

changing the apprehension of time according to location, with various visual and auditory stimuli, such as 

light, tones and distance (Price-Williams 1954, p. 363). This aspect of psychological time illustrates the 

relation with real time, also termed ‘S-Effect’ (Suto 1952, p. 56) and is reproduced in the experience of 

cinematic time, where the filmmaker decides the parts that need to surface in the timeline, with their 

importance and duration. 

As a response to these two theories, Untitled (Figure 6) investigates the dimensions of time and space 

distortion in a shot from the top of the One World Trade Center tower in lower Manhattan. 

 

Figure 6: Untitled (van Eenoo 2016l) 
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The movements in the streets appear slow and the physical distance creates a different perspective on the 

scene. This type of sequence is common practice in movies, with B-rolls that serve to introduce a location 

or a setting, often lasting less than 10 seconds. In this segment, the duration is extended to minutes, to 

mirror the modified perception of time in a psychological context, and to move the focus of interest to a 

specific circumstance in space, from a different viewpoint. Tall buildings, large avenues and running buses 

look like details, emphasizing the relativity of point of view. These few minutes can be perceived as 

prolonged time, or a stretched space for reflection, in the broader context of a feature film. Here, it is used 

to generate a typical slow pace in the rhythm of the film. 

One of the deliberate choices in the direction of the film project was to stay authentic in the tone and 

development of the story. The narrative had to appear unaltered, true and realistic, similar to a 

documentary. For that reason, it appeared essential to consider nonfiction films as well. Bill Nichols, in his 

publication Introduction to documentary, puts forward a list of documentary modes (Nichols 2010, p. 149) 

that are classified according to their use of voice over, process of filming, visual qualities, purpose, 

objectivity of the tone, or subjectivity in the use of the camera. These characteristics refer directly to 

methods of storytelling and precisely to the areas of investigation in the fiction film project. In that sense, 

authenticity and realistic themes, and their relations, have an important role as instruments of storytelling. 

With respect to this notion, Koyaanisqatsi by Godfrey Reggio is a visual poem with an abstract narrative 

that is built on audiovisual rhythm in an increasing intensity (Koyaanisqatsi 1982). The film alternates 

time-lapse and slow-motion sequences to deliver its message of environmental awareness. There are no 

dialogues and no narrative per se, but the images and sound carry the story with a strong sense of visual 

and thematic consistency, and unity. The element that allows the story to stay intelligible and coherent is 

the use of music and the pace it creates. The film proves that there can be authentic storytelling without 

voice, words or plot: different tools are available and can be employed to tell stories. The film project is 

using some of these mechanisms—realistic depictions of facts, relying on visual associations, rhythm and 

artistic qualities—but with a different purpose, and with a focus on storytelling methodologies. 

Further to this idea, in Narrative in fiction and film, scholar Jakob Lothe addresses narratives in an 

interdisciplinary approach and develops schemes to experiment with storytelling in various forms; he 

makes a connection between the sense of cinematic storytelling in relation to time and the inclination of 

humans to consider their own lives as a narrative (Lothe 2000, p. 3). This idea became a guideline for the 

film, in thematic, conceptual and methodological perspectives. 

To put this notion in practice, Untitled (Figure 7) attempts to blur the line between fiction and reality with 

a view from an airplane over the neighborhood of New York City before landing. The focus is on the motion 

in the image: whereas there is a clear camera movement, an element—the reflection of the sun on the 
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river—appears stationary. There is no interference of narrative techniques in this moment. It is unaltered 

film footage of the flight slowly approaching Manhattan: an introduction to the story in a classical 

narrative archetype. The difference with common models is the duration: the sequence is longer than a 

traditional B-roll. Eventually, it became the first scene of the film, to extend the experience and slow the 

pace in the very beginning of the setup. 

 

 

Figure 7: Untitled (van Eenoo 2016l) 

 

In the final cut of the film, the typical three acts of the narrative architecture appear, with the setup, 

conflict and resolution, but they are somehow distorted by the use of the same scene—the view from the 

airplane—appearing several times in the storyline, as an echo in the narrative. It operates in a similar 

fashion as memory: recalling past events and bringing them back into the present. The concept stems from 

Gilles Deleuze and Félix Guattari’s ‘rhizome’ theory, with the structure in parallel developments that 

describes the notion of multiple perspectives of reality (Deleuze & Guattari 1987, p. 135). The notion refers 

to a configuration of multiple possible developments that stem from an original idea, generating numerous 

distinct directions, as the roots of a plant grow from the radical. In a conceptual perspective, this formation 

can influence a story to unfold in non-traditional manners, connecting to several different possibilities of 

expansion and interpretation. From the influence of psychological notions, the study evolved to 

philosophical themes in the narrative. 
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On this subject, with the movie The discovery, director Charlie McDowell examines the realms of alternate 

reality through repeated but different scenes in the story, when the protagonist explores afterlife and 

appears to be lost in memory loops that generate an endless variety of developments (The discovery 2017). 

 

2.3.3. Natural processes and phenomena 

In direct relation to the study of narrative composition, and further to the notion of authenticity, the idea 

of natural phenomena materialized as both metaphors and in parallel to psychological processes. Because 

of this aspect, the objective of the study focused on what could be termed ‘natural storytelling’, to distance 

itself from stylized narratives and complex structures (Fludernik 2012, p. 357). 

For example, the narrative of The swimmer is structured on the life of the main character Ned Merrill, 

played by Burt Lancaster (The swimmer 1968). The story that happens in one afternoon in the movie is a 

metaphor of the important events that composed Ned’ life until that moment, with the decisions that he 

made in the past, his mistakes, and the regrets that he has about certain choices. The plot is a clear allegory 

that operates in linear time, as it is experienced in reality, and developing in this instance to a dramatic 

conclusion. 

From this idea, natural cycles became a starting point; a phenomenon developing before returning to its 

original state was a meaningful theme. It connects to the pattern of natural developments of events, similar 

to seasons, day and night, or the cycle of water. The latter was a consideration for the narrative structure, 

inspired by Global environment: water, air, and geochemical cycles (Berner & Berner 2012, p. 3), with the 

successive stages of evaporation, condensation, precipitation, surface runoff, infiltration and groundwater 

flow as segments of the movie. The diagram in Figure 8 was not made in consideration of environmental 

issues, but as an attempt to organize a pattern of development in intensity, made of a sequence of phases 

that could correspond to a narrative structure. 



 
 
 

38 

 

Figure 8: Narrative construction based on the cycle of water (van Eenoo 2015c) 

 

This pattern in a cycle of events can be found in the pattern of the ‘monomyth’, discussed by Joseph 

Campbell in The hero’s journey, where the author puts forward a construction that further details 

Aristotle’s three acts in a series of more intricate steps (Campbell 1949, p. 210). In this model, a young 

heroine or hero ventures forth from a known world into a supernatural one, finds herself or himself deeply 

transformed, and returns home a better person, closing the cycle. 

Ending with similar circumstances as the setup, but with a different awareness is an important 

characteristic of the cinematic narrative. In this context, the repetition of key scenes along the timeline and 

in the concluding sequence appear natural. 

In an effort to use natural processes in cinematic narratives, Microcosmos by Claude Nuridsany and Marie 

Pérennou works entirely without a plot (Microcosmos 1996). There is no interruption in the storytelling 

development, because it is based on the life of insects. No conflict is driving the film. Even though a 

narrative exists, it takes place as a purely natural phenomenon, without the intervention of antagonism or 

sense of achievement. The scenes could be entirely devoid of sense, because they are operating at a very 

small scale; a contemplative level of experience is at play. 

As an experiment with the perception of time and flow present in nature, the sequence Untitled (Figure 9) 

is a slow-motion journey on a boat in the rain, where seemingly endless waves invade the screen to capture 

the attention. It figures a fragment of temporal perception outside of the common conception of time. It 

could be compared to a hypnotic experience. The scene was one of the first to be filmed, but was re-edited 

in slow motion and altered with filters, to obtain grain and colors that render the experience more 
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immersive. The use of blend modes, limited hues, accentuated contrast, in combination with added image 

noise emphasize the enveloping and mesmerizing mood of the sequence. 

 

 

Figure 9: Untitled (van Eenoo 2016f) 

 

In addition, an essential aspect of the film project and the study is the use of nature as a character. Sea, sky, 

animals, or trees are frequently used in sequences of the film for their movements, colors and for the sense 

of freedom and authenticity they can communicate in the narrative. It is a mechanism to suggest an 

understanding of the narrative without the need for words. They are brought on screen as subjects of 

observation and amazement, to re-discover details of the environment, and to guide the development of 

the story in an uncontrived manner. 

To be able to communicate a sense of narrative in a clear and fluid fashion, the sensuous characteristics of 

images must be considered. In this regard, Ian Garwood examines films for the properties of their images, 

their ability to communicate certain impressions, and for the manipulation of their features as narrative 

tools, in The sense of film narration (Garwood 2013). 

Consequently, in the film, natural sound replaces music in some selected segments. It plays an important 

role in building the atmosphere naturally. This notion was influenced by the ancient Chinese philosophy of 

wu wei (无为): the concept of non-action in a flowing way, from the book Dao de jing (Lau 1963, p. 23). 
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Comparably, Japanese haiku influenced the rhythm of the film editing. These short poems illustrate 

natural phenomena by referencing them directly, using precisely composed rhymes, which are described as 

‘pure and simple’ (Morgan 1961, p. 187). 

This notion of sensing, rather than understanding, storytelling is applied in the movie Enter the void, by 

Gaspar Noé (Enter the void 2009). The Argentinian director transcribes the surrealist after death 

experience of his main character with a subjective camera that floats over the city of Tokyo, to a vague 

destination, with slow aerial movements, flying past neon lights of vivid colors, in an eerie ambiance. The 

entire narrative relies on atmosphere, which communicates a surreal perception. Storytelling in this 

instance can be based on sensual impressions, using the camera as a window to the story world. 

In contrast, Greek director Theodoros Angelopoulos uses a static camera in Landscape in the mist, as a 

means of supporting the contemplative mode of his film (Landscape in the mist 1988). The carefully 

chosen shots and precise framing of the scenes, with little or no movement, render the slow evolution and 

meditative facet of his characters, and their relation with the development of the story. 

So, because of the contemplative nature of the film project, the focus needed to be around the technical 

aspects of images, sound, and editing, to create a mood for the story. On this subject, Peter Verstraten 

argues that a movie can generate unique and essentially different storytelling effects with the use of mise-

en-scène, cinematography as well as editing (Verstraten 2009). This statement is the starting point of the 

consideration of atmosphere as a vital aspect of the film project. Images of natural elements support this 

idea. The experimental film is composed of three acts with distinct tones that vary and evolve throughout 

the story development. The beginning possesses a meditative quality, the middle breaks the atmosphere 

with a more distressing resonance, introducing conflict in an abstract manner, and the final act returns to a 

tonality of introspective, but with a feeling of absence and somber expression. This method of tone 

variation is essential to generate a perception of evolution in time and to communicate a sense a narrative 

progression through suggested and abstract means. To alter the spirit of the second part of the story, and 

to readjust the focus of the narrative, the media experiments turned to the fields of science, especially 

biology, with the use of microscopic images: Untitled (Figure 10), with the help of Dr. T. M. Michelena, 

Professor of Biology and Environmental Science. The intention was to explore different contexts and 

visuals to enrich the narrative. 
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Figure 10: Untitled (van Eenoo 2016a) 

 

Further in the study, the audiovisual experiments turned to visuals of aquatic animals and organisms, with, 

for instance, Untitled (Figure 11). However, a link needed to exist between these abstract images and the 

story of the main character in New York City. The answer appeared obvious with literature and the method 

of metaphors. Besides, this mechanism is often present in several aspects of the visual arts. 

 

 

Figure 11: Untitled (van Eenoo 2016b) 
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At this point in the research project, pictures of space, planets and stars were considered, to introduce a 

change of context, with imagery that is not directly connected to the events in the narrative. Eventually, 

this idea transformed to the observation of particles moving in water, to figure the inner biological 

phenomena occurring in the body, in parallel to the story seen from the exterior. 

Untitled (Figure 12) is a slow motion of abstract images to communicate a sensation rather than a 

meaning. It creates a connection between the outside world, with stimuli, and the inside functioning of the 

body, as the response.  

 

 

Figure 12: Untitled (van Eenoo 2016d) 

 

The use of space and abstract images in films can serve both intricate narrative and unique atmosphere, as 

a foundation of the work. For instance, Stanley Kubrick's 2001: a space odyssey, initially based on 

literature—the short story The sentinel, by Arthur Clarke—is a visionary and complex movie, addressing 

philosophical, as well as existential questions (2001: a space odyssey 1968). In essence, it belongs to the 

quest type of story (Booker 2004, p. 71), so it presents an apparent story structure, but subdivisions in 

themes can be perceived in the delivery of the narrative. The different plots, in various places, times and 

contexts, start to correlate and find their meaning in the final segment of the film, as a part of a larger 

architectural story. Different tones are used with images of space and mesmerizing music. It is an elaborate 

narrative with multiple intrigues, related and thematically interdependent; that offer several levels of 

understanding. This is possible with the use of abstract images that allow for reflection. In this regard, it 
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justifies the choice in the film project to utilize a different type of imagery. It transposes the focus and 

offers a different perspective on the story. 

As a development, in addition to images, the notion of motion and in particular movement found in nature 

became a basis for the development of the story. A rich panel of cinematic mechanisms can be found in 

early experimental cinema. For instance, A study in choreography for camera by Maya Deren, is a short 

film that uses movement as narrative (Sitney 1979, p. 30). The filmmaker uses dance as a background for 

the subject and also as an instrument of interface with the viewer (A study in choreography for camera 

1945). In this short film, camera angles are an integral part of the style and create a unique narrative tone. 

It is through the gestures and choreography, or, at times, the absence of movement, that the audience’s 

perception can be oriented; it is how the story is shaped (Verstraten 2009, p. 96). In this sense, the story 

depends on the camera’s ability to present or conceal, as a basis for narrative delivery. Therefore, in the 

film project, framing becomes an essential part of the work, for its role in directing the focus of the image 

to support and guide the narrative. Additionally, the camera can accompany the movements of the 

character or the elements in the image to reinforce the story in its development. 

With natural movements in mind, Untitled (Figure 13) experiments with motion dynamics for movie 

editing: showing and cutting flying bats in a late afternoon sky. The soundtrack was also a test to support 

the editing in parallel to creating a specific atmosphere for the sequence. 

 

 

Figure 13: Untitled (van Eenoo 2016b) 
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An additional test was made with unaltered audio recording: Untitled (Figure 14). 

 

 

Figure 14: Untitled (van Eenoo 2016b) 

 

It later led to the manipulation of the same original sound, but stretching its duration, and consequently 

modifying the tone with Untitled (Figure 15). This experiment was made in an attempt to explore low 

frequency sounds in relation to the perception of storytelling with its perspective. The audio evokes the 

distortion of time, resembling the experience of covering one’s ears to listen to the sound of the body: it 

figures introspection. 

 

 

Figure 15: Untitled (van Eenoo 2016e) 
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With more investigation of natural mechanisms, some elements of quantum physics were considered in the 

understanding of the relation between time and space, with a consideration of publications on quantum 

field theory and curved spacetime (DeWitt 1975, p. 297). But this approach remains in the conception of 

the project, and does not appear in the final result, as a deliberate choice. To summarize the concept that 

influenced the preparation of the film, the ‘quantum field theory’, the ‘theory of special relativity’ and the 

‘theory of general relativity’, considered together led to the conclusion that time is relative to the observer 

(DeWitt 1975, p. 322). This idea is often the starting point of science-fiction movie scripts; it is the source 

idea of the Planet of the apes for example, where time and space are manipulated, and their distortions 

have subsequent impacts on the planet and its inhabitants (Planet of the apes 1968). In the film project, 

‘quantum mechanics are used in a poetical interpretation, as metaphors, and as a method to connect time 

with space in the conceptual framework of the creative work. 

As a consequence of these temporal and spatial aspects of the study, the creative practice was influenced in 

its preparation and in the filming in New York City. With this flexible approach, a number of possibilities 

materialized: a script was no longer required. Pre-production and the actual process of filming became 

intertwined. In this sense, more ‘natural’ practices emerged as responses to the necessity to include the 

notion of location in the story. Although it is customarily the foundation for narrative construction, time 

became of secondary importance in the film project: it had to be regularly re-considered according to 

space. 

In connection to this idea, creating a story can be associated with some methods of improvisation and free 

storytelling techniques. Scholar Steven Maras terms this practice ‘scripting’ in Screenwriting: history, 

theory and practice (Maras 2009, p. 184). The author explains how the camera can replace screenwriting 

in the filming process; the story is elaborated while the camera operates, with no support of a written piece 

(Maras 2009, p. 180). The cinematographer becomes writer and director. This approach emerged from 

independent movies with directors who came from a background other than cinematographic. It can be 

assimilated with the work of painters, sculptors or improvisation music performers (Maras 2009, p. 182). 

In this practice, there is a correlation between place, surrounding environment, actors, and uncontrollable 

elements of the situation and circumstances. A natural practice of filmmaking can surface, a mode that is 

praised to be singularly creative (Berliner 2009, p. 221). This idea repositions the narrative importance in 

relation to the film. The context is re-imagined in consideration of the place. 

For example, in Naked, director Mike Leigh explores the possibilities of spontaneity by giving the actor the 

freedom not to follow the script, but instead focus on an idea that has to be communicated in the scene 

(Naked 1993). In this dark, intricate film, no plot clearly appears, but the story unfolds through improvised 

conversations. Performers become unlimited in their way of expression, sometimes operating completely 
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ad-lib, fully embodying the characters. The result is a very realistic work that explores unconventional 

modes of cinema. However, in this instance, the story relies heavily on dialogues. 

Further to this notion, German filmmaker Werner Herzog supports the idea of counting on improvisation 

and serendipity, stating that with an open mind a director can use coincidences (Herzog & Cronin 2002), 

opposing the notion of using storyboards (Smith & Toole 2013). 

These notions led to a closer look at the work of Wim Wenders and what he defines as a ‘sense of place’ 

(Wenders 2005, p. 2). As an illustration, Wings of desire is a depiction of an atmosphere around the city of 

Berlin, it is driven by moods and sensations that follow instinctive choices, rather than the structure of a 

script per se (Wings of desire 1987). In fact, Wenders indicated that there was no script for the project. He 

described his approach to filmmaking as based on location and the sensations resulting from the 

surrounding (Wenders 2005). In his view, inspiration emerges from the place itself: it drives the story, as 

opposed to the plot leading the film. What happened after the original release of the movie is worth 

explanation: Hollywood studios offered to buy the rights to an American remake of the film. The director, 

at first puzzled for having no written words, decided to put the story on paper for the deal (Wenders 2001). 

The result was an entirely different version, entitled City of angels, produced by Warner Brothers Pictures, 

shot in Los Angeles eleven years after the German film in Berlin (City of angels 1998). It became a 

romantic fantasy movie that follows two characters in a rather sensible plot, with no particular connection 

to the place. This demonstrates the importance of place to capture location and time specifics in film. This 

is also a fundamental concept for the film project. 

This notion of location and its meaning is also addressed in the fields of geography, anthropology, 

landscape architecture, history, and environmental psychology (Cross 2001). The importance and the role 

of place are described by Fritz Steele as the personality that people lend to a location by association with its 

characteristics (Steele 1981, p. 158). This idea led the film project to use the city of New York as a character 

in the story. 

The development of the project focused on location to convey this ‘sense of place’ as the central notion of 

the film and a major aspect of the research. New York City with the five boroughs, and especially 

Manhattan, is clearly structured in an arrangement of streets and avenues, in parallel and perpendicular 

axes. This configuration mirrors the structure of a narrative. The blocks represent the scenes, the roads 

symbolize intervals, and the intersections figure turning points in the narrative structure. Before filming, 

an examination of the map of Manhattan and its structure, presented in Figure 16, served as the basis for 

the film narrative and its development, in time and in space. 
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Figure 16: Google map of Manhattan, Brooklyn, Queens, and The Bronx 

 

The filming locations in New York City were carefully chosen for: their geographical location on a grid, 

representing a narrative structure in analogy to a timeline; for their atmosphere; and in an attempt to 

transform place into character: 

1. Grand Central Station 

2. 5th Avenue 

3. Jane Street 

4. Central Park South 

5. Broadway 

6. 8th Street 

7. Chinatown 
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8. Union Square 

9. Lexington Avenue 

10. East 3rd Street 

11. The High Line Park 

12. Alphabet City 

13. Brooklyn Bridge 

One of the first segments to be filmed in the city of New York was an experiment with the idea of place as 

the root for the narrative method: Untitled (Figure 17) is a shot of a sculpture of Manhattan Island installed 

on The High Line Park, carved in marble by Japanese artist Yutaka Sone (Sone 2005). The camera pans 

along the avenues as in an aerial view of the reproduction of the city, in analogy with the representation of 

place and its structural role in the film narrative. The sound is a recording of typical surrounding in the 

New York City with police sirens on East Third Street, Manhattan. 

 

 

Figure 17: Untitled (van Eenoo 2016m) 

 

Conversely, anthropologist Marc Augé refers to places where there is no sense of personality as ‘non-places’ 

(Augé 1992, p. 75). This includes hotels, airports and railway stations (Augé 1992, p. 79). This is primarily 

in response to their relation with capitalist modernity. But the central notion of the role of places, and their 

significance remains relevant to this thesis as New York City’s urban spaces are characteristically unique. 

In the film project, the effort is precisely to work with these areas and infuse them with the characteristics 
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that can transform them into characters of the story. But the metamorphosis must operate on an emotional 

level to be able to transfigure the banality of locality, without story, history, explanation, or dialogues. 

To help with this challenge, the book Poetics of cinema by David Bordwell presents three dimensions of 

film narrative: the first dimension is the ‘story world’ with the characters, situations and environment in 

which the narrative takes place; the second is the ‘story structure’, with the elemental construction of the 

plot; the third is ‘the moment-by-moment flow of information about the story world’ (Bordwell 2007, p. 6). 

The latter represents the importance of place as a component of the narrative. And it became the focal 

point of this research. From this new element, a hybrid methodology emerged and was subsequently used 

in the research as a fundamental concept. In addition, Bordwell states that narration in art-cinema aims to 

‘maximize ambiguity’ (Bordwell 1985, p. 222). This feature transgresses some principles of storytelling but 

opens the possibilities of interpretation, because it creates interest and curiosity about the place, as 

unorthodox mechanisms that are used and participate in the originality of the film (Bordwell 1985, p. 213). 

In the film project, it is not exactly the site itself that is the focus of the narrative, but the emotional 

investigation of the area: the audience discovers the place, more specifically, selected isolated elements of 

it. With these details, the viewer can perceive the location’s ambience, and apprehend its characteristics, as 

with the different components of a personality when making the acquaintance of a new person. 

This approach is reinforced by studies in sociology that describe the emotional response and interpretation 

of the surrounding environment as a ‘sense of place’ (Hummon 1992, p. 254). With this new perspective on 

the relation of humans with space, the film project refocused on communicating sensations about place, 

presenting a subjective perspective on the city. There is a parallel with interpersonal relationships that 

appear in the story. 

The method can be observed in the movie Gummo, in which Harmony Korine follows a group of eccentric 

teenagers in a small American town devastated by a tornado (Gummo 1997). The story itself is a secondary 

instrument; the intensity of the film relies on its atmosphere and the succession of unique and awkward 

scenes, with no logical connection. There was no script per se (Korine 1999); the film was a spontaneous 

response to situations and places, a succession of etiquettes without a logical narrative construction, using 

the camera as a witness, to communicate sensations (Korine 2003). This method is a psychological 

approach to translating the sense of space into filmmaking. 

A closer look at psychology and its use in the visual arts led to consideration of the processes of ‘Gestalt’ 

theory in the design field, especially the use of empty space in an image (Behrens 1998, p. 302). This theory 

analyzes the perception of visuals and explains how the human brain tends to close gaps in shapes that are 

unfinished. It is a process termed ‘Law of closure’ (Graham 2008, p. 7). An analogy can be drawn to the 
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understanding of a narrative; the gaps in the design can be the missing segments of a plot. The viewer can 

recompose the story without all the parts of its structure. Figure 18 illustrates the process of closure 

performed by the human brain, to recompose an apparently incomplete design, consistent with Gestalt 

principles. 

 

 

Figure 18: Illustration of the Gestalt principle of closure (van Eenoo 2015a) 

 

Absence and emptiness are fundamental themes that run through the concept of the project and the film, 

in an implied manner. In the film, the different scenes represent the interiority of the character, focusing 

on his state of mind, not revealing the events that trigger his thoughts and reflections. In this endeavor, 

each location was chosen to convey a message, in consideration of the atmosphere that is present. The 

story does not simply happen in the place, it happens because of the place. In fact, in this approach, the 

place is the story. 

This idea stems from scholar Jana J. Haeckel’s notion of an ‘aesthetic of absence’ (Haeckel 2015, p. 45). 

The author describes the technique of creating images that appear as uninhabited spaces; with empty 

space, the audience can project personal thinking and feelings (Haeckel 2015, p. 52). 
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As an illustration, Chungking express by Wong Kar-Wai is made in resonance with the multi-ethnical 

character of the area of Hong Kong where the film was filmed (Chungking express 1994). In addition, the 

narrative ends without a resolution, leaving the audience to find a personal interpretation of the questions 

in the stories. The characters’ names are never pronounced; instead, it is numbers that are used. This 

treatment of narrative is based on not showing; allowing the viewer to search for correspondences between 

the different events, characters, sub-stories and themes that emerge in the movie. 

The various influences and connections to the research project reinforce the themes and the film. For 

example, the first visual experiments were paintings and collage works: Untitled (Figure 19), Untitled 

(Figure 20) and Untitled (Figure 21). They were the starting points that served as basis for the 

development of the themes, and supported the conceptual thinking about empty spaces, as well as open 

interpretation. The use of emptiness and the exploration of surface with the concept of pause—or rests is 

the focus and the connection with film work. Additionally, the parallel with music composition appears in 

the visual rhythm created by the thin lines delimiting areas on the canvas, generating repetition, and 

reinforcing the link between structures—time and surface—space. 
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Figure 19: Untitled (van Eenoo 2016a) 

 

Cinematic storytelling can be compared to the reading of an image, without the use of specific guiding 

mechanisms—encouraging personal involvement, self-reflection and imagination, in analogy with abstract 

painting (Schapiro 1937, p. 81). With this theory, the film project was actually established and developed 

purely on visual artworks, as a means for expressing a mood (Schapiro 1937, p. 84). Similarly, a story can 

be apprehended on different levels: when its components are reduced, time and space are enlarged, 

offering a wide interface for the audience to relate to. In doing so, film mainly operates in connection with 

the theme of the story, as opposed to the narrative logical structure. 

The paintings served as visual directions and a basis for the communication of the atmosphere of the film, 

similar to a mood board, before and during the making of the film. 
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This method likens itself to the work of independent productions, such as Harmony Korine’s Julien 

donkey-boy, which was written as a collection of 124 scenes (Korine 2008), where a few sentences describe 

the atmosphere more than the role of the sequences in the narrative (Julien donkey-boy 1999). Still images 

are included in the timeline; they convey a one-of-a-kind tone to the scenes, without being directly related 

to the plot. But they are crucial to the work. The outcome is a non-linear narrative that follows the life of a 

schizophrenic teenager, showing his view on the world and on his own life in disorderly camera 

movements, disconnected editing, and crude mise-en-scène. The chaos that reigns over the film reflects the 

lack of understanding on the part of the main character. The perspective is through the eyes of a teenager 

who is disconnected from his environment. The free approach to filming without a structured script thus 

appears sensible. 

 

 

Figure 20: Untitled (van Eenoo 2016b) 
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In the methodology of the film project, the paintings and drawing are equivalent to scriptwriting, giving 

directions to the story. But because the topic is not purely cognitive or logical, the film relies on sensuous 

responses to texture, colors and composition.  

In a similar approach, Japanese filmmaker and artist Takeshi Kitano uses paintings in his film Dolls: they 

appear to connect different scenes but are intricately connected to the aesthetic of the images of the film, 

by their textures, colors and composition (Dolls 2002). 

The experiments with painting prior to making film prepare the cinematic experience: it aims to generate 

emotions from the narrative, more than it is designed to be addressed pragmatically in a cause-and-effect 

development. To do so, the surface of the canvas is considered an area of exploration with space, but also 

with time. 

 

Figure 21: Untitled (van Eenoo 2016c) 
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This idea is corroborated by the modern trend in screenwriting practices described by filmmaker and 

scholar Kathryn Millard, where ‘images and sound play a potentially more significant role’ in the script 

(Millard 2010, p. 11). 

 

2.3.4. Music and sound 

Film narrative and sound are closely intertwined. Before the film project began, the music was already 

conceptualized. It is undeniable that the soundtrack plays a significant role in communicating emotions in 

a movie (Cohen 2001). This notion is central to the making of the film, influenced by Michel Chion’s 

Audio-vision: sound on screen. The author states that the viewer perceives the sound and images 

simultaneously (Chion 1994, p. 21) and that the audio component of the film enters in relation with the 

constituents of the narrative (Chion 1994, p. 40). He adds that visual and audio elements are 

interdependent and their relation can modify the perception of their individual meaning in what he coins 

‘conceptual resonance’ (Chion 1994, p. 32). In this regard, the film score can be an integral part of the 

narrative mechanism, operating at different levels of the story, sometimes leading it. In addition, Annabel 

J. Cohen writes that music can create connections between the different scenes, so that the narrative 

preserves a sense of development (Cohen 2013, p. 261). 

Music for the film was composed and ready as a background for the images to be made in New York City. 

The thirteen tracks were created in an attempt to create a sense of progression in the narrative, from an 

original piano theme: Untitled (Figure 22). 

 

 

Figure 22: Untitled (van Eenoo 2016f) 
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However, during editing, it appeared that music was too present and directive, because of its melancholic 

tone. To offer a different dimension, new tracks were composed after filming in 2015. 

With this objective, the audio track Untitled (Figure 23) was created to disfigure the original narrative. It 

was reproduced from the original theme, but a distortion was applied to the piano, to darken the tonality of 

the story. After the first act of the film, the spirit of the story needed to reflect the equivalent of conflict 

with a development in intensity. 

 

 

Figure 23: Untitled (van Eenoo 2016d) 

 

To further analyze the link between sound work and narrative, it was important to look closer at music 

theory and film music composition. Annabel J. Cohen states that film music can increases the focus on the 

story (Cohen 2013, p. 258). This is paramount in the movie project, because the story relies on mechanisms 

other than the cause-and-effect configuration. In order to intensify the relation with certain scenes, 

Untitled (Figure 24) was composed with a distortion that invades the cinematic space, to take over the 

narrative construction in an invasive and virtually oppressive manner. 

 

 

Figure 24: Untitled (van Eenoo 2016a) 
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A similar experiment, but with an opposite development, was created with an extremely distorted sound 

that gradually disappears; it allows the tension to fade, and guide the narrative to a next step with a quiet 

atmosphere. 

In addition to the notion of intensity in storytelling, scholars Johnny Wingstedt, Sture Brändström and Jan 

Berg state that music used for narrative purpose has several functions: ‘emotive, informative, descriptive, 

guiding, temporal and rhetorical’ (Wingstedt, Brändström & Berg 2010, p. 194). In the film project, the 

emotive approach is central. But it is when this aspect is combined with the guiding role of music in the 

story that it appears innovative. This was a feature that needed to be controlled, because the film is based 

on sensations, and sound has the responsibility to give directions, without the use of a clear narrative 

development. 

To modify the overall atmosphere, Untitled (Figure 25) was composed with more rests between the piano 

notes, because the original musical theme was decelerated with a pitch filter. This manipulation of time in 

music with a concentration on the rests—the pauses between notes of piano—is the fundamental 

translation of the concept of narrative gaps in audio work. 

 

 

Figure 25: Untitled (van Eenoo 2016g) 

 

What surfaced from this method is the importance of the duration between the notes: their lengths create 

the rhythm of the piece—and the pace of the scene if integrated in film. It provides a space for self-

reflection and introduces the notion of intervals as essential to the musical storytelling. Parallels between 

narrative construction and music composition can be clearly observed (Kramer 1991, p. 142). Although 

Annabel J. Cohen argues that the soundtrack can clarify ambiguous elements of the story (Cohen 2013, p. 

267), in this approach, it was the ideas of open interpretation and space offered to the viewer that were in 

focus. 
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After the screening the first act of the film to separate audiences—at the University of New South Wales 

during a presentation for Sydney Screen Studies, University of Technology Sydney for research seminars 

and Saint Francis College in Brooklyn—it became clear that the musical theme presented the risk to 

become overly present, and could excessively influencing the viewer in understanding the thoughts of the 

character, as opposed to finding a personal interpretation. Considering that silence was an important 

aspect of the film, an answer was found in the use of natural sound, and its distortion, with low frequencies 

for example. This new approach gave the film a different resonance, a darker tonality and emphasized the 

connection with the interiority of the character. 

Originally, every filming location in New York City borough of Manhattan had a sound recording as a 

means of translating the sense of place. Untitled (Figure 26) is a recording in downtown Manhattan 

subway. The sound is made of a majority of low frequencies and is continuous. It can become oppressive 

and distressing. But further manipulation of sound in the film manipulate the sound recordings in the 

manner of music composition, transforming noise into an atmosphere that serves the narrative. This 

notion echoes the work of John Cage with the piece 4’33” (Cage 1952). 

 

 

Figure 26: Untitled (van Eenoo 2016b) 

 

However, a second selection of audio tracks were altered with the objective to manipulate the experience of 

duration in the scene with Untitled (Figure 27): changing the note and slowing down the material 

emphasizes the low frequencies and transforms the experience of the scene to replace the focus on the 

interiority and harrowing mood of the character. To replace the usual elements of storytelling, the film is 
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guided by music and sound, which are present in selected scenes in balance with silent segments to create 

a sense of rhythm, in response to the jo-ha-kyu configuration (Matsunobu 2013), and to direct the story. 

 

 

Figure 27: Untitled (van Eenoo 2016c) 

 

Sound in this case, has the role that narrative composition has in an orthodox script. As noted by scholar 

Jerrold Levinson, ‘film music shapes our perception of a narrative’ (Levinson 2012, p. 257). By changing 

the audio, the sound is brought to the center of attention, and manages the way the audience relates to the 

narrative, by becoming a character of the story. 

Similarly, with Dead man, director Jim Jarmusch chose to bring music to the forefront for stylistic and 

artistic reasons (Dead man 1995). The guitar played by Neil Young carries a poetic approach to storytelling 

(Villella 2001). The psychedelic music blurs the familiar patterns of the western genre with the creation of 

a surreal atmosphere, playing the invisible lead role in the film, strengthening the narration of the movie, 

and accentuating its originality. 

So, as demonstrated in a number of studies, film music is described as presenting undeniable narrative 

characteristics (Wingstedt, Brändström & Berg 2010). Its basic function is to convey emotion (Juslin & 

Sloboda 2010). But it also has the role of creating the reality of the film (Green 2010). Shad A. Bauer 

details the extra dimension that music can bring to film (Winters 2010). This is further detailed with the 

concept of ‘filmind’ in Daniel Frampton’s Filmosophy (Frampton 2012, p. 7), where the notion of film as 

thinking is brought forward. This is a core idea in the film project, where the story is only underlying, and 

replaced by self-reflection and open interpretation. 
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Based on these theories, Untitled (Figure 28) was created as an experiment with the characterization of 

music. The protagonist and the musical theme are introduced together, to create a connection between 

audio and visual, so that they become associated in their development throughout the story. 

 

 

Figure 28: Closeup (van Eenoo 2016h) 

 

In the making of the film, music was, since the beginning, the basis of the narrative: images were guided by 

sound. In this sense, audio is a character in its own right by being present as an invisible driving force. As 

stated by scholar Claudia Gorbman, music can be related to a protagonist, a location, or a feeling 

(Gorbman 1987, p. 3). The film project is an effort to use these three aspects in one, as the main interface 

with the audience. The piano notes are left to disappear and leave silent intervals. With this method, music 

and the absence of sound become the narrative energy that allows and conducts the contemplative 

experience. 

 

2.3.5. Minimalism 

To further investigate cinematic storytelling, the examination of artistic, aesthetic and conceptual 

approaches appears necessary. One of the pivotal aspects of the study is an interpretation of minimalist 

aesthetics, more precisely, the reduction to the essence of the discourse, in terms of image and sound. The 

removal of portions of the story is also an implication of this notion. Because of the importance of 
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cinematography in storytelling as discussed in Observations on film art - understanding film narrative 

(Bordwell 2014), and the consideration of atmosphere as a crucial element of the investigation, 

connections with paintings and fine arts quickly emerged, essentially with two major art movements: 

abstraction and minimalism. 

Further to the consideration of music, rests and silence, it seems meaningful to also examine its equivalent 

in space: emptiness. The exercise of relieving the image of unnecessary elements is inspired by the 

minimalist art movement, where the work is stripped to its essentials. The concept appeared as an attempt 

to discover the ‘essence’ of the subject (Schapiro 1937, p. 84). Minimalism then spread to a variety of art 

fields (Strickland 2000, p. 2), which is worth noting because it can apply to sound design and cinema. In 

music, it is particularly meaningful in creating the tone. Using rests in the soundtrack tends to slow the 

pace of the film, and to generate a reflective atmosphere. The analogy with storytelling is in the process of 

removing, refining and divesting the artwork of what is not crucial to the plot, in order to be more 

meaningful and focused. But it is not only in the structure that the theory applies; it can also be in the 

essence of the images, the notion of minimalism being considered an aesthetic matter (Meyer 2004, p. 

145). Reduction, when applied in its most pragmatic sense to creation, can result in more efficient 

solutions in design (Bender 2009, p. 4). This principle can be extended to movies, limiting the resources, 

processes, and components, to achieve a more authentic storytelling method. To be more precise, ‘empty 

space conveys the meaning of natural aesthetics’ (van Eenoo 2013, p. 4). In connection with this point, 

Monika Fludernik’s concept of natural narratology finds a resonance in the perception of cinematic 

storytelling, where minimalist images and sound can connect to the viewer in a natural way, with less 

interference from narrative artifacts (Fludernik 2012). 

In the beginning of the research, a series of experimental prints on paper were created, in an effort to find a 

visual guidance for the film project. The link to film practice is essentially visual, but also with conceptual 

considerations of narrative configurations against abstract visual storytelling. Untitled (Figure 29) was the 

starting point of an investigation of minimal aesthetics.  



 
 
 

62 

 

Figure 29: Untitled (van Eenoo 2016b) 

 

The artwork illustrates the tonality of the story, as well as the approach to creative practice, and the 

philosophy of the making of the film. It is important to note that the framework of this project focuses on a 

perception of minimalism with a meaning, with notions of interaction with the world, and the human 

condition, as opposed to an otherwise limited aesthetic concept. Therefore, it conveys both a mood that 

influences the interpretation and a metaphorical as well as philosophical message. 

In cinema, this approach is typical to independent movies. For instance, the Swedish movie Persona 

presents limited settings, backgrounds, camera movements, and actions, to concentrate on the two main 

characters, their psychological states, and their ambiguous relationship (Persona 1967). In this case, using 

the principles of restriction and reduction in the aesthetic of the movie helps focus on the subtlety of the 

story. Likewise, in the movie Gerry, Gus Van Sant’s camera follows two friends going for a hike in the 
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desert, so there is little to refer to in terms of visual background and known elements (Gerry 2002). This 

approach to screenwriting and filmmaking offers a slow, intimate, and minimalistic perspective on 

narrative construction, where the idea of being lost is addressed both literally and metaphorically. Filming 

in an uninhabited environment, having only two protagonists, and limiting the dialogues, reinforces the 

sense of despair of the characters, and the psychological intensity of the story. 

In connection with this point, early experiments with segments for the film focused on limited elements on 

screen, isolated subjects, and natural backgrounds, in an attempt to bring contemplation to the forefront of 

the experience. 

Untitled (Figure 30) is an experiment with the notion of duration in natural perspectives. The segment 

shows birds migrating; there is no interruption in the experience—only the flock and clouds are present. 

Slow motion emphasizes the meditative tone of the segment. What is sought here is a form of purity, in 

respect to the natural elements at play. The themes of departure and movement also convey the idea of 

‘transformation’, as it is the basis of storytelling (McKee 1997, p. 119). But here, the notion of evolution can 

also be connected to natural phenomena. In this sense, it limits the intervention of narrative mechanisms. 

 

 

Figure 30: Untitled (van Eenoo 2016k) 

 

As a development, and conceptually close to minimalism, the poor art movement shed light on a new 

aspect of the creative process. The term ‘Arte povera’ was coined by art critic Germano Celant to define the 



 
 
 

64 

use of inexpensive and often raw materials to produce artworks (Celant 1967, p. 1966). Originally, the 

concept was motivated by a reaction to political, social, and cultural values of the time, but the principles 

can be applied to cinema in an effort to stay honest with the subjects of the story, and the instruments used 

for the film. In addition, arte povera requires the impoverishment of gestures and materials (Christov-

Bakargiev 1999). In this sense, it can be connected to minimalism and the will to divest the film from the 

ingredients that are not absolutely necessary to the work. 

On that account, Italian director Michelangelo Antonioni stated that he wished to approach filmmaking as 

a painter with a canvas (Chatman & Duncan 2004, p. 91). In Red desert, his technique displays obvious 

references to painting and minimalist art movement. The aesthetic of the film reflects such concepts: 

reducing the elements to a simple but rigorously composed image, meticulously working with colors, 

utilizing architecture and nature for their visual attributes, and from these features, creating a basis for the 

narrative (Red desert 1964). 

Consequently, to mirror minimalism in visual arts, silence can be used as a component of film, carefully 

positioned to generate a sense of rhythm. As an extension, the absence of conversations and lack of 

supporting characters can become instruments of a new dimension of filmmaking, where the exclusion of 

information or components of the movie can offer a space for understanding differently and interpreting 

the narrative. 

For example, J. C. Chandor’s All is lost is the story of one man lost at sea, with almost no dialogues (All is 

lost 2013). The action, the succession of incidents and the dramatic situation are so immersive that words 

appear useless. The experience of loneliness and desperation is communicated by images as metaphors of 

the situation, and of the relation with nature. On that note, David Allen Helvering cites American 

playwright David Mamet as stating that ‘the perfect movie doesn’t have any dialogue’ (Helvering 2007, p. 

7). It is, however, rare in modern cinema. The artist, for instance, surprised and exhilarated film 

professionals in 2011 because it was a—virtually—silent movie (The artist 2011). There is only one sentence 

pronounced throughout the entire film—just before it ends. However, the story is complex, fluid, and rich 

enough to keep the audience entertained with satisfying action. Rarely do films fully engage in using 

absence of dialogues as a means of telling a story. Slowness and quiet scenes are indeed present in some 

segments of movies, including mainstream movies, but they appear most of the time as a balancing 

counterpart, an introduction, or to play a role in the pace of the delivery of the story. It is worth noting that 

when silence is used, it is often to emphasize the intensity of an event or personality. For instance, the first 

minutes of There will be blood introduce the protagonist played by Daniel Day-Lewis, without words 

(There will be blood 2007). Director Paul Thomas Anderson chose to create a strong impact with 

unexpected quietness. This notion is corroborated by Susan Sontag who wrote that ‘silence is the ultimate 
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otherworldly gesture’ (Sontag 1969, p. 34). This statement opens a window to a sensory, almost spiritual, 

dimension of art, and cinema in particular. It is used, for example, in The beauty inside by South Korean 

director Baek Jong-Yul, to reveal the inner life of his protagonist in an intangible but delicate manner; no 

explanation is given to the audience to explain his peculiar life situation, and his love relationship is quiet 

and almost unspoken (The beauty inside 2015). 

In the film project, silence presents a psychological aspect that can lead the story, emphasizing 

introspection with the use of empty space. It can be compared to the contemplation of an artwork. In 

connection with this notion, the paintings of artist Agnes Martin (Martin 1981) have been described as an 

‘essay in discretion, inwardness and silence’ (Spence 2015). With these theories and examples, the theme 

of absence became a major focus of the film project. As previously mentioned and discussed, the movie 

Chungking express by Wong Kar-Wai illustrates this approach: the characters’ names are never 

pronounced; instead, it is numbers that are used. This choice adds to the mystery and ambiguity of the 

story; it blurs the atmosphere (Chungking express 1994). In addition, it ends without resolution, leaving 

the audience to find a personal interpretation. This treatment of the narrative is deliberately open to 

multiple and opposed aspects of the story, with what Cristina Degli-Esposti calls the ‘aesthetic of absence’ 

(Degli-Esposti 1998, p. 37). It is not only based on telling, but allows for guessing and finding 

correspondence between the different events, characters, stories and the themes that emerge from the film. 

In a similar approach, Hunger, by director Steve McQueen, plays with the principles of story structure, 

elaborating on a three-segment composition, but voluntarily disregarding the common practice of 

connection between the different parts, and the variation in intensity (Hunger 2008). In the third act, the 

lack of dialogues, the importance of cinematography and the use of empty spaces start a visual story in 

parallel to the plot, conveying a feeling of despair, away from the political and human rights themes that 

run through the story in the first act. A parallel with sound art can be drawn: John Cage’s 4’33” 

demonstrates that surrounding noise can be considered music (Cage 1952). But it is not actual silence; it is 

the absence of recognizable sounds that can be interpreted (Cage 2011). In addition, with Empty words, 

the artist uses missing parts of a text, omitting words: part I omits sentences, part II omits phrases, part III 

omits words, and part IV omits syllables (Cage 1981). Here, a poetic dimension emerges from the removal 

of sound. The invisible segments of the original work transcend meaning and generate a one-of-a-kind 

artwork. Absence is transformed into an interface, and what is missing becomes prominent in the 

comprehension. 

In a similar approach, Untitled (Figure 31) uses out-of-focus images to create a feeling of absence in the 

image and in the scene itself. The experiment attempts to transform a common location in the city of 

Manhattan into an abstract image. This technique is common in cinema, for its visual impact, but for 
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different purposes. It generally emphasizes the characters and their interaction. It usually appears as a 

background against which the action takes place and is reinforced, or it is used as a short part to connect 

two sequences. But in this scene, it becomes the only visual presence on screen, which stretches for several 

minutes. There is no character to focus on. Space and time are manipulated and stripped to the essence of 

their perception, with empty space figured by the shallow depth of field. The bokeh effect generates a 

feeling of uncertainty and repositions the purpose of the sequence: no obvious action is taking place; the 

center of interest is abstract. Besides, the segment can modify the sense of pace in the film, without a 

recognizable element to relate to.  

 

 

Figure 31: Untitled (van Eenoo 2016j) 

 

It is technical and visual attributes that convey a message in this example. They either support the plot or 

add meaning to it. Contrasts and hues have a decisive role in the perception of the atmosphere of the film 

and, as result, in the story. It is true for an isolated sequence, but also regarding the entire film. Peter 

Verstraten claims that colors are part of the mise-en-scène and integral to the story (Verstraten 2009, p. 

65). In extension, color theory shows that the perception of certain hues, tints and shades can generate 

feelings and influence the perception (Birren 1984). This feature is also used for the purpose of identity in 

certain cultural traditions, showing that it has a significant impact (Songcharoen 2013). It is also used in 

films for the same reason. In The vertical ray of the sun, director Trần Anh Hùng uses and emphasizes the 

particular light present in Vietnam to generate color themes for the protagonists, their relationships, roles 
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in the narrative, and for the city of Hanoi (The vertical ray of the sun 2000). In this case, tints are utilized 

to transform elements of the story into characters. This underlines the importance of images and their role 

in the cinematic experience. The same technique can be used with audio filters. Likewise, in The scent of 

green papaya, Trần Anh Hùng uses delicate lighting—recreated outside of Vietnam—and a subtle visual 

aesthetic, to generate an intimate atmosphere that outshines the story of the movie (The scent of green 

papaya 1993). It is an aspect that is central to the movie. On that aspect, critic Sean Gandert wrote ‘The 

Scent of Green Papaya’s warmth and beauty create a magical feeling that’s more important than narrative’ 

(Paste 2011). 

Ultimately, in this approach, cinematography is the central instrument of what can be storytelling based on 

sensations: the properties and qualities of the images transform themselves into rules that direct the story. 

Macquarie dictionary defines cinematography as ‘the art of film photography’ (Macquarie Dictionary 

2009). The reading of cinematography starts with the properties of pictures, as it does with visual arts 

more broadly. However, in this case the pictures are part of a succession of images, so the connection to 

photography and painting is significant: it suggests that storytelling can find a justification in the visual 

attributes of the film. 

Cinematography is often a key feature of a film’s originality, as it has a strong impact on the viewer’s ability 

to apprehend the overall tonality, mood and sense of discourse. Specific technical aspects of the medium 

can be considered: image color, grain, texture, and filters. With The sense of film narration, Ian Garwood 

examines this particular aspect of cinematic storytelling: the focus is on the sensuous characteristics of 

cinematic images. The author analyzes films for the properties of their pictures to communicate certain 

impressions and for the manipulation of their visual features as narrative tools (Garwood 2013, p. 3). In his 

study, Ian Garwood demonstrates how aesthetic values correlate with the narrative exercise. Using selected 

case studies from independent and mainstream cinema, he underlines the idea that the audience, by 

becoming aware of explicit emotions related to purely technical qualities, can connect to the story in an 

additional dimension to the script. The study identifies important characteristics of the images that 

support, embody or lead the narrative, and can, as such, be storytelling methodologies. 

To address this notion in practice, Untitled (Figure 32) is an experiment to manipulate the original footage 

and transform the quality of the image. The sequence is a tree in the rain, but a number of filters were 

applied to modify the colors, contrast and grain so that it carries a different meaning. The scene was shot 

during daytime, but appears to be in low light, generating more noise in the image. 
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Figure 32: Untitled (van Eenoo 2016o) 

 

There is an emotional response to image grain that can be associated with realistic experience, to transpose 

the cinematic sensations closer to the feeling of a character, rather than the development of the story. Of 

course, perception depends on the various backgrounds, types of sensitivity and receptivity of the 

audience. But to be able to read the different strata of the film, it must operate on different levels, utilize 

more than a composition of scenes, and also the visual impact of images. 

For example, in I’m not there by Todd Haynes, an atypical narrative takes place: the central character, 

musician Bob Dylan, is impersonated by different actors, a woman, a young boy and four men (I'm not 

there 2007). A combination of six separate segments represents a part of the protagonist’s personality. To 

support that method, the director uses different attributes for the images: monochrome and color scenes, 

textures, viewpoints and angles. The story also employs multiple narrators: every time there is a character, 

a new perspective on the musician is revealed. In some cases, the different stories intersect and the filming 

accompanies the situation with camera movements. Each persona being entirely distinct, it embodies a 

distinct visual style, offers a different perspective, and carries a different meaning. This strategy overcomes 

the composition of the plot itself: the narrative is not based on the structure of the story, but on the 

sensations that all the segments can communicate, individually and as a whole. In extension, the separate 

aspects are linked to each other in their linear interaction, opposed in their aesthetic, and compared in 

their meaning. From that point of view, it is an innovative process of filmmaking and of storytelling. 
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Movies use simplicity as a style, but in essence, it is a form of narrative that is only explored in external 

aspects, such as isolated moments in the timeline, or as aesthetics; it is rarely the substance of the work. In 

the film project, minimalism is applied to cinematography as a theme, and also communicated as a mode 

of storytelling that removes elements in the timeline. The approach changes the focus of the work. In this 

sense, minimalism is used as a creative practice mode that operates on different levels of the film. 

 

2.3.6. Intervals 

As the research on film narrative progressed, inspired by the notion of cause-and-effect described by Paul 

Ricoeur (Ricoeur 1990), the movies of Andrei Tarkovsky—in particular the use of time in Stalker (Stalker 

1979), and the concept of gaps in narratives brought forward by Wolfgang Iser in The act of reading: a 

theory of aesthetic (Iser 1978), the study began to concentrate on the arrangement of the pieces that do not 

ordinarily compose the film and remain outside of the storyline. 

As a first step, with the notion of temporal development in the center of the study, Paul Ricoeur’s Time and 

narrative offered a crucial background for the research and the film project. Presenting storytelling as tied 

to the ‘extended duration between a beginning and an ending’ (Ricoeur 1990, p. 38), the study is rooted in 

the examination of the elements of a story as they originate from one to another, and therefore, must be 

encountered in time (Dowling 2011, p. 8). However, in the film project, the experiments concentrated on 

the opposite mechanism: an exercise of discontinuity of time in fractured moments. This is a divergence 

between the ideas that emerged from the reading and those from the film sequence experiments. 

In the creative practice, the first experiments explored the notion of linearity: Untitled (Figure 33) is a 

split-screen presenting three parts of one scene: before, during and after. But the central image, which is 

during the event, is seen from a different viewpoint, where the subject is missing. Time and space are 

manipulated in relation to one another: the split-screen exhibits the three moments simultaneously, in 

synchronicity, not sequentially, as they logically happen in time experienced in real life. 
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Figure 33: Untitled (van Eenoo 2016e) 

 

In a similar method, Timecode by Mike Figgis is a movie based on multiple narratives with the technique of 

split-screen in four quarters: each one dedicated to one story, and all playing simultaneously (Timecode 

2000). The different takes are interconnected and even interact at some points during the film. There is a 

balance between the different screens, but interchangeably: one story tends to be leading. The work is 

linear and strongly uses the notion of causality between scenes—screen areas. With this innovative 

experiment, film proves to be operating with distinct mechanisms, and visual composition takes a leading 

role. These mechanisms can be arranged to reshape time and space. The two fundamental components of 

narrative are, in fact, natural expressions of reality as perceived and experienced by humans in their 

individual life. For that reason, the film project focused on a different approach to storytelling, where it is 

precisely the relation of time and space that can be explored. Consequently, the split-screen configuration 

was not chosen for the film, in favor of a linear approach. The concept of before and after, however, 

remained as the central notion and architecture of the film, because it fully allows for contemplation. 

A development from the notion of cause-and-effect originated from Wolfgang Iser’s insight into literature. 

In his theory, some portions of the primal story are deliberately not included in the narrative, so that the 

audience can interpret and understand the plot (Iser 1978, p. 169). Logically, the segments that appear are 

of significance to the construction and development of the work. This mechanism indeed applies to film. 

But the research project focused on the gaps that have normally disappeared from the final narrative, for 

their lack of contribution in the cause-and-effect formation. These segments—intervals—do not need to 

connect logically, but rather thematically, with the support of cinematography, sound and editing. In this 
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model, the audience is involved in the narrative by creating the links between what is present and what is 

not in the storyline. 

This is a different approach to Paul Ricoeur and Wolfgang Iser’s theories, but it stems from both 

approaches: the cause-and-effect is not absent, but it is underlying—left to the interpretation of the viewer. 

The diagram in Figure 34 juxtaposes and opposes the different perspectives. 

 

 

Figure 34: Narrative construction based on intervals (van Eenoo 2015b) 

 

To explore parallels between visuals with narrative architecture, Untitled (Figure 35) and Untitled (Figure 

36) are black ink paintings on rice paper that experiment with the notion of positive and negative spaces. 

The artworks support and refine the conceptual approach to filmmaking in its investigation of the anatomy 

of empty space: black areas generate shapes and signify active meaning (White 2011, p. 39), whereas the 

common conception is that white space appears passive (White 2011, p. 41). But with a different 

perspective, the background of the image can create a new dimension to understand the work. The 

paintings are a study and interpretation of the Japanese concept of ma (間), which is one of the 

components of the word duration in Japanese language (Merriam-Webster's Japanese-English Dictionary 

2010). The term ‘ma’ designates the ‘space’ or ‘pause’ between two parts (Arata 1979, p. 70). Present in a 

variety of art forms in Japanese culture, it is also defined as the state of ‘non-action’ or the position ‘in-

between’ (Standaert 2015, p. 91). 
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Figure 35: Untitled (van Eenoo 2014) 

 

Further to the notion of in-betweenness in the surface of an image, and in a figurative resonance, painting 

on rice paper offers a space for experimentation, and can be a study for cinematography, in pre-

production. The use of empty space on the surface of the work and the sense of equilibrium it generates can 

be applied to the pictures of a film, with the manipulation of depth of field and contrast, to achieve 

dynamic balance. This practice and parallel with painting echoes the practice of artist Stan Brakhage and 

his non-narrative experimental films with painting on celluloid. 

Likewise, influenced by Stan Brakhage’s work in the margins of lyrical abstraction and representation, 

Untitled (Figure 36) is a variation on positive and negative spaces using ink diluted with water, creating 

shades of gray: the visual result with grain, as well as the aspect of undefined areas on the surface of the 
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painting can literally—and figuratively—give an additional level of meaning. It shifts the focus of the visuals 

from visual recognition and understanding to non-representational figuration, offering a sensuous 

approach to the work. This notion was applied to the images of the film, with noise and film grain filters, 

and the manipulation of depth of field to render some elements out-of-focus. 

 

Figure 36: Untitled (van Eenoo 2015a) 
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With the idea of intermediary segments in relation to the plot and the experience of the audience, the study 

concentrated on intervals in films. Hiatuses are not considered part of the story, but they do influence the 

experience of the film and, in that regard, are meaningful for the notion of rest, similar to music, where 

tension is still perceived during rests in the middle of a composition (Juslin & Sloboda 2010, p. 373). 

Pauses and rests can be significant in the method of storytelling. 

For example, The godfather part II was originally planned with an intermission after two hours and six 

minutes, ensuing a crucial flashback scene depicting a decisive event in the story that will heavily influence 

the rest of the plot. Director Francis Ford Coppola explained that it was a deliberate choice because of the 

length of the movie: three hours and twenty minutes (The godfather part II 1974). Nevertheless, this pause 

occurs at such a pivotal point in the storyline that it offers a time for the audience to reflect on the 

implications of the last scene and prepare for a further development from that incident. This type of 

cinematic experience is now obsolete, because there are no technical restraints with digital films, but it 

could be recreated artificially within the narrative. The film project is an attempt to insert a type of 

interspace in the storyline, with stretched duration. In doing so, the work acquires an underlying 

dimension of narrative. 

At this point, the publication Cinema II by philosopher Gilles Deleuze, with the concept of ‘time-image’, 

offered a sensible direction for the development of the film project, as well as the theoretical study 

(Deleuze 1989, p. 34). The editing found a direction with the infusion of time in images, thus creating 

connections with ideas situated outside of the narrative, as metaphors and themes. The juxtaposition of 

scenes then creates meaning through contemplation, replacing the different segments in the specific 

context of the story, and with the use of intervals in the composition of the film narrative. 

As a response in the creative practice, Untitled (Figure 37) is an experiment with the sense of in- 

betweenness in film scenes. Filmed in downtown Manhattan by night, it consists of a short sequence in 

Jane Street, with the character observing and reflecting for a few seconds, in silence, before walking away, 

leaving the scene with an out-of-focus background. 
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Figure 37: Untitled (van Eenoo 2015n) 

 

Because of the brief duration, slow motion, movement in space, and attitude of the actor, what is on screen 

appears as between two moments. The audience can imagine the previous sequence, and imagine or 

speculate on a potential development. There is little explanation in this case, as the matter remains based 

on sensations. The following scene can create meaning with rhythm, sound, and visual connections. This 

method is used in the film to create a sense of progression, build rhythm, and to generate a dynamic in the 

narrative. 

With this type of narrative methodology, only what precedes and follows a turning point in the story 

appear on screen. What actually happened in the storyline remains invisible and, by being so, allows the 

viewer to construct a personal narrative from the selection of segments. It stands as an echo to the 

Japanese concept of ma; in an artistic approach, space is regarded as subject or substance, as opposed to 

mere void (Fletcher 2001). This composition prioritizes the zone between two components of a structure, 

not the structure itself. As a consequence, the scenes used in the film are the in-between moments of the 

story. The experience of these isolated instants in the narrative requires an intensification of observation. 

In this sense, time is extended, space enlarged, and contemplation accrued. 

Further to this notion, the meaning of a sequence in a film results from the connections between the shots 

in the editing. This is influenced by the idea that context is created by the editing of a sequence of images 

that are not necessarily originally connected in their meaning, as demonstrated in the ‘Kuleshov effect’ 

(Mobbs et al. 2006, p. 95). As a consequence, working with hiatuses as scenes repositions the essence of 



 
 
 

76 

the original subject and generates a new level of experiencing the narrative. Parallel editing, or alternate 

shots of two separate and distinct locations derive from this technique. It produces a different narrative, 

which, in fact, presents three different stories: the two scenes and a third one that is the in-between: an 

invisible dimension of understanding of the narrative. There is no need for transitions of motion for the 

connections to exist. For instance, La jetée is a science-fiction story with no special effects, made of a series 

of still images, as a photo-novel. (La jetée 1962). The result is a compelling storytelling with limited 

mechanisms.  

At this point in the film project, tests with slideshows were created, but the lack of narration rendered the 

effort austere and ambiguous. 

As a development, by looking at the gaps in time between key scenes that can give the impression of being 

insignificant, an analogy appeared with space, where details of the surrounding are considered 

unimportant, and are therefore never incorporated in a film. As a response in the creative practice, unusual 

elements of the filming locations that otherwise seemed negligible became essential components of the 

scene, and the center of attention. Their peripheral relevance was transcended by the camera. By 

acknowledging their presence, their role in the scene was reassigned. Integrating these details in the film 

was re-contextualizing and thereby converting them into subjects of metaphors. At the same time, they 

became subtle instruments of the sense of place and, by analogy, of the narrative. 

In the first act of the film, a one-minute scene focuses on a small doorknob with a shiny surface that 

reflects the passersby, as illustrated in Figure 38. This segment was originally an experiment with depth of 

field and its relation to the atmosphere of the narrative. The shallow depth of field allows the camera to 

center on the reflection, whereas the people in the background are out-of-focus. This sequence is in 

reference to Plato’s allegory of the cave, which examines and questions the way reality is perceived through 

the senses by humans (Ferguson 1922). This theme is recurrent throughout the film, in different situations 

and locations. 
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Figure 38: Detail of Grand Central Station in New York City (van Eenoo 2015) 

 

At this point in the research project, the film, originally entitled The end because of the manipulation of the 

narrative structure, was retitled ‘And’, for its use of the segments between key scenes. The conjunction 

‘and’ can be found between the parts that compose a sentence, without being considered an essential 

component of its meaning. Interestingly, it can also have the meaning of ‘as a consequence’ (Collins 

Dictionary 2016). The title was subsequently stylized ‘&’, using the ampersand sign to figure the notion of 

sequence and cycle. It was chosen in analogy to the lemniscate symbol: ‘∞’. Additionally, the word ‘and’ 

also suggests: 

a. the intervals between the blocks of urban structures in Manhattan; 

b. the film editing mode, which manipulates the interspaces in the story timeline; and 

c. the distance between filming locations and/or elements in the images, exploring 

cinematic space and depth of field. 

For that reason, an out-of-focus still image of New York City, taken from lower Manhattan's Wall Street 

Pier east of South Street, was chosen for the film poster, showing a blurred background. In this design, 

lowercase deliberately ignores the beginning and ending of the line; leaving some space before and after to 

precede or continue the sentence. The poster was designed without the tagline—the story is in the untold—

to simplify the layout, allow for more empty space in the image—one of the main themes of the work—and 

avoid confusion with the short and enigmatic title. The elementary visual composition of the poster also 

reflects the minimalist aesthetic and the enigmatic tone of the film. The photo was extracted from a scene 

where the character sits in the port of New York City, watching boats arriving and leaving, in a 
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contemplative mood, where the concepts of motion and travel are evident and recognizable. The grayscale 

image in Figure 39, with grain and added visual noise, presents a deliberately intriguing composition: the 

focus in-between two areas of the picture—foreground and background—to echo the conceptual approach 

to storytelling and the overall aesthetic of the film. 

 

Figure 39: & film poster (van Eenoo 2016b) 
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2.4. Conclusion 

A broad selection of literature, combined with the examination of movies, guided the study, re-

contextualizing the research framework and film concept. The creative practice was truly enriched by 

theoretical and artistic perspectives. New notions emerged, in particular, that of contemplation. As a 

development, with the support of the media experiments, the themes of absence, silence, story hiatuses, 

and especially their role in story developments rose as key arguments. A narrative method based on 

intervals can operate as a marginal storytelling model that uses removal instead of addition. In fact, it is 

identified as a tendency of a type of contemporary cinema (Fiant 2014). This notion became the main 

approach to the film and research project. Consequently, the notion of time intervals in the narrative 

construction materialized as the focus of the study, the core of subsequent literature investigation, and the 

foundation for the creative practice. 
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3. Exploration and Synthesis of the Themes 

3.1. Introduction 

The research is influenced by a selection of concepts and aesthetics. The exploration of the themes running 

through the project can be organized in groups that deal with cinematic time, cinematic space, music, 

sound, narrative intervals, and the experience of observation. The central point of the study is the relation 

between these different notions, and their interactions. In addition, with the development of the story and 

its narrative method, new questions and discussions emerged from the creative process. Articulating a 

story with intervals is more than just a logical architecture of scenes; it becomes a web of connections that 

challenge some principles of storytelling, offering a different approach to watching a movie. The 

consideration of theoretical notions and technical aspects of filmmaking enable the exploration of 

cinematic storytelling, with a focus on the research question that examines how a film narrative that is 

exclusively composed of intervals can operate. More specifically, this section of the study concentrates on 

and how, during insignificant empty moments of the timeline, crucial developments to the story can occur, 

from the perspective of reflection, as opposed to action. 

 

3.2. Cinematic space 

3.2.1. Place 

Initially, with the examination of narrative construction, the research started to investigate the notion of 

place as an inspiration for a movie project. Certain films could not exist without the attributes and traits of 

the location where they were made. Some, such as Wender’s movie Wings of desire, were written with a 

specific place in mind (Wenders 2005). In fact, with the conventional approach to writing a script and 

finding a location afterward, place can become impersonal, and have no direct connection with it in the 

story (Avery 2014, p. 83). What remains for the narrative to be built is the action, the plot, and the 

characters. 

On this note, director Wong Kar-Wai states that space can create drama, because of the emotional 

characteristics it possesses (In the mood for Doyle 2007). 

In independent cinema, location can be an integral part of the script. For instance, the movie Winds finds 

meaning in the exploration of the island of Gökçeada in Turkey, where the protagonist records the sound of 

wind and conversations with local people (Winds 2013). Director Selim Evci chose to only suggest this 

characteristic in his movie, leaving the audience with a personal experience of discovery through sound 
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and images, but the notion appears more and more clearly as the story progresses. 

In the case of the film &, New York City was the starting point of the project, and the basis for the story to 

develop. It was originally planned according to the geography and organization of the city structure, in 

streets and blocks. However, the sites were chosen not according to their typical representation of the city, 

where many a movie was made, but with the intention to transfigure common places, public spaces, or 

waiting areas. 

This notion stems from that of ‘non-places’, and the description of public areas with no personality that 

anthropologist Marc Augé calls ‘immense parentheses’ (Augé 1992, p. 111). This is meaningful because it 

brings forward the idea of in-between places—physical locations that are considered interstices. This 

notion connects to the concept of narrative intervals, or time gaps in the story, from which the interrelation 

of time and space surfaces. On that note, Marc Augé describes these non-places as areas of ‘transit’ (Augé 

1992, p. 34). So, there is also a suggestion of movement from one place, or state of mind, to another. This 

idea is one of the fundamental approaches to storytelling in the film &. The majority of the scenes were 

filmed in, or from, urban transportation of New York City. 

Place in film can figure a character (Lloyd 1980, p. 93). It can also represent thematic ideas: the essence of 

the work. In Paterson, for example, Jim Jarmusch uses the location as a connection between the main 

character, named Paterson, his love for poetry, and the town of Paterson in New Jersey, where American 

poet William Carlos Williams lived and worked (Paterson 2016). The story is directly influenced by the 

author’s poems, but reflected in the everyday life of a young bus driver, writing about his existence and 

perspective on it. The audience follows the routine of the character and discovers the beauty of the place in 

mundane details of the monotonous days of his week. It is a response to William Carlos Williams’ work, 

which suggests that, in order to find beauty, ‘make a start, out of particulars and make them general' (Von 

Hallberg 1978, p. 225). The story unfolds in the film with the poet's idea that addresses ‘the resemblance 

between the mind of modern man and the city’ (Beach 2003, p. 110). Because the film is based on everyday 

life in the town of Paterson, it focuses on the interiority of its main character and his creativity that stems 

from his surrounding environment. In this regard, critic Manohla Dargis writes that the movie creates ‘a 

kind of meditative flow’ (Dargis 2016). 

When choosing to work in ordinary environments, negligible components of the space, isolated details, or 

insignificant elements of the surrounding can become expressive, dramatic, and infused with meaning. The 

city is metamorphosed into a character. This character gives the story a personality. And this personality 

can be the basis of the narrative method. In this sense, it generates a story autonomously. In order to 

achieve this goal, the scenes must depict unusual events and provide atypical points of view. This can be 
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achieved with the help of camera angles, closeup shots, or framing—for instance, leaving an area out of the 

picture that remains open to interpretation. It can be for instance showing only a part of a building, a 

street, a stairway, a window, a clock, or a door knob, as in various sequences of the film &. The poetry of 

the place emerges from observation. With this concept, it is not exactly space that plays a role in the 

narrative, but more exactly the process of looking at space–images of the film in a frame–and giving the 

audience extended time and space to be able to transform what is seen to thoughts and emotions. It can be 

through the use of metaphors, or simply by offering a fresh perspective on particular elements of the 

location. This method also re-orchestrates stereotypes and suggests new ways of looking at space. This, 

again, echoes the notion of time-image, described by Gilles Deleuze, as opposed to the ‘cinematographic 

image’ (Deleuze 1989, p. 39). The viewer re-localizes the purpose and the role of the image by pure 

observation (Deleuze 1989, p. 41). It is also a way of transmuting the ‘real’ into the ‘potential’ (Deleuze 

1989, p. 9). The film visuals carry an additional meaning that is inherent, but implied as opposed to the 

cause-and-effect configuration of the plot, in which the meaning comes from the consideration of the 

movie as whole (Bordwell, Thompson & Ashton 1997). In this case, it is entirely the responsibility and 

decision of the audience to activate the mechanism and give sense to the images, sound and editing of the 

work. In order to offer this choice to the viewer, the sequences selected to appear in the work must be 

carefully chosen, in consideration of: 

a. The singularity of the sequence—the subject’s particular attributes or its hidden significance—

otherwise left out of the cinematic story for being considered an interval; 

b. The manner in which the subject is depicted: the framing of an element of the place that might be 

deemed irrelevant or unsubstantial, but has an impact on the spirit of the film; and 

c. The duration of the scene: slow shots can indicate that the images on screen are of importance 

and deserve to be examined; but there must be sufficient time to do so. 

 

3.2.2. Images properties and cinematography 

Cinematography is generally employed to serve the story in its style or to give the film a certain appeal. But 

in some instances, it actually influences the narrative itself in ways that can re-orientate the story and, at 

times, completely modify it. To further elaborate on this idea, cinematography could be used as the only 

instrument of storytelling. In this case, the film relies on atmosphere, with a non-representational 

approach to filmmaking, as poems suggest metaphors. However, this does not necessarily imply the 

absence of story. Two perspectives are distinct and often at odds in this approach: video art installations, 

with the need or choice to distance the work from narrative methods, and motion pictures that can be 

watched sitting in a theater, where the audience expects a story to be told without too much interference of 
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abstract images. The film project & is an attempt to reconcile these two opposite formulas and use 

methodologies that belong to both practices. The focus remains on storytelling and innovative 

propositions, to experiment with narrative techniques. On this subject, David Lynch, with Inland empire, 

manages to manipulate abstract scenes—creating a visual world with its own grammatical rules–and at the 

same time, retain the characteristics of narrative film (Inland empire 2006). 

In reality, it is obvious that narrative construction is typically used in movies as the predominant 

methodology of the creative practice, to the detriment of the work with the technical elements of 

cinematography, sound and editing. For instance, most movie projects start with a script that can be the 

basis of the work. The document seldom includes photos of locations, colors samples, or pictures with 

textures. But a different method: a primary focus on the images of the movie, could have a significant and 

creative impact on the story. For instance, some directors achieve surprising results by daring to use 

singular lighting, colors, textures and camera movements to develop complex and intricate plots. On that 

note, Hong Kong director Wong Kar-Wai’s movie Happy together presents sophisticated elements of color 

composition to elaborate moods that genuinely take the lead in the narrative method of the film, 

communicating emotions before telling a story (Happy together 1997). In this instance, clearly, 

‘cinematography creates meaning’ (Greenhalgh 2005, p. 195). The tints convey the message, without 

relying solely on plot development.  

Similarly, in Playtime, Jacques Tati utilizes tints to represent the development of the story into a different 

stage (Playtime 1967). Hues are used for their immediate effect on the perception of the story: cold colors 

and dark shades of gray accompany the rigid structures of lines in modern glass buildings in the first part 

of the movie, accompanying stress and despair in the middle of an impersonal world. They are opposed to 

warm colors and colorful images in the second half of the story, where the experience becomes more 

enjoyable and positive. This notion emphasizes the fundamental role that color can play in the perception 

of the story (Verstraten 2009, p. 65). 

This method is very present in movies, but rarely as a central mechanism of the narrative; it is commonly 

used as an aid to storytelling. For instance, in nouvelle vague movie Crazy Pete, Jean-Luc Godard uses a 

set of different colors: blue, green, yellow and red, which frequently appear in the lighting of the scene, in 

the background, or in objects and clothes (Crazy Pete 1965). 

Similarly, John Ford’s western The searchers, released in 1956, displays intense color values throughout 

the movie (The searchers 1956). The pictures exhibit magnificent natural backgrounds in the old American 

west: sunsets, snowfall, dusk and dawn light, used in different contexts, intensify the tone of the scenes and 

give the film its personality. Sophisticated images exhibit highly saturated and rich colors; vibrant warm 
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images emphasize the concentration on the natural environment and the characters, which transpires to be 

a typical trait of the director. This technique stands as a parallel narrative to the action; it generates a sense 

of beauty in an otherwise harsh and cruel story. 

In addition, depth of field, perspective and focal length are technical instruments of storytelling that allow 

the operation of the work on a purely visual level, with no relation to time or structure. Manipulated 

contrast, color correction, hue saturation can become mechanisms of narrative delivery, in parallel to the 

plot. 

For instance, in the movie Pleasantville, the scene in black and white figures actions that take place, not in 

a different time, but a different place (Pleasantville 1998). When the color and monochrome images appear 

in the frame simultaneously, it creates a unique visual style and supports the progression of the story, 

introducing conflict. 

Another example of efficient manipulation of grayscale shades is The Turin horse by Hungarian director 

Béla Tarr, who uses black and white to emphasize the harsh and austere atmosphere of the story (The 

Turin horse 2011). Depicting harsh living conditions and a hostile climate, the filmmaker uses intense cold 

monochrome and raw texture to communicate his radical view, based on an episode of Friedrich 

Nietzsche’s life (Koehler 2011). The movie was, in fact, inspired by the painting The potato eaters, by 

Vincent van Gogh (van Gogh 1885). The narrative itself is virtually contained in the cinematography. The 

director mentions his opinion on stories, stating that they are all similar; he claims that ‘the film isn't the 

story’, but is ‘mostly picture, sound, a lot of emotion’ (Kohn 2012, para. 9). 

Further to the notion of image infused with time, the concept of ‘movement-image’ is equally significant: 

according to Gilles Deleuze, ‘movement expresses a change in duration’ (Deleuze 1986, p. 8). There is an 

abstract existence of movement within the image, which does not relate to video editing, but instead 

resides in the properties of the picture. It can be observed in silent movies, for instance in The cameraman, 

when narratives had limited ways of communicating their message, but were based on sophisticated 

choreographies (The cameraman 1928). This idea of movement, according to Gilles Deleuze, is intrinsic to 

the image, and creates a passage of time as well as a motion in the brain of the audience. In fact, the notion 

implies the existence of an inner dimension of narrative that is already existent in the image, even if it does 

not externally display any motion. On that note, according to Henri Bergson, ‘a passage is a movement and 

a halt is an immobility’ (Bergson 1991, p. 247). Cinematography does not necessarily need to use moving 

images, because they could interrupt the narrative on the level of interaction with the visuals. For example, 

director Chris Marker uses a slideshow technique to tell his science-fiction story in La jetée; still images 

create an efficient and convincing narrative (La jetée 1962). Contemplation gives access to this dimension, 



 
 
 

85 

by letting the viewer understand the ‘story within the story’ (Khatib 2012, p. 154). This idea echoes the 

concept of ‘mise en abyme’, where a picture contains another duplicated version of itself, which can be 

applied to literary methods and in music composition as well (Ng 2014, p. iv). In this situation, a narrative 

is instilled with a parallel story, which expresses ideas within itself. Surprisingly, the abstract version of the 

story does not need a visual existence: it can emerge from the use of segments that are not part of the 

action, similar to B-rolls. It operates through the perception of space, in the images and the sensations 

cinematography can generate. But to allow this recognition, there needs to be sufficient time to process, 

decipher and interpret what is on screen. Slowing the material is an answer. Working with empty spaces, 

even with still shots, also offers this expanded area to analyze and understand the film. 

This discussion about motion relocates more clearly the role of cinematography: it can be seen as ‘the 

inscription of movement, a writing with movement’ (Stewart 2008, p. 29). In this regard, the image is 

given an internal dimension. But with movement, it is ‘not an abstraction but an emancipation’ (Moulard-

Leonard 2008, p. 107). This is crucial, because not only time lies within the image of a film, but also 

movement gives this very same image a development and an additional meaning, not in its characteristics, 

but here, in the freedom the image implies outside of its existence. The notion of movement and the 

impression it generates are an inherent qualities of film pictures. This complex, but intrinsic nature of 

images suggests that suggested movement offers a new layer to understand the story. This layer could be 

replacing the narrative development in time, and generate meaning to the viewer in space. In reality, there 

is an implied movement, and a visible one that exist together at the same time in a film. 

For example, the movements in Charlie Chaplin’s silent film Modern times exemplify these connections: 

they are an integral part of the narrative and its development, but no sound or dialogue can support this 

method—it is purely visual (Modern times 1936). The film was made at a time when other productions 

were focusing on dialogues, with the new medium of sound in film. Although Charlie Chaplin had the 

option to direct a talking motion picture, he decided to rely on intertitles and dynamic action. 

Considering these important features, the film project & uses the concept of motion existing in the images 

to somehow replace the role of the narrative, but with intervals as the only components of the story. These 

intervals have an induced motion, from succeeding a scene and preceding another one. This happens even 

if the camera is static. The development of the new storytelling method is implied and does not require the 

mechanism of cause-and-effect. 

As a consequence, framing plays an essential role, because it will offer an orientation to apprehend the 

time and movement that the image contains. For instance, closeups are used in more intimate situations. 

To some extent, they can be the ‘coordinates of the narrative’ (Doane 2003, p. 107). Conversely, wide 
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angles are generally instruments of action in films, to emphasize movement and speed (Greenhalgh 2005, 

p. 207). In a movie that is concerned with interiority and self-reflection, a closeup shot serves the interest 

of the intensity of the scene, as it can be, to cite film theorists Jean Epstein and Stuart Liebman, the ‘soul of 

cinema’ (Epstein & Liebman 1977, p. 9). 

Therefore, cinematography can be approached as a narrative mechanism and, to a certain extent, could be 

the only narrative mechanism. Ultimately, cinematography is the ‘film’s form and style’ (Bordwell 2007, p. 

129). And in an experimental approach to storytelling, both notions can serve the film as operating systems 

of the narrative. 

 

3.2.3. Visual storytelling 

As a consequence of the importance of images in the narrative methods, a look at infographics, design and 

visual communication can help better discern the role of pictures in films. Images are compared to textual 

explanation and information: pictures carry an immediate appeal and intuitive meaning that operates 

efficiently at different levels (Lankow, Ritchie & Crooks 2012, p. 40). As an extension, the characteristics of 

images in movies are undeniably significant: they carry more meaning than actions, conversations or 

events. The role of cinematography can, in some cases, replace the need to tell with the option to show. For 

instance, in Manchester by the sea, director Kenneth Lonergan uses the snowy and frozen tints of winter in 

Massachusetts to communicate the difficulty of the main character to deal with his past and feelings 

(Manchester by the sea 2016). Sequences with dialogue are interwoven with purely atmospheric shots: for 

example, a flock of birds flying away is shown after a conversation where the protagonist is concerned 

about leaving. In the film project &, the same mechanism is used, but the scene is stretched in time and 

becomes the main focus, for its melancholic tone and image grain, without the preceding dialogue or 

following action. 

In a similar approach, scholar Ian Garwood analyzes movies for the properties of their images to 

communicate certain impressions, and for the manipulation of their visual features as narrative tools 

(Garwood 2013, p. 49). In the study, pictures are described as intrinsically connected to the exercise of 

storytelling. It becomes clear that aesthetic values correlate with narrative methods; the audience, by 

becoming aware of explicit emotions related to technical visual qualities of the image, can connect to the 

story in an additional dimension to the script (Donaldson 2014, p. 52). The images of the movie, with their 

inherent qualities, support, embody or guide the plot development, and become actual storytelling 

instruments. 
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This is the case with a clear narrative structure, but when the mechanisms of the film are based on 

intervals, the role of cinematography becomes even more important, because it represents the primary 

mode of interaction with the viewer. In this sense, there is a clear analogy with art installations and music 

videos. Specific technical aspects, such as image tint, grain, texture, but also sound, convey the message. In 

a similar manner, with visual communication, the understanding of a film can be immediate and intuitive, 

based on visual impressions and the psychological or physical implications that they carry (Goldstein 1942, 

p. 147). This phenomenon of visual impression actually occurs ‘without conscious awareness or intention’ 

(Elliot & Maier 2007, p. 250). The notion is important, because during a movie, the audience does not need 

to process this information. It is in fact naturally communicated through visual mechanisms outside of the 

plot to address the emotional states and feelings evoked in the story. 

Cinematic storytelling can actually be apprehended on different levels: when the visual components are 

reduced, time and space are enlarged, offering a wider interface for the audience to relate with the movie, 

but on a level of sensations. This happens when the film can operate in connection with the themes of the 

story, as it is perceived, and not with the plot and its structural mechanisms. The movie then operates 

through imagery, without the use of conversations, action, or cause-and-effect. This method encourages a 

personal involvement with the film and, subsequently self-reflection, in analogy with abstract painting. 

 

3.2.4. Grain and image noise 

Further to aesthetic considerations, cinematography can be granted new roles when every image of the 

movie is considered an artwork. Grainy pictures, for example, can communicate a sense of realism (Lam 

2013). In addition, the use of noise in the images renders a unique quality of roughness and intimacy, 

which is often employed in independent cinema. It can also be a way of reconnecting to more simple ways 

of filmmaking. For instance, old movies like The Bicycle Thief possess a unique aesthetic of 

unsophisticated honesty for their image quality (The Bicycle Thief 1948). Imperfect pictures can generate a 

sense of emotional proximity with the audience. 

In this regard, image quality can be related to the Japanese art of wabi-sabi (侘寂) and the sense of 

elegance found in irregularity or defects. In this perspective on art, flaws are praised for the refinement 

they imply, reflecting ‘simplicity, purity, and humility’ (Juniper 2011, p. 62). With imperfections, the art 

becomes precious and can be the medium of ‘ingenuous integrity’ (Rognoli & Karana 2014, p. 148). This 

notion can be directly applied to the properties of film images. 

 



 
 
 

88 

3.2.5. Conflict and irresolution 

One of the primordial aspects of conventional storytelling is based on antagonism and the need for some 

sort of achievement. Everything that appears in the narrative is intended to support the development of the 

story. However, independent cinema explores stories that are not articulated on conflict, either in part or 

in the entire narrative (Bordwell 2007, p. 102). 

Conflict does not necessarily have to be the central point of the narrative operation. It can be present as an 

underlying current in the narrative. For example, Michelangelo Antonioni’s L'Avventura uses conflict to 

create tension and support the development of the story in the first minutes of the movie, but the plot 

gradually distances itself from the mystery and turns to a more emotional focus, with the developing love 

story between the main characters (L'Avventura 1960). 

To go beyond this notion, Jim Jarmusch does not use conflict as a primary interaction with the movie 

Night on Earth; the movie utilizes different mechanisms for the story to be unfolded, which are character-

centered and based on dialogues (Night on Earth 1991). Away from tension or rise of intensity, the film also 

ignores the conventional structures of narratives, with no relations between the distinct scenes in different 

countries of the world. 

Fundamentally, conflict implies, and relies on resolution: a solution to the problem is found in the end of 

the film. In some cases, the story can end in failure. For example, Martin Scorsese’s historical drama 

Silence tells the story of Portuguese priests who are forced to renounce their religious beliefs during their 

mission to spread Catholicism in Japan in the seventeenth century (Silence 2016). The movie is a 

succession of defeats, and the final scene is the ultimate failure: the priest had to hide his Christian faith to 

everyone in his surrounding during his life in Japan, until the concluding scene of his death. However, 

there is hope in the last images, reminding that there was a secondary conflict—a spiritual one—within the 

original story complication. The film is not about religion in Japan any longer. Somehow, the focus subtly 

shifted to a different issue, a more spiritual one. In this perspective, conflict is more complex than just a 

thread for the story to develop with tension, and a resolution. It can be operating on different levels. 

This is also true to the configuration that has no apparent conflict. The progression can be working on an 

unexpressed layer of the narrative, which does not start with a problem to solve or an answer to find. The 

story structure can be opening new ‘gaps and indeterminacies’ (Branigan 2013, p. 85). In this 

configuration, conflict is not the only driver of the narrative, because it generates more unresolved matters. 

The focus turns to a more experiential mode of storytelling. In the absence of tangible problems to solve, 

the film can rely on contemplation and self-reflection, more than on the plot with its logical articulation—

therefore allowing for open interpretation. In this aspect, action movies or children’s animations exhibit a 
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more immediate and intuitive relation with the story, where logical connections are secondary, or non-

existent. For instance, everyone can understand The SpongeBob SquarePants movie, although its 

narrative is intentionally disjointed and has no realistic or logical configuration (The SpongeBob 

SquarePants movie 2004). 

In addition, conflict and its implications can be of secondary importance in a story, when cinematography 

has the lead role. For example, the animation The red turtle exhibits images that can overshadow the 

narrative, because of their intricacy of textures and colors, creating a state of fascination, almost childish 

excitement, and naive wonderment (The red turtle 2016). This movie, nevertheless, offers to reflect on 

themes of the story that are relatively profound and meaningful. 

On a different note, actor Bruce Willis answered criticism regarding the incoherencies in the script of The 

fifth element, by jokingly stating that, with special effects, the audience does not care about story anymore 

(Ryan 2004, p. 385). This anecdote, besides its comic purpose, is an open door to a new kind of 

storytelling, where plot is not the center of the work. The substance of a narrative emerges with aspects of 

the technical composition of the images. In this case, however, the idea of special effects as a substitute for 

story is not specifically relevant, as The fifth element is actually primarily based on its script, be it sensible 

or incoherent (The fifth element 1997). However, it does support the idea that the creation of visual 

aesthetics and imaginary worlds or creatures can become the focus of interest in a film, relocating the 

narrative itself to a lesser importance (Cubitt 2002, p. 26). A very good example is science fiction. For 

instance, Rogue one: a star wars story escorts the viewer to strange planets and galaxies with alien 

species, and the mere excitement of discovery can become the primary mode of experiencing and enjoying 

the movie (Rogue one: a star wars story 2016). 

What comes to light in this example is the very essence of images, with their aesthetic values, that become 

a means of communicating a message to the audience, relegating the role of conflict to a less important 

position. A parallel can be drawn with the exploration of a picture in a movie, with its properties and 

composition. Here again, the experience can be compared to looking at a painting. As stated by Alfred H. 

Barr, the viewer must ‘look at the picture as a graphic representation of a mood’ (Barr 1966, p. 25). 

However, this method can be used in a different approach and utilize the same mechanisms to address 

more complex topics. For example, with the movie Dolls, Japanese director Takeshi Kitano uses metaphors 

and visual poetry, with images of his paintings, to build his non-linear story around the topic of death. The 

sequences of the narrative connect in a symbolic manner, offering to contemplate images in a sophisticated 

editing. The focus is on the experience of colors and patterns in the artworks, for the emotional intensity 
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they provide in relation to the meaningful theme. This mechanism operates in parallel to the logical 

comprehension of the story (Dolls 2002). 

Conflict can also be replaced by other narrative processes, for instance, mystery or misunderstanding 

(Mulvey 1975, p. 15). Additionally, parts that do not drive the plot could also occur and still have a role in 

storytelling. This is clear when the scenes become enjoyable for what they provide visually, or with the use 

sound. But the work could use this mechanism with other perspectives. The focus can be emotional states 

or philosophical topics. Removing or substituting standard elements of storytelling, such as conflict, can 

create novelty in the narrative delivery, and result in a less predictable cinematic experience. 

In terms of narrative resolution, the ending of the story can be open to more than one understanding. It is 

the case in the Danish film The hunt, directed by Thomas Vinterberg, in which the main question of the 

movie is left unanswered, or equivocal (The hunt 2012). This method virtually extends the narrative, in 

order to continue it in the mind of the viewer, in an external and invisible existence. In essence, this 

approach is similar to using narrative gaps: missing parts imply individual meaning and prompt personal 

involvement of the audience with the story. 

When the visual ingredients of the movie are in focus, additional layers of understanding can be reached. 

In essence, this process is in connection to narrative methodology—an organization of components in time, 

and in depth, it is a cinematic narrative on its own—visual storytelling offers a supplementary structure 

with a layout of implied connections in space. Shapes, forms, and colors respond to each other in a picture. 

They also create connections with elements outside of the frame. On this subject, George A. Miller argues 

that by looking at a picture, the viewer can ‘appreciate similarities and analogies’ (Miller 1993, p. 357). In 

this approach, images are metaphors. 

Besides, landscapes, closeups, urban backgrounds, or portraits are able to convey a meaning with an 

indirect relation to the narrative. This view is not only a deeper examination of storytelling, but also the 

starting point of new possibilities to extend the significance of a story outside of the archetypal structure of 

one-event-after-an-other, and its effects on the viewer. 

For example, the choker shots—big closeup of the eyes—of the three outlaws in the pivotal confrontation of 

The good, the bad and the ugly communicate the intensity of the scene without relating directly to the plot, 

or the implications of the issue of the fight (The good, the bad and the ugly 1966). 
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3.2.6. Absence 

As an implication of the use of space in storytelling, it is important to consider empty space and its 

meaning in the image. Aside from the concept of ‘horror vacui’, which describes the fear of emptiness on 

the surface of an artwork (Lidwell, Holden & Butler 2010, p. 128), the unfilled areas of a picture are an 

integral part of its overall balance. Besides, there is a distinction between two forms of visual perception: 

‘normal’ and ‘illusory’ (Koffka 2013, p. 79). In a movie, images are primarily unreal, being manipulated and 

prepared for the specific format. When the pictures contain empty spaces, they can stimulate curiosity and 

involve the audience in an approach to explore the screen, investigate the space and search for meaning. 

Empty space can also give the impression of ‘wasted space’ (White 2011, p. 21). In this sense, it can be 

related to intervals in the narrative: a useless fragment of the story that has no obvious significance and 

appears pointless. However, the existence of B-rolls proves that these distinct pieces do have a value in the 

editing of the film. Originally, their use was to connect two sequences, but B-rolls can also communicate 

the tone of the scene, in a subtle manner because, most of the time, they are considered of peripheral 

importance, and sometimes not even noticed. They leave, however, an impression of the atmosphere of the 

work. In a similar fashion, emptiness has a role in communicating the message in design composition 

(White 2011, p. 13). 

In this approach, emptiness can become an aesthetic, and strongly influence the style of the film, as well as 

its narrative delivery. Used as a topic, a visual characteristic, or a methodology, the idea has significant 

implications. For instance, South Korean director Kim Ki-Duk uses this notion, both visually and 

metaphorically, in several of his productions (Min 2008, p. 122). This is particularly obvious in 3-iron, 

where the theme of disappearance brings a young man to become virtually invisible (3-iron 2004). 

Additionally, this notion is emphasized by the use of scarce dialogues in the film. 

In a different approach, Wong Kar-Wai’s Chungking express illustrates the notion of absence within the 

story through cinematography, but directly linked to the plot and the characters (Chungking express 1994). 

The theme can resonate on different levels in the mind of the audience: it is one of the themes of the story, 

but also a sensation communicated with images. Absence, in this approach, is a concept and a style, 

rejecting some principles of realism, but generating ‘aesthetics of absence’ (Degli-Esposti 1998, p. 38). 

Further to this notion, absence can be found in the very structure of the narrative. Timothy Walsh 

describes the use of emptiness in literature as ‘seeing what is not there’ (Walsh 1998, p. 3). In the context 

of cinema, a parallel can be found in the script and the elements that are not included in the writing, but 

have to be interpreted by the actors, and the film director. It is also suggested in the parts of the story that 

do not appear in the key scenes, but can be present in the final cut of the movie, as added footage for 
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connecting sequences. Emptiness can be virtually and literally observed, as visuals, as a gap in the 

narrative construction, or as the insertion of alternate images: the intervals of the story. 

 

3.3. Cinematic time 

3.3.1. The experience of duration 

In cinematic narrative construction, the concept of time, more precisely time perception, appears an 

essential element of the interaction with the film. It is obviously a characteristic point of experimentation 

of narratives (Tarkovsky 1989, p. 32). Chronology is the fundamental mechanism of story structure. 

Narrative is shaped with the manipulation of time, for instance in non-linear construction, backstory, 

flashback, or foreshadowing. In this study, it is important to look at other media as well: the writing of the 

script and composing of the film score. Aspects of duration can be approached from different points of 

view. It is mainly to support the narrative and its delivery. Russian filmmaker Andrei Tarkovsky tends to 

experiment with time in his films using slowness, offering a space for contemplation (Tarkovsky 1989, p. 

90). With slow shots and extended sequences, the audience can reflect on the story and its meaning. His 

movie Stalker exemplifies the technique that stretches time (Stalker 1979). His approach is metaphysical. 

The movie, based on profound philosophical reflections on human consciousness, is infused with 

metaphors of spiritual and psychological themes. To achieve this, the editing is composed of long takes, of 

often two minutes, and several continuous four-minute shots (Campbell, Johnson & Petrie 1995, p. 195). 

Fast editing would not result in the same resonance with the human condition: slowness provides the 

necessary distance to grasp the complex questions of the work. 

As another approach to the manipulation of time in film story, Taiwanese film director Hou Hsiao-Hsien 

creates a unique approach of chronology in the martial arts movie The assassin by introducing the fight 

sequences in the middle of the action, through the combination of unusual cuts and extremely slow camera 

movements (The assassin 2015). This technique reshapes the common perception of time and action to 

replace the fight scenes in a philosophical context. 

By manipulating chronology and duration, film creates a distinct fictional universe, in which the filmmaker 

can disregard the rules of realism, to transport the audience to a different state. This is the essence of 

storytelling. For that’s reason, time is a primordial element of manipulation in narrative. 
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3.3.2. Time and movement 

When time no longer appears as a succession of actions or events, connected by cause-and-effect or 

progression in chronology, it is transformed into a characterization of abstract thoughts, sensations, or 

emotions. Duration, then, becomes an internal space in the viewer’s mind, which can be called 

‘psychological time’ (Grondin 2001, p. 23). In addition, ‘psychological time is continuous or discrete’ 

(Stroud 1956, p. 623). This is of importance in the case of a film, because there is no need to be aware of 

the process, or to understand it. It operates on its own, without connections to the flux, or chronological 

time. The story can happen in one day, as in Groundhog day, but last one hundred minutes on screen 

(Groundhog day 1993). Conversely, with Boyhood, several years can be told in a less than three-hour movie 

(Boyhood 2014). With images of a film, the experience is naturally fluid, logical and implied. What makes 

the ultimate difference between time, as it is experienced in life and time in cinema is point of view: it can 

re-contextualize the plot, allowing open interpretation. This notion of perspective is a choice that reflects in 

the narrative configuration. But some movies do not give any indication about time or duration, which can 

be perceived as time-out-of-time. It can be a temporal illusion that is also experienced in real life, as 

described by ‘Vierordt's law’, which hold that ‘short durations are judged as longer than they really are, 

whereas long durations are judged as shorter’ (Lejeune & Wearden 2009, p 941). In film, time does not 

need to be logically approached to make sense in the narrative. 

In addition, the process of the movement-image, described by Gilles Deleuze, can actually connect 

different sequences together in the manner of a ‘flowing matter’ (Deleuze 1986, p. 59). It can also create a 

sense of progression and continuity (Poell 2004). In doing so, movement is also time in the film: it 

develops the story in a chronological structure—linear or non-linear. This process works when the plot is 

the basis of the movie. The story is told as an evolution and movement is the dynamic force that drives it. 

But when it is abstract images that are interconnected, the method becomes a series of modulations 

progressing in time and in space. In this approach, the construction in a gradual escalation of intensity 

finds a sensible justification. However, this type of film, exemplified in works such as 2001: a space 

odyssey, operates on a different level of perception (2001: a space odyssey 1968). It is not only action, nor 

their consequences that build the narrative, but it is also impressions and rhythm and that drive the story. 

This method of storytelling functions with an awareness of the construction in intervals (Grondin 2001, p. 

22). It does work in time, mostly based on a three-act structure, but only on a superficial level–that of the 

chronology of the film and its duration. If immersed in the pictures of a film, the movement they initiate 

and the abstract representation of time they produce, the viewer experiences a different type of story: more 

than requiring intellect and logic to understand the plot, it appeals to the senses to deliver emotions. 
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3.3.3. Sense of narrative progression 

In the perspective of narrative, the way time and space are represented in cinema builds a personal 

narrative: a way of understanding our own psychological processes, where time exists only as a 

transcription of space. To be more precise, the experience finds meaning in cinematic time and space, two 

abstract representations of real time and space. The sense of time in a movie is closely dependent on the 

story development. There is an understanding that something is actually happening if actions or dialogues 

exist. But when a scene is concerned with thoughts, or reflection, or when the sequence is significantly 

meaningful, time can stretch, and it feels as if a new experience of the story is emerging. Most of the time, 

this happens only occasionally–often, only once. It is often used to create a break of rhythm in the story. 

For example, in The wild bunch, director Sam Peckinpah decided to use slow motion in a most violent final 

confrontation, where the main characters will be savagely massacred: in this sequence, distorted time 

transforms the disastrous showdown into an ultimate moment of brutality, beauty, and grandeur, leading 

to the tragic denouement (The wild bunch 1969). This example is a paradox, but it clearly illustrates how 

the meaning of a sequence can be completely transfigured—and transcended with the deconstruction of 

time. If all the scenes function as hiatuses with a focus on interiority, the film then possesses different 

characteristics, and is experienced with a different—sometimes idiosyncratic—relation to chronology. It 

becomes a distortion of time, and the common perception of duration turns into a parallel experience, 

similar to a story within the story. This manipulation of time is used as a fundamental mechanism in the 

movie &. But in this configuration, the original narrative is not directly presented; it serves as a 

background for the ‘inner-story’ to appear and evolve. Narrative progression, in this instance, has a 

completely separate meaning and role: it is not through time, but through space that the story can develop. 

Generally, slowness generates a sense of duration: it appears that the story is longer and progression is 

perceived as minor, even if there is little action. Conversely, activity, movement and conflict give the 

impression of progression and achievement. This aspect of contemporary cinema is typical with narratives 

that are becoming longer in time, frequently over one and half hours. This is partly because the risk would 

be to appear that not enough has been accomplished in the narrative. The film & has a duration of sixty-

three minutes in total. Its approach to the themes of time and space, the overall tone and slow pace of the 

narrative, as well as the contemplative approach to cinematic storytelling result in a relatively short film, 

but in which the impression of duration appears idiosyncratic. 
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3.4. Film sound 

3.4.1. Atmosphere 

One of the properties of music is to be able to ‘alter the perception time’ (Brown, Chen, & Dworkin 1989). It 

is fundamental to this research project because of the role of chronology in narrative construction, and 

more importantly because of the experiments with time manipulation in the film project. 

Music has many roles in cinematic narratives. It can represent a character. For instance, the Darth Vader 

theme in Star wars signals the presence of the dangerous antagonist, without having to show him (Rogue 

one: a star wars story 2016). A specific melody can also be repeated and characterize action. The James 

Bond theme, originally composed by Monty Norman, is an illustration of how music can automatically 

generate a certain dynamic climate and energy in a film, even throughout the years, with all its subtleties. 

It can also be used to introduce a change in the original tone of the saga, but stay true to the essence of the 

character, as it was the case with Casino royale, directed by Martin Campbell (Casino royale 2006). 

More importantly, sound and music in film influence the narrative and its perception, generating an 

additional dimension through a ‘fantasmatic visual space which the film constructs [that is] supplemented 

by techniques designed to spatialize the voice’ (Doane 1980, p. 36). In this aspect, sound constructs the 

space in which the story take place. 

Traditionally, music is composed for scenes after they have been filmed. In some instances, the tone of the 

story requires a very particular score. In this case, images are created with the music as a guideline. The 

film project & was almost entirely made following the original piano tracks, recorded before filming in New 

York City. Editing can also be influenced or orchestrated by the soundtrack. For the film project &, the 

video editing is primarily based on the soundtrack and audio recordings. In addition, background sounds 

are part of the final scene, as they are an integral component of the final result. Mixed with music, 

background sounds can have extremely influential effects on the narrative itself. 

For example, Emir Kusturica’s Black cat, white cat creates a completely unexpected story in a most 

tumultuous atmosphere, where the score directs the experience, combined with surrounding noise (Black 

cat, white cat 1999). The songs are constantly present in the movie, as a thread for the plot. But secondary 

sonic elements contribute to the mood of the film: people shouting, animals running, objects falling are 

part of the experience. This could result in a cacophony, but music creates consistency in the movie. The 

confusing narrative is somehow concealed in the festive atmosphere; it remains existent as an underlying 

guideline for the Balkan music to conduct the experience. In this sense, the film score is the element that 

binds all the purposely disordered aspects of the movie. 
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Technically, music has undeniable narrative features (Gorbman 1987, p. 11). But its role in cinema is often 

underestimated, because it generally appears so intertwined with its visual counterpart that it becomes 

difficult to isolate one from the other and identify which mechanism is at play. When the editing and the 

storytelling are well balanced, a sense of rhythm emerges and the viewer can be lost in the narrative, 

forgetting that the experience is that of a movie (Poell 2004, p. 3). Director Wes Anderson, for example, 

excels at creating this sense of flow in Moonrise kingdom, with a combination of meticulous attention to 

camera movements, and precisely paced editing, in perfect synchronicity with the music (Moonrise 

kingdom 2012). When this occurs, it is frequently in fast paced sequences, with excitement; the audience 

has no time or space to reflect on the meaning of the action, but is fully immersed in its fluid continuity. 

Conversely, if the take is slow, it is often a sign of more attention to the feelings expressed in the scene. 

There can be more distance between the story and the viewer. In this instance, music can reinforce the 

spirit, balance it, or give directions to understand what is happening on an underlying level of the story. In 

this perspective, film score has a more narrative role than when it is used as a supporting instrument of the 

action or movement. 

Music, even without the apparent properties of a storytelling device, displays the qualities required for it to 

be recognized as a narrative itself (Wolf 1999, p. 6). But what is more interesting to this research focus is 

how a motion picture soundtrack is used for its evocative character and, more precisely, the way this 

character is employed in a movie. It produces style, spirit, and the energy that can drive the narrative 

forward, without relying on cognitive reasoning about plot development. 

For instance, in Paul Haggis’ movie Crash, the music by Mark Isham has a strongly expressive purpose, 

suggesting emotional intensity (Crash 2004). In this configuration, action, and even the script, appear 

almost secondary in telling the story. The meaning of the scenes is accentuated by the soundtrack and 

vibrates in the mood of the film. The use of crescendo in crucial moments emphasizes the emotional 

intensity. Some disconnections, such as a dramatic scene with a very peaceful music, also generate a 

unique atmosphere in the movie. 

 

3.4.2. Dialogue and silence 

It is a fact that ‘human action is dialogic in nature’ (Moen 2008, p. 58). Conversation is the primary mode 

of communication in everyday life. As a result, dialogues in movies are ‘centrally involved in the 

communication of the narrative’ (Kozloff 2000, p. 33). In most cases, originating directly from the script, 

they stand as the interface between the story and the viewer. In this case, it could become an exclusively 

auditory experience. Conversations can become the center of the plot. In such a configuration, images are 
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relegated to a supporting role, with the responsibility to accompany the words or to illustrate them. In 

Winter sleep, Turkish film director Nuri Bilge Ceylan constructs his plot on a series of conversations 

between a man, his wife, his daughter, acquaintances, customers, and most importantly, enemies (Winter 

sleep 2014). Very little action is involved as the complexities of the plot unfold through articulate 

discussions. Dialogues, here, are not only predominant but they literally lead the narrative. 

The use of voice over is also a device that enables the story to be strongly visual, and the narration will add 

meaning to direct the film. For example, Terrence Malick uses this technique extensively in The thin red 

line, where the different characters’ thoughts are heard while they reflect on their situations, or 

philosophical questions (The thin red line 1988). 

To avoid any similarity, the film project & does not use any spoken word. The implications of the visuals 

are open to the interpretation of the audience. The film strives to make use of music and sound as the 

primary storytelling support, limiting other mechanisms of storytelling. 

In addition, silence, or rather the absence of conversation, seems to be underestimated in its role in the 

narrative style in movies. It is nevertheless a significant narrative tool. On that note, with the movie The 

naked island, Japanese director Kaneto Shindô manages to tell the story of a family struggling to survive 

on an isolated island in the Seto Inland Sea, without the necessity of any words during ninety-six minutes 

(The naked island 1960). 

However, film is image and sound, so both must be utilized as tools of storytelling. Here, as always, visuals 

work with their audio counterpart to interact with the narrative and reach the ‘conceptual resonance’ that 

cinema can achieve (Chion 1994, p. 32). When unused, words are an abstraction that play an important 

role: absence conveys a message. 

 

3.4.3. Noise 

In addition to the work with music, it is worth discussing the use of noise as part of the soundtrack. As an 

implication of John Cage’s work 4’33”, noise can be considered music (Cage 1952). If used in a film, noise 

becomes part of the overall experience, particularly when the action takes place in a large urban area like 

New York City. Trains, cars, police sirens and crowds generate distinctive types of sound, conveying 

meaning on their own. By using and manipulating background sound, noise pollution, as well as 

imperfections in the recording, the atmosphere of the film can become more realistic, because it engages 

with familiar sounds. However, it can, at the same time, transpose known sonic experiences into different 

sensations, operating on different levels of the story. Certain sound frequencies, for instance, are known to 
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have direct impact on emotions. Low frequency sound, in particular, can generate comfortable feelings 

(Payne 1993, p.178). In consideration of these properties, the sound work of a film can adjust the 

perception of the narrative, especially when the focus of the story is on the character’s feelings and 

reflective states. In addition, there is a complementarity between noise as an audio signal and noise as a 

visual aesthetic in a movie. Both are present in the film &, for their implied dialogue and the tone they 

generate together in the story. 

 

3.5. Narrative intervals 

3.5.1. Turning points in narrative 

Before addressing the notion of narrative hiatus, it is important to look at the three-part construction 

model and its articulation. Two notions appear and can fuse to incorporate a new perspective. 

Firstly, the three acts are bound together to create a sense of progression. But, in between the major 

segments, are pivotal elements that serve as connectors. Rooted in the three-act construction model in 

literature, Michael Hauge’s Six stage plot structure introduces the protagonists and surrounding in a 

setup, which is disturbed by an incident that he calls ‘key turning point or opportunity’ (Hauge 2011, p. 

112). Ensuing are a series of distinct other turning points to indicate shifts between the different acts. The 

critical changes appear thanks to these elements that are generally short and give the plot a dynamic. 

Secondly, and on a different approach, in Poetics of cinema David Bordwell introduces three dimensions of 

film narratives: the first dimension being the ‘story world’ with the characters, situations and 

environments; the second one is the ‘story structure’, with the elemental construction of the plot; and the 

third dimension is ‘the moment-by-moment flow of information about the story world’ (Bordwell 2007, p. 

110). The author clarifies that not every film is primarily based on a story, but on a combination of these 

aspects (Bordwell 2007, p. 90). As mentioned earlier, David Bordwell indicates that art-cinema aims to 

‘maximize ambiguity’ (Bordwell 1985, p. 222). This feature transgresses some principles of storytelling, but 

opens the possibilities of interpretation, because it creates interest and curiosity about the unorthodox 

mechanisms that are used in the film to create its originality (Bordwell 1985, p. 213). If the narrative is 

ambivalent, it involves the audience, who needs to find an interpretation to the scenes. 

An illustration of this process is the enigmatic television series Twin Peaks, created by David Lynch, where 

the plot becomes in fact a secondary point of interest, in favor of the eerie atmosphere and mysterious 

character studies (Twin Peaks 1990).  
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As a consequence, a combination of the notion of story world and the concept of narrative turning points 

can generate an innovative new aspect: the turning points could be abstract, away from actions or plot 

twists; they could also be thoughts that express important reflections, realizations, impressions, directly 

connected to the story world, but not to the plot. The pivotal moments can arise during empty gaps, or 

intervals–during insignificant moments of the story, when the perspective on the story is reflective more 

than active. From this proposition emerges the experimental narrative system of the film project &: 

intervals are the only segments to appear in the story. 

 

3.5.2. Gaps and storytelling 

In essence, the use of instruments of narrative, or their non-use, can be a source of creative input. For 

instance, as introduced earlier in this study, with the book How it is, Irish author Samuel Beckett writes an 

entire story with no punctuation (Beckett 1994). With this peculiar technique, the reader needs to re-

discover the meaning of the text. Removing elements from the writing that normally clarify the story allows 

for imagination to be its central focus. It generates a new approach that reshapes the understanding of the 

narrative (Williams 2012). In this approach, omission invites a more creative response of the reader. There 

is a certain satisfaction in understanding how the story operates with its mechanisms, and in somehow co-

creating the narrative. In a movie, the viewer feels involved when something–understanding or 

empathizing–is required: a part of the work belongs to the audience. It creates an intimacy with the 

characters, the themes, or the message of the film. If all the pieces connect perfectly, and there is no gap to 

fill in the narrative, the connection with the audience is weakened. It belongs to the storyteller to choose 

what parts need to appear in the story and what pieces can be suggested, implied, or ignored. This is when 

missing elements of the narrative become crucial. Gaps offer ‘a chance to build (…) bridges relating to the 

different aspects of the objects which have thus far been revealed' (Iser 1993, p. 9). This is a statement 

about how literary narratology applies to story delivery in cinema. The scenes appearing in the film are 

directly, or indirectly, associated with invisible portions of the story. In addition, each person will fill these 

gaps in an individual manner and with a unique sensitivity. The decisions are about what and when to 

recompose the story, with what is considered to be missing (Iser 1972, p. 280). This implies a personal 

narrative to each viewer and an infinity of possibilities of understanding the work. The hiatuses in the plot 

are links between scenes and ideas of the story, but they also represent connections with the audience. 

The narrative structure of the film project & is constructed based on hiatuses in the storyline. Throughout 

the development, pre-production and editing stages, some sequences of the footage appeared to be 

essential parts of the structure of the work, but did not display narrative qualities. The purpose of editing 
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was to generate a sense of discontinuity, so that the audience could clearly understand that some segments 

were missing, but could, at the same time, find a thread in the flow of thoughts that emerges from the film. 

The seemingly empty scenes were selected for their visual impact and for the implied connections they can 

create with each other. The audience can recompose the story by filling the gaps: the links are suggested, 

not imposed on the viewer. The segments create connections with each other and generate an indirect 

meaning for the plot, with music, sound, and images. This characteristic appeared to define the 

atmosphere of the work, not only its narrative delivery. The sequences present in the film, although 

considered intervals, emerge as pivotal elements of the work, but they also create a balance with the other 

portions of the story that are missing (Dolezel 1995). This mechanism operates as an implicit dialogue 

between the visible and the invisible. The different segments are not isolated images; they produce an 

effect on the story with an irrational relation (Deleuze 1989, p. 221). For Dziga Vertov, this editing process 

is ‘free of the limits of time and space’ (Vertov 1984, p. 5). In his writing, the pioneer film director states 

that he creates an unknown world with the use of this ‘theory of intervals’ (Vertov 1984, p. 18). In the film 

project, it is not a different world, but a different experience of observation. 

As a result, interstices between sequences in a film no longer appear as isolated from the storyline, nor do 

they remain parts of the preceding or following scene. These intervals become, at the same time, 

standalone portions of the narrative, and most importantly what Gilles Deleuze calls ‘irrational cuts’ 

(Deleuze 1989, p. 221). In this regard, not only do they connect the images of the film, but they also 

generate a new layer of meaning for the narrative. This aspect is the core concept of the film project &, as 

its tagline indicates: the story is in the untold. 

Intervals in a film, similar to B-rolls, do not direct the understanding of the narrative, because they focus 

on the context rather than the action. The in-between moments of the story inform the plot in specific 

aspects: 

a. Where: the B-roll serves as a prelude to the scene, with the area where the action takes place; 

b. When: the B-roll positions the upcoming sequence in the chronology of the movie; and 

c. What: the B-roll connects different scenes through action or activity. 

When the film is composed only of intervals, the information becomes entirely different, because the film 

operates on a different level of perception: not that of understanding, but of interpreting implicit meaning. 

In this configuration, B-rolls become essential instruments of expression, instead of introductions or 

connections. 

In connection with this point, the narrative structure can give directions, but additional shots allow the 

audience to recompose the narrative with different elements of time, space and activity, transforming the 
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story in its form and delivery. For example, the technique of ‘associative montage’ gives a possibility to 

create a mood without referring to the plot with its structure (Tapper, Thorson & Black 1994). It allows the 

connection of images that are thematically different, only for their dramatic connotations and influence on 

the atmosphere of the story, generating a spirit. In this sense, editing becomes a creative practice in its own 

right. 

In a comparable approach, the Kuleshov effect allows for additional understanding to be given to a visual 

story by utilizing shots for which the viewer will find an interpretation (Mobbs et al. 2006). It infuses 

meaning to otherwise unconnected shots. It is described as an additional significance acquired from the 

context (Mobbs et al. 2006). For instance, while an isolated shot can convey a specific message related to 

its visuals, as a cinematographic evidence of information, it obtains a broader signification—possibly very 

different—when it is juxtaposed to other shots: they form a new sequence with its own sense, logic, and 

implications. The process at play is a personal recomposition of the images, in the same manner the reader 

will create an interpretation of the story, by making decisions ‘as to how the gap is to be filled’ (Iser 1972, p. 

299). In the film project &, the different scenes are grouped, repeated, intertwined, or divided to relate to 

each other visually and through rhythm, with the eventual goal of implying sensations. In this 

configuration, these sensations are influenced by context. 

Finally, the different parts may not be directly connected, but they nevertheless generate the impression of 

being ‘of continuous and homogeneous reality’ (Bazin 1978, p. 77). This reality is the story world, with its 

own rules. The images and audio invent a grammar, and the viewer accepts them as the only plausible 

reality in the film. Interpretation starts with the comprehension of the way the story world operates. If the 

universe of the movie is one of thoughts and sensations, the audience will start to read from the perspective 

of the emotional side, on a non-cognitive level. 

 

3.5.3. Sensations and storytelling 

Emotion is considered an essential element of the cinematic experience. According to scholar Ian David, 

narratives rely on emotions (David 2014, p. 49). The story, being a link between the viewer and the author, 

David affirms that narratives are modeled on the underlying emotional variations. Based on this notion, 

narratives can develop according to purely sensation-based structures, which operate naturally, not 

necessarily in response to a logical architecture of causality and logical development. The film project & 

utilizes sensations as the guideline for the story; this is why the architecture is based on irrational 

connections between images and sound, with an abstract narrative development. 
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When the spectator engages emotionally with the movie, the assimilation of new knowledge from the 

experience can happen (Graham, Ackermann & Maxwell 2004, p. 54). It can be through identifying with 

the characters, experiencing the emotions in the scenes, reflecting on the identification, or trying to apply 

the concepts learned from the story in personal situations (Graham, Ackermann & Maxwell 2004, p. 49). 

This mechanism is, in fact, very useful in the narrative itself because it orchestrates the comprehension of 

the viewer. It becomes the entry point, or entry points, to the plot and the guide to the development of the 

story: emotion is a vehicle for the narrative. Considering this role, it must be treated according to the 

impact it will have on the film, in respect to the importance it has in the story, and in parallel—or in 

priority—to the understanding of the plot. 

In fact, if the narrative operates efficiently, the response of the viewer is authentic; it means that the feeling 

in the story is treated as an actual feeling in life. Thomas Wartenberg, with his studies of the impact of 

imagination on film audiences, describes the emotional effect of a virtual situation, in this instance a scene 

from a movie, and declares that it is similar to a real-life situation, without the reaction (Wartenberg 

2008). It can actually generate a physical reaction similar to the actual situation; crying when watching a 

touching scene in a movie verifies this statement. For that reason, the film project & strives to be as 

realistic as possible, in the depiction of events and in the depiction of the city of New York throughout the 

narrative, on one level, and on another level, in the approach to the emotional states of the character of the 

story. In this regard, it is comparable to a documentary. The difference is that there is nothing to be 

proven, nor demonstrated; the sense of conflict or goal is absent—the audience finds a meaning to the 

introspection and builds a personal narrative from the emotions. The story is not a story of a person in 

Manhattan, nor a story of place; it is a story of emotions and how they compose a narrative with space and 

time, through the character’s eyes. 

In addition, with Film narratology, scholar Peter Verstraten focuses on film narratives and especially what 

makes it distinct from other disciplines, with cinematography, mise-en-scène, editing, visual narrative and 

sound (Verstraten 2009, p. 49). By looking at the elements that clearly differentiate themselves from 

literature and basic structure in time, the book can discern the unique characteristics of storytelling in 

cinema. Peter Verstraten questions the role of narratology in films and claims that not every viewer 

actually sees the same story (Verstraten 2009, p. 29). The perception depends on the various backgrounds, 

types of sensitivity and receptivity of the audience. But to be able to read the different strata of the film, the 

director must operate at different levels and, in doing so, utilize more than a composition of scenes, but 

also the visual impact of images. 

However, Peter Verstraten makes clear that relying too much on filming effects can weaken the story. 

Nevertheless, he adds that in some cases, extreme style can be the method to convey the message 
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(Verstraten 2009, p. 203). It is always a matter of measure, but the real question is first and foremost: how 

style serves the message? 

What is truly innovative is the description of key concepts that derive from the written principles of 

storytelling, but some additional features that are exclusive to the medium of cinema can be considered as 

well: acting, camera movements, camera angles, in addition to a story structure that is coherent with the 

underlying theme of the work. Concept can be the starting point and guideline of creation, as it is, for 

instance, in fine art. 

The movie City of god, by Fernando Meirelles, tells the story of a group of teenagers involved in organized 

crime in the underprivileged suburb of Cidade De Deus in Rio de Janeiro, Brazil (City of god 2002). Vivid, 

warm colors, film grain, rich textures, unstable camera shots and the use of real life residents of the area, 

as actors, support the realistic style of the work. It creates a one-of-a-kind experience, where the viewer is 

immersed in the story world, so that the plot itself can appear secondary. In this perspective, pictures 

transform to narrative mechanisms, and in essence, cinematography becomes storytelling. 

In addition, with Carl Plantinga’s examination of mainstream movies, the emotional dimension of films is 

further explored, especially its role in cultural, philosophical and aesthetic contexts (Plantinga 2009). 

References to philosophy, psychology and cognitive science support the author’s study of the experience of 

emotions in cinema, though diverse mechanisms. Carl Plantinga states that the viewer’s ‘emotions are 

typically elicited by external stimuli provided by the film, but responses to such stimuli are dependent on 

the memories and associations the viewer brings to the film’ (Plantinga 2009, p. 75). The fact that the 

emotional relation with the movie operates on a personal level of experience shows that the audience does 

connect to the story through sensations, hence, does understand the plot according to this very experience. 

So, even if it carries a different significance, the emotional charge is present and serves the learning 

process throughout the film. It is a channel for the intensity of the story to be communicated. But while 

emotion is often a result, it is seldom a means. Emotion could in fact not only support, but also drive the 

narrative, in efficient ways, if it is the main perspective of the work. This is true, even if only a scene is 

extracted from the entire movie; the viewer can be involved in an isolated sequence to find meaning and 

reflect on its implications on real life, based on individual reflection. 

In addition, scholar Kathryn Millard evokes the evolution of technology and its impact on the methods of 

screenwriting, further describing the importance of images and sound in scripts (Millard 2010). This 

notion reinforces the role of the senses in the perception of a story and its characteristics. 
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3.5.4. Story and interpretation 

To understand the meaning of a story, it is important to distinguish the different possibilities of 

interpretation. In this regard, cinema and literary critic Seymour Chatman opposes the approach of 

poetics—oriented toward the basis of the narrative composition and the approach of creation—involved 

with the stylistic nature of writing. The implications of these two views offer distinct understandings of a 

narrative: one that is concerned with articulation, and one that focuses on tone to tell a story, with a 

relatively subjective quality. The author explains that the experience of a story implies interpretation, 

which suggests recomposing the missing gaps to create sense. To allow this, imagination is required, hence 

enabling additional meaning (Chatman 1980, p. 49). Chatman affirms that narrative is always incomplete 

(Chatman 1980, p. 9). This notion is of importance because it opens more options to study the incomplete 

parts. In addition to this aspect, Chatman describes narrative as an area for details potentially supplied by 

the audience (Chatman 1980, p. 29). He compares the idea to a painting, in which the viewer must discover 

the hidden narrative by ‘penetrating its medial surface’ (Chatman 1980, p. 27). The world evoked by the 

narrative can virtually be enriched by the audience, when judged necessary (Chatman 1980, p. 126). From 

this combination of characteristics, a logical development for investigation can be in exploring the missing 

components and giving access to the different layers of the invisible story. 

When the experience of a movie is entirely lead by the plot and its development, it becomes a fully guided 

experience, with no place for self-reflection—the understanding is almost completely dependent on 

someone else's imagination, namely, the writer or the director. In comparison, reading a book allows a 

creative experience, where visuals and sounds emerge in the reader's mind, because the words offer a space 

for freedom of interpretation. According to Umberto Eco, the ‘real reader is the one who understands that 

the secret of a text is its emptiness’ (Eco 1992, p. 159). This is also the case in a film script, where the gaps 

in the narrative represent the entry points to the story. 

 

3.5.5. Poetry and storytelling 

In Narration in poetry and drama, Peter Hühn and Roy Sommer describe the narrative construction of 

poems in parallel to that of a story with its arrangement of sequences in a temporal manner (Hühn & 

Sommer 2012, para. 2). However, a different dimension of storytelling emerges outside of the logical 

processes; a certain facet of narrative is present, but it does not necessarily relate to comprehension. 

Narratology, in a general sense, is inclined to generate concepts that are at odds with intuition (Hühn & 

Sommer 2012, p. 28). In contrast, narration in poetry has its source in a distinctive form of communication 

that materializes in an ‘unmediated quality’ (Hühn & Sommer 2012, p. 11), which resonates in an 
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emotional sphere. In a similar approach, a movie can appeal to the sensitive side of the audience, in an 

authentic perspective, without the filter of reconstruction and discourse. 

For instance, Jim Jarmusch uses metaphors in Paterson. The main character, Paterson, writes poems 

about details of his personal life and transforms them into moments of unique value (Paterson 2016). 

There is little to understand from the narrative itself, but the experience becomes simply enjoyable for its 

quiet observation of the mundane, in the week of a bus driver in Paterson town, New Jersey. 

With visual ingredients, additional layers of understanding can be reached. In essence, it is a connection to 

a narrative methodology, but in fact, it is a narrative on its own. Images are metaphors; George A. Miller 

argues that looking at a picture, the viewer relates to them as metaphors by appreciating similarities and 

differences (Miller 1993, p. 139). For this activity to occur, separate segments must interrupt the 

progression of the story, or disconnect the visual perception. This view is not only a deeper examination of 

storytelling, but also the starting point of new possibilities to extend the significance of a story outside of 

the archetypal structure and its effects on the viewer. 

For instance, with Wild, Canadian director Jean-Marc Vallée offers an unconventional film narrative, 

based on a true story (Wild 2014). It follows a woman who decides to walk alone for over one thousand 

miles with only a backpack. This simple synopsis stands as the structure of the plot, intentionally 

disregarding many rules of storytelling—its organization and the variation of intensity in the narrative. The 

result is unexpectedly coherent, naturally balanced, and self-sufficient. Film critic and journalist Anthony 

Oliver Scott, of The New York Times, writes that the movie respects a ‘free-associative, memory-driven 

narrative’ (Scott 2014, para. 5). He adds that the film demonstrates a meaningful idea: ‘images and 

emotions can carry meaning more effectively than ‘neatly packaged scenes or carefully scripted character 

arcs’ ’ (Scott 2014, para. 5). The film exemplifies the notion of authentic storytelling, based on an emotional 

response to the pictures. The role of pace created with the different sequences is also paramount in the 

narrative delivery. The movie, being inspired by a true story, is built on human aspects and concerns, 

rather than events—the focus of the movie is on elements of the story. The images are carefully chosen for 

their consistency with the underlying theme: a transformational journey. But, above all, it is the character-

centered approach of the project that shapes the experience, ignoring the recipes of narration with 

organizational structure. 

In the film project &, the approach is somehow similar, with a focus on the protagonist. It is, however, 

more intimate and deliberately less explicit in its discourse. To achieve this open reading of the story, 

metaphors are present in the scenes in three distinct mechanisms: 
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a. Image: pictures connect to sensations, with the use of psychological symbols, for their 

implicit meaning and for the links to the emotional states they evoke. Water is used, for 

instance, to represent the depth of human emotions—their intensity and the danger of 

being absorbed by them (Jung 1968, p. 214). This also involves the use of tints, so as to 

generate distinct spirits in different sequences. For example, night scenes can illustrate 

the dark aspect of an emotional state (Chang et al. 2013); 

b. Movement: camera movements are choreographed to achieve a sense of progression, 

with a specific rhythm. The development of the story follows a writing convention: from 

left to right. In addition, as described by Paola Marrati and based on Gilles Deleuze, it 

allows time to be figured in its linear progression (Marrati 2008, p. 67). The character, 

trains, airplanes, or animals in the film project & systematically travel in the same 

direction. The only scene where the protagonist decides to turn to the left is in Act III, 

when the story is approaching its supposed resolution. It is a shift in the plot and implies 

a change of tone. In the subsequent sequences, the character is absent, until the end of 

the film; and 

c. Sound: music offers an additional meaning to a movie plot (Hargreaves 2005, p. 32). In 

the film project &, it is essential because it allows for more levels of interpretation. The 

soundtrack includes episodes of noisy, turbulent, and at times aggressive audio editing, 

contrasting with quiet moments and silent intervals, where the viewer can reflect on the 

story, and its meaning. 

 

3.5.6. Authenticity 

In trying to examine authenticity in movies, it appears essential to consider nonfiction films as well. On 

this subject, Bill Nichols puts forward a list of documentary modes. He describes the expository, 

observational, participatory, poetic, reflexive and performative modes (Nichols 2010, p. 149). The 

observational mode is interesting to this research project, because it relates directly to the principles used 

in the narrative method: contemplation is the interface between the audience and the film. 

These modes are classified according to their use of commentary or voice over, the process of filming, the 

visual qualities of the film, the purpose of the movie, the objectivity of the tone, or the subjectivity in the 

use of the camera. These characteristics refer directly to the actual mode of storytelling. They present 

choices that have to be made in the way the movie is made and in the tone it will eventually bear. Of course, 

even a documentary is, by essence, subject to identification, non-objectivity and to the basic patterns of 

styles of representation (Nichols 1991, p. 164). This idea reinforces the influence of the narrative delivery in 
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documentary films, repositioning it closer to the fiction film, but with a relative realistic tone. Poetic 

modes, as described by Bill Nichols, have more in common with avant-garde films than with realistic 

depictions of facts, relying on visual associations, rhythm and artistic qualities. Here again, the parallel 

with the research and film project is obvious: authenticity and realistic themes, with their interrelations 

have a role to play as instruments of storytelling, and in the way the film will be received. Depending on the 

tone, it will be processed as fiction or nonfiction. But there can be a thin line between the two approaches. 

From this ambiguity emerges the space for the viewer to make choices as to how the work can be 

understood, and how it relates to real life. The interaction is similar to the reading of poetry, where rhymes 

and metaphors can resonate in the mind and find meaning. 

For instance, the documentary Powaqqatsi by Godfrey Reggio observes modern technology in developing 

countries and its impact on different ways of life—especially the problems and conflicts it engenders. There 

are not dialogues, subtitles, or voice over. The topic remains realistic and the issues tangible, but the 

abstract editing style create a unique narrative that holds a poetic tone (Powaqqatsi 1988). The interaction 

with the movie is primarily sensuous, by means of powerful visuals and immersive music; however, the 

narrative conveys a message that can be access through contemplation, offering to reflect on existent 

matters. 

On a different note, but adding to the importance of realism, scholar Ed S. Tan states that ‘a strong sense of 

reality also intensifies one's identification with the protagonist’ (Tan 2013, p. 74). In this mechanism, the 

approach to the story is guided by a sense of empathy. This aspect is a distinct level of interaction with the 

narrative. The relation at play is not solely reason; a humane dimension emerges. 

In addition to the sense of realism, the connections with real life experience are important for the process 

of identification because it allows for self-reflection (Graham Ackermann & Maxwell 2004). In a movie 

where contemplation is an instrument of meaning, it is essential to find a certain sense of reality in the 

story depicted; this is how the bridge is built between the film and the emotional intelligence of the 

audience.  

On this subject, with Narrative in fiction and film, Jakob Lothe addresses how narratives develop to 

schemes of experimentation, with storytelling in various forms, to establish a connection between the 

sense of storytelling in movies, in relation with time and the ‘tendency to see life as a story’ (Lothe 2000, p. 

3). He elaborates by making a connection between the perception of the narrative and that of the 

‘development from beginning to end, from birth to death’ (Lothe 2000, p. 3). In this perspective, a natural 

interaction takes place between the viewer and the film; it is through a human experience that the story 

operates, in time, with a progress that appears intuitively logical, without the need for artifices. In this 

sense, it connects to the notion described by Monika Fludernik: ‘natural narratology’ (Fludernik 1996, p. 
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9). This notion, once again, can be compared to poetry, and connected to nature or natural phenomena, 

especially that of Japanese haiku, which Douglas Morgan describes as ‘pure and simple’ (Morgan 1961, p. 

187). 

In an effort to achieve realism and authenticity, some film practices developed in the 1960s to the genre of 

cinema vérité, at times also called observational cinema. It expressed social, political, or philosophical 

concerns and implications. The term was coined by anthropologist and filmmaker Jean Rouch (Issari 

1979). The story, based on actual situations, involves real people as characters in undirected or unplanned 

circumstances (Mamber 1972). Therefore, the account unfolds before the camera, without the need to use 

direction or the principles of storytelling (Hall 1991). These principles can serve as guidelines for a movie 

to provide a realistic experience, in an attempt to blur the distinctions between documentary and fiction 

film. In this approach, observation is the main apparatus. 

For example, in West 47th street, filmmaker Bill Lichtenstein uses the camera as a witness to follow 

mentally ill patients during three years at a hospital in New York City, depicting not only their lives, but 

also displaying their relation with the community (West 47th street 2001). The film provides a window of 

observation, where the audience can apprehend some aspects of the topic, without a structured narrative 

guideline. It provides an open interpretation of the story and the events, but depicts real situations. 

In addition, the term cinema vérité can be translated to truth cinema and, in relation to that very idea, is 

often condemned by filmmakers, who denounce the pretentious concept of claiming to be true to the 

subject (Mamber 1972, p. 79), when it can hardly be proven that subjectivity is not operating in the creative 

process. It has also been criticized for the biased approach to preparing a scene, but trying to make the 

process look authentic. It is of importance to look at documentary and fiction films in the light of 

authenticity, in particular for a film that focuses on emotions and relates action to a lesser role, because the 

viewer’s response to these emotions is comparable to that in real life situations. Filmmaker and theorist 

Werner Herzog states, in Minnesota declaration, that cinema vérité actually ‘reaches a merely superficial 

truth, the truth of accountants’ (Herzog 1999). Nevertheless, representing reality in cinema is in fact an 

impression of reality: it only bears some resemblance—it is what Richard Allen terms a ‘projected illusion’ 

(Allen 1995, p. 82). However, there is another form of reality that can be perceived as true in a movie, when 

focusing on emotional authenticity (Lam 2013). A response to this argument in practice is to let the 

audience decide what feels real by using scenes that appeal to sensations. These sequences are open to 

interpretation and employ narrative methods that can appear true to the psychological processes, 

respecting natural perceptions of time–when, for example, it appears distorted. In this approach, the film 

experiments with different stylistic methods, to distance itself from filmic conventions, that can be 

‘techniques to support a highly subjective view’ (Lam 2013, p. 85). Then the work can be employing the 
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intrinsic aesthetic qualities of details of the environment, as they can be experienced when one reflects on 

profound matters and observes the surrounding with a different perspective, away from action or 

understanding. 

 

3.6. Contemplation 

Eventually, the examination of time and duration in the film project resulted in a study of cinematic space. 

In resonance with cinematography, editing, and sound, the work materializes as an experience of 

contemplation, enabling open interpretation. In this outcome, time exists in space, and space is an 

interface for observation. Film sound supports the process in a sensuous approach to narrative, without 

giving rigid directions to the story. In this perspective, intervals become the focal point of the exercise. A 

distortion of space and time is a justification for observation. It creates an abstract space for the audience 

to reflect on what is on screen, and find correlation with real life.  

In this sense, the message conveyed by the film can be more realistic and can reach different spheres of 

resonance, addressing psychological, philosophical or spiritual questions. Additionally, movies are 

described as a bridge to help develop emotional intelligence (Graham, Ackermann & Maxwell 2004), which 

relates to empathy and an ‘aptitude for introspection’ (Stein & Book 2010, p. 16). In this regard, it is 

opposed to comprehension and analysis. In order for this process to operate, the viewer first has to find 

similarities with the story of characters of the film. Then the emotions can be experienced as the person’s 

own. From this process stems the beginning of reflection on the identification. Finally, the audience can 

relate to real situations and learn from the experience (Graham, Ackermann & Maxwell 2004). Because 

these stages happen on a sensuous level, the movie has to utilize the tools for this connection with the 

viewer. In this approach, contemplation offers a perfectly adequate answer: time and space to let the mind 

operate ‘emotionally’. This latitude is equivalent to that present in the short Japanese haiku, as mentioned 

previously in this research. But there is an additional aspect that can influence film practice here: the 

traditional Japanese art of writing short poems remains deliberately equivocal, ambiguous, and based on 

intuition, to ‘maximize the potential meaning’ of the piece (Juniper 2011, p. 47). This type of 

communication between the work and the audience can be compared to another Japanese concept: 

‘anmoku no ryokai’ (暗黙 の りょかい): an implicit understanding that does not require words or 

explanations (De Mente 2011, p. 27). The film project & leans toward reaching this mode of operation with 

the viewer—a tacit understanding, where the ideas are implied or suggested, combined with the freedom to 

interpret the cinematic experience. 
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4. Experimentation in Practice 

4.1. Introduction 

As the focus of the film & was on keeping only interstices in the narrative, experimentation with time and 

space was an integral part of the practice. Consequently, the notion of location became central to the 

experimental storytelling method. The process of creating the narrative started with the concept of time 

gaps, but found a determining development in the editing, where rhythm, sound, music, and 

cinematography appeared essential to the sense of narrative based on intervals. 

The film project & intentionally disregards the scenes that are logically connected in the plot construction, 

to utilize almost entirely moments of the story that carry an emotional or sensuous meaning, without 

creating a rational sense of continuity. Nevertheless, the structure of the film remains essentially based on 

a conventional narrative composition, in its fundamental anatomy, which is made of three distinct acts. 

Because intervals have become the only components of the film, and because the cause-and-effect 

configuration is not evidently manifested in the final structure—it is only implied—the structure of the 

story relies on different mechanisms to exist as a coherent and sensible format: 

a. Focus on sound and music as a narrative means to link the different segments; 

b. Use of cinematography as a metaphorical instrument and a device of self-reflection; and 

c. Manipulation of time with editing, to generate a rhythm. 

The questions addressed in the exploration of the themes found answers in the making of the film project 

&, as well as in the theory of creative practice, influenced by literature about film studies and a review of 

selected independent and mainstream movies. The project was consistently enriched by audiovisual 

experiments during filming and editing. The exploration of cinematic space and the notion of 

contemplation remained the principal aspects of the approach to the narrative of the film project &, but 

they are examined in more detail with the making of the film and the advancement of the production and 

post-production. Eventually, some important new aspects emerged from the experimental practice, and 

answered the research question of intervals in cinematic narrative construction in the form of a divergent 

approach to storytelling. 
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4.2. Act I 

4.2.1. Setup 

The very first step of the film project aspired to avoid a typical narrative structure, an in-depth 

examination of storytelling methods in literature and cinema revealed more than an act-by-act 

construction. However, more options surfaced during the making of the film, other than chronological 

arrangements. Early in the research project and more obviously with the editing process, the three-act 

structure seemed naturally effective, and adequate for the type of experimentation. The design provides a 

comfortable base on which more risks can be taken in the narrative delivery, where unconventional 

mechanisms can explore the nature of time and space in film. The paradigm of three acts also materialized 

spontaneously during the first weeks of editing, with the setup segment, generating a classic introduction 

to the character, settings, and tone of the film. So, in a standard formation, the first component is the 

exposition, answering the core questions of who, where, and what. 

In this sense, it connects to the development of nature in three phases, birth, life, death, with the pattern of 

evolution as an artistic and conceptual motif, as it is employed in the classical Japanese musical drama 

structure of noh (能). On that note, the first portion of the jo-ha-kyu structure, jo (序) also means ‘preface’ 

(Reider 2005, p. 266). In this sense, it stands as what happens before the real story begins, preceding the 

complication. In a classical composition, Act One establishes the story in a slow pace, to be able to increase 

the tempo in the subsequent components of the story. This format appears perfectly adequate to tell a story 

that does not depend only on action, but addresses abstract matters, on more psychological and 

philosophical levels. The intensity of the story can gradually develop on different levels of the work, 

without having to rely entirely on the dialogues or cognitive elements, to lead the story to its climax. 

The first act of the film & is a fifteen-minute segment, with the presentation of the character, the place and 

the type of cinematography that will be at play during the cinematic experience. This type of formulaic 

introduction to the story is, at the same time, a familiar configuration for the viewer, and the ground for 

more daring experiments on other layers of the film, with the use of rhythm and cinematography, which 

are less conventional. Because of the unusual anatomy of the film and its slow pace, the experience can 

start with a predictable and easily apprehensible format. The second half of the setup begins to use more 

audacious narrative experiments. One of the first, and most important, observations with the first act of 

the film is that cinematography is brought forward as a fundamental aspect of its experimental storytelling 

formula. 
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4.2.2. Character 

In the first minutes of Act One of the film, it becomes obvious that there is only one character in the story. 

Therefore, he can only be the protagonist. But, since there is no other eternal element—natural or 

otherwise—that resists, confronts or challenges him, the character is also the antagonist of the story. If 

there is a sense of conflict, it must be an inner struggle. This is why the properties of the images, with their 

specific hues, contrast and saturation convey the different tonalities, where the story is implied through the 

reflection, thoughts, and psychological state of the character. In this pattern, the story is one of interiority: 

it is a tale of emotions, as opposed to action or conversation. So, this unorthodox type of story involves a 

particular narrative construction and mode of storytelling tone that supports the communication of 

emotions. Conflict is present, but is not the primary dynamic of the film. In fact, there is another—

implied—character in the film: the city of New York. At this stage, this concept is suggested, but will 

gradually become more important in the first act, to gradually evolve and transform in the second act. 

Additionally, research demonstrates that identification with the characters of a film can be ‘associated with 

greater reflection during reception of the film, and with developing a more complex discourse' (Giardia 

2010, p.369). However, scholar Suzanne Keen suggests that 'narrative empathy should not simply be 

equated with character identification' (Keen 2013, para. 2). In fact, cinema offers a range of mechanisms, 

other than script and character development, to create connection between the story and the audience. For 

instance, the atmosphere that emanates from a scene where observation is at play has the potential to 

generate associations with the viewer’s memories and feelings. 

 

4.2.3. Antagonism 

In addition to the three-part structure, another influential and popular paradigm is used in the film &. It is 

actually an adapted version of the monomyth (Campbell 1949). In The hero with a thousand faces, Joseph 

Campbell puts forward a construction that further details Aristotle’s three acts, in a series of more intricate 

steps with the model of the hero’s journey (Campbell 1949, p. 210). The basic ingredients include a 

character venturing forth from a known world into an unfamiliar one, led by a mentor and guided along by 

some helpful elements, to face fearful enemies, win a great battle and return home a changed person 

(Campbell 1949, p. 210). 

In the film &, the antagonist is not tangible, but figured by different aspects of the psyche of the character. 

He is the hero of the journey. The theme is present in the imagery of the film, with the notions of travel, 

evolution, and a suggested sense of opposition. There is no conflict per se, or obvious eternal 

transformation of the circumstances of the character in the city. The transformation happens inside the 
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protagonist, and is communicated through sensations, rather than actions, explanations, or physical 

circumstances. For that reason, the narrative requires a different structural composition, with a 

storytelling method that is idiosyncratic, using the quality of images and sound, manipulated according to 

new rules that are specially established to construct the film and its story world. In this manner, the 

medium can redefine certain conventions and reinvent itself (Bordwell 1985). 

The hero’s journey’ starts with a ‘call to adventure’ (Campbell 1949, p. 28). In the film &, the call is, here 

again, implicit: the character is not faced with adversity—nothing ostensibly compels him to depart, but he 

observes the world around him and different factors point to the direction of travel. The very first images 

on the screen directly introduce the notion of journey; the airplane is the primary element, giving a sense 

of motion, and a direction to the story—virtually and literally. The constant walking, scenes of passengers 

at the railway station, sequences of New York City subway trains, shots of migrating birds, aerial views of 

Manhattan with its traffic, or boats on the East River imply, and emphasize, the idea of travel; conveying a 

message of progression in the story—the evolution of the hero’s journey. This is also to balance the scarcity 

of camera movements, in favor of observation. With movements happening in the frame, the character is, 

most of the time, in a receptive mode; the story develops through contemplation, as opposed to action. The 

camera lens becomes, to a certain extent, the eyes of the protagonist, an opening to his consciousness and a 

window to the story world for the audience. In a common configuration, the viewer would need 

explanations—dialogues, voiceover, or subtitles—to connect to the story. But with the composition used for 

the film &, made of intervals, the narrative is dissolved in the cinematography and in the sense of rhythm. 

The viewer is involved in a work of reconstruction of the story. Visual symbols and metaphors give 

directions to the story, and generate sensations that inform its development. In this sense, the narrative is 

using storytelling mechanisms that the audience is accustomed to with the expectations it implies. And 

these expectations are answered in the progression of the story, with the sense of rhythm. But the film 

simultaneously operates on a different level of the story, where sensations are underlying, and guide the 

experience. It is a different type of storytelling because the topic requires a different mode of focus: more 

intimate, condensed, and minimal. 

 

4.2.4. Movement 

The first minutes of the film show the city of New York through the window of an airplane, with glimpses of 

the urban area between the clouds. The introduction to the story is an arrival: it starts with the theme of 

motion. The idea of movement is essential throughout the different sequences. It develops in the narrative 

to give a sense of progression, antagonism, and conclusion. The motion in the film is systematically 
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designed from left to right, to reflect the basic reading convention, and create a sense of natural 

progression. In this manner, it accompanies the development of the story, not in time, because it is 

constantly distorted in the film, but in the space of the screen. This concept originates from the analysis of 

the inner narrative properties of pictures in the movement-image by Gilles Deleuze (Deleuze 1986, p. 59). 

But it is actually a choice, influenced by the choreography of kung fu movies, where fast paced fight scenes 

need to be clear and at the same time extremely dynamic, visually assisting the development of the story. 

For instance, the martial arts sequences in director Tsui Hark’s Once upon a time in China, display very 

precise choreography based on the combat techniques used by each character, where the attackers and 

defenders are clearly identified by their position and movements in the space of the frame (Once upon a 

time in China 1991). The progression of the conflict in the movie is also represented by the directions of the 

combat gestures, as well as their speed and intensity, in synchronization with camera angles and motions. 

Throughout the development of the story, the hero Wong Fei-Hung fights and moves differently. The 

camera maneuvers evolve as well, to reflect the development of the plot to its resolution. 

The interrelation between cinematic mechanisms and storytelling influenced the filming methods in New 

York City. For instance, as referenced in the methodology section of this research, with the short film A 

study in choreography for camera, filmmaker and dancer Maya Deren utilizes movement as narrative 

(Sitney 1979, p. 30). Dance is a background for the subject of the work, and it is also the primary 

instrument of interface with the audience, because the performer is the main character that the viewer will 

follow (A study in choreography for camera 1945). Camera shots are an integral part of the style. In an 

opposite approach with the film &, every movement is carefully limited and restrained, according to the 

surrounding environment, the light, and the elements of the background that are in motion, such as trains, 

boats or animals. In fact, movement is elaborated on the visual atmosphere of the scene, which is the basis 

for the narrative to develop. It is through the movements, or the absence of movement, that the perception 

of the audience can be oriented and influenced, so that the story takes shape (Verstraten 2009, p. 96). In 

this sense, the story depends on the camera’s ability to show selected elements in the frame, and to balance 

them with the subject in motion—the character—to better serve the meaning of the scene. This is a 

foundation for the narrative method of the film &. 

The notion of movement is present in almost every segment of the film, even when there are very few 

ingredients, or when the material is very slow. But movements are seldom displayed in their entirety. This 

editing technique generates a feeling that some parts of the action are not displayed—it appears clear that 

only a segment of the sequence was chosen to appear at this specific moment. The audience needs to 

recompose the story with the ‘incompleteness of fictional worlds’ (Dolezel 1995, p. 201). The fictional world 

here is the state of mind of the character, and the place that reflects or affects it. With this type of framing 
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and editing of movement on screen, the rhythm that materializes is irregular. It replaces the focus of the 

work from action to introspection. There is a constant process of acceleration and deceleration in the flow 

of the story: a succession of thoughts, external inferences, and meditative states. The progression of the 

story is reflected in the details of the backgrounds and surroundings, in choreographed movements in the 

frame, and in colors and textures—not in a gradual development of the plot with its logical understanding. 

In this sense, cinematography has the primary narrative role. It is the interface between the meaning of the 

film and its method of storytelling. The viewer will connect to different visual components of the images as 

indications to interpret the story, made of distinct tonalities organized on the concept of intervals, through 

suggestion. In addition, sound and music inform the viewer of the type of understanding that is at play. 

 

4.2.5. Cinematography 

4.2.5.1. Colors 

The second sequence of Act Two takes place in the busy Grand Central Station in downtown Manhattan. It 

is, in fact, the first recognizable location that the viewer discovers in the film, and the beginning of the 

reflective experience. Light inside the building creates a unique atmosphere on the shiny decorative 

patterns, ornaments, and curved staircases from the early twentieth century Beaux-arts architectural style. 

It creates a unique personality. The inside of the main concourse has very specific color tones, because the 

light that comes through the large windows on the sides, combined with the type of artificial lighting from 

the columns and arches, reflects on the materials of the ceiling, wall bricks, marble, brass, and dark wood 

surfaces used in the interior design. It casts a sepia luminosity on the entire hall. This is one of the reasons 

why Grand Central Station was chosen for the beginning of the film, in addition to being a very crowded 

and dynamic location. The hues of the sequence are orange, gold and yellow tones—warm colors. 

The details of the place are important to the scene. Following a time-lapse sequence where the speed of the 

film is increased, with passengers moving swiftly in all directions while the main character stays still—a 

static shot breaks the rhythm by concentrating on a golden doorknob that reflects people walking by, 

without directly filming them. As discussed previously in the methodology section of this research, the 

shiny aspect of the image emphasizes the metaphor of reflection–as a physical mirroring of light, and as a 

personal thinking process. This segment of the film allows for observation of details: negligible elements of 

the subject, such as texture and variations of brightness become all important. This method is in contrast 

with showing or telling: it suggests and implies. By using this technique early in the film, the audience is 

informed that this will be the type of cinematic mode of the film—with attention on insignificant 

components of the image or the place—and that time has a completely different nature in the story world. 
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When the character leaves Grand Central Railway Station, and walks in the streets of Manhattan, the 

rhythm becomes more vigorous, the contrast more intense, and the colors more saturated. The rhythm 

intensifies through editing. These effects were added in post-production, with digital manipulation, mostly 

tints and contrast, for ‘narrative and thematic goals’ (McClean 2007, p. 53). In the film, the three acts are 

characterized by different hues, brightness and textures, to indicate the progression of the story, and to 

confer each part a distinct personality. It figures the different stages of the journey, and the metaphorical 

opponents or antagonists. Creative choices here spring from work of authors such as Robert Mills, who 

asserts that colors in films have an undeniable effect on the viewer (Mills 2015). The first part of Act One 

remains grounded in warm brown tints and shiny golden colors, found in the old train station or 

downtown Manhattan buildings. But, it ends in a dark tone, to prepare for the transition to the next act, 

and to recreate the rhythm of the day: morning with sunrise, day, and evening with light in the city. 

The first act uses a second part to introduce the future ingredients that will emerge one after another in the 

coming sections of the film, listing the major components of the story. But they are indirectly addressed as 

spaces where the scenes will take place, in the manner characters are presented in a classical narrative 

method. For instance, the streets of Manhattan, Central Park, the East River Waterfront Esplanade on 

lower east side, subway stations, Brooklyn Bridge, and views of the sky over the metropolis will play a role 

in the future development of the story, in the second and third acts. 

An important point of the first act is the migrating birds—from the grounded urban imagery, the camera 

suddenly transports the audience to a completely different scene: a flock of birds flying away in a dark sky. 

Instantly, there is a feeling of lightness that takes over the narrative tone. Here again, the idea is to break 

the pace, give the impression of bypassing a sequence, and to jump from reality to thoughts. The hues of 

the two scenes are complementary colors: this segment is composed of shades of blue and gray—cold 

colors. 

By controlling the main tints of each sequence, and by repeatedly contrasting them, the narrative feels 

interrupted and the notion of gaps appears as a sensation in the editing style and different types of 

atmosphere. 

 

4.2.5.2. Film grain 

In addition to working with colors, grain composites can be added, to adjust the atmosphere of sequences 

and change the overall tone of the story. The aesthetic of the work appears less artificial and more intimate 

with ‘film's grain and its limited tonal range’ (Maniac 1996, p. 6). It compressed the scope of hues on 
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screen, which tends to converge the attention of the audience and gives a quiet character to the pictures. It 

also changes the spirit of the scenes, giving the story a more down-to-earth nature. It is even more 

pertinent when the substance of the film is abstract, and the narrative based on sensations. For that 

reason, in addition to hard light effects, color correction, and added noise, a thirty-five-millimeter film reel 

filter was applied, after the final editing of the film, to ‘enhance contrast and intensify grain' (Prince 2004, 

p. 27). Besides, it enables harmony in the different segments of the film, when there are dissimilarities in 

quality and resolution—creating a feeling of unity, but at the same time keeping the variety of tones in each 

section. With digital film, the image aspect tends to be crisp and shiny, which can be disconcerting for the 

viewer. To help with this, digital processes were used to ‘recreate older cinematic styles' (Tudor 2008, p. 

90). A sense of authenticity is brought to the work. As a matter of fact, this type of manipulation of images 

mirrors the practice of painting, with the work on color mixing and impasto to create texture on the surface 

of the canvas. It is a similar approach; but in the instance of a film, the instrument is technology. It offers 

limitless possibilities to tell a story, with manipulation in post-production. In this regard, it ‘opens up 

avenues for visual and narrative innovations’ (Geuens 2002, p. 16). Conceptually, it is not an artificial 

process; the act of filming and editing a movie is a simulation itself (Manovich 1996). This practice is a part 

of the grammar used to achieve a goal of communicating a message. This artistic alteration of pictures in 

their visual properties, degrading their quality, allows for more honesty in the depiction of everyday 

scenes, because it appears more truthful to the real world. Without this filter, digital film and its resolution 

simplifies the visual information, compressing the color depth, due to the camera sensors’ limited 

sensitivity; this process cleanses the images to make impurities disappear from the screen. So, adding 

artificial noise to the picture helps reduce the muteness of the hues (banding), because the digital process 

of dithering modifies the quantification of the colors (Schuchman 1964, p. 162). For instance, with the 

movie Life in a fishbowl, Icelandic film director Baldvin Zophoníasson uses image texture—accentuated by 

low light—and noise to emphasize the intimate approach to the story of the different characters’ personal 

lives, especially the female protagonist Eik, played by Hera Hilmar, and her inner conflict (Life in a 

fishbowl 2014). This technique renders the story more poignant and the scenes more touching because the 

overall tone of the work appears close to a documentary film in its perceived authenticity. 

With a grainy image, the film offers a more familiar, naturalistic view—not realistic in this case—on 

otherwise insignificant episodes in the life of the character. In fact, the moments of the film are, for the 

most part, fairly ordinary. The scenes could be everyday scenarios of the life of the viewer. What converts 

the commonplace into poetic episodes is a recipe of cinematography that can transfigure the mundane and 

its original appearance, and re-contextualize it in a story of sensations. In this process, film grain and 

image noise work to transcend the banality of the subjects. It appears realistic, brings the audience closer 

to the story, and simultaneously transposes the focus further from the ordinary, giving it a new point of 



 
 
 

118 

view, so that the audience can interpret what is seen in a philosophical perspective. The mechanism at play 

here is not imagination, but sensation. As opposed to text, with film, visuals have the ability to address the 

senses directly. The cognitive process is relegated to the role of recomposing the story with the missing 

scenes. In fact, these visual adjustments are relatively important to the story, because the original footage 

is digital, with a clean and crisp image, but the narrative depends on the type of realism that can be 

achieved to communicate natural, imperfect human emotions, and interiority. 

 

4.2.5.3. Framing 

The framing of the subjects in the film was a decision made in the same approach as the storytelling 

method: excluding some elements of the picture. In this way, it reinforces the sensation of absence in the 

film, and the notion of concentration on isolated details, from which the poetry of the work can emerge. A 

lot of scenes in the film have been reframed or cropped in post-production, with the help of digital editing. 

The purpose is not to focus on the subject, but on the contrary, to reinforce the sensation of empty space in 

the image, to generate a dynamic balance in the composition, disturbing and relocating the focal point. In 

doing so, the visuals tacitly express a feeling of absence. Positioning certain elements of the scene outside 

of the picture is an analogy of the omission of components of the plot in the narrative method. It generates 

a style that converges with the ‘aesthetic of absence’ (Degli-Esposti 1998, p. 38). The purpose is to relocate 

what is not present before the eyes: the essence of human thoughts and feelings. The visible objects or 

actions are given a secondary role. Besides, the aesthetic of absence ‘embraces time’ (Sayre 1983, p. 174). 

Its nature is to allow the viewer to connect the past—and future—of the subject with the space and context, 

to let meaning emerge; and by this process, to be involved in a parallel dimension of the storytelling. This 

is in direct association with the concept of time-image and the intensity it can generate in a cinematic story 

(Deleuze 1989, p. 42). 

 

4.2.6. Contemplative mode 

The fundamental aspect of the narrative of the film is the contemplative experience. It involves a 

deformation of time and, consequently, space. This aspect is brought forward in the first act, with the slow 

editing in long shots, and in particular with a succession of scenes where the character is shown observing 

his surroundings. It is even more evident with the flock of wild birds flying away, in a nearly three-minute 

sequence. This is a characteristic type of B-roll that is normally inserted between two scenes to connect 

them—in a few seconds. But they have a predominant role in the film &. 
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In a precise mechanism of literary storytelling, Monika Fludernik identifies the interaction of events or 

actions of a story, with their consequences, generating what she terms ‘scripts’ (cited in Cobley 2001, p. 

220). The notion is then associated with its response: ‘frame’, where individual memory is the connection 

to the story through frames of ‘viewing’, frames of ‘experiencing’, and frames of ‘reflecting’ (Fludernik 

1996, p. 32). These aspects of the narrative mechanisms apply naturally to the cinematic experience with 

seeing, hearing, and interpreting. The theory of natural narratology also proposes the notion of an 

individual sense of metaphor (Fludernik 1996, p. 37). As a response, in cinema, the experience of 

observation offers enough latitude for the viewer to find a personal resonance of what appears on screen. 

The connections can be with a collection of elements of the audio and the visuals, or a combination in the 

film’s homogeneity. 

In the film &, time is addressed as a window to cinematic space, so that it allows this experience of an 

intimate interaction with the work. The elements for metaphors are omnipresent in the images. But each 

spectator has a unique and distinct way of treating the information. This aspect is emphasized in the film 

&, to provide each viewer with a possibility to understand and interpret what appears on screen. 

Additionally, silence and empty space in the film narrative are given the role of preserving and maintaining 

the contemplative mode of storytelling, as well as the freedom of interpretation; they involve nonverbal 

expression in the fashion poems use metaphors: to suggest, as opposed to signify. 

 

4.3. Act II 

4.3.1. Conflict 

The second act follows the structure of the three-act paradigm, with the introduction of a brisk change of 

tone. In a typical cinematic narrative, there is an external incident that destabilizes the protagonist. 

Generally, this change is expected to disrupt the timeline, bring conflict to the plot, and redefine the 

intensity of the film (Salway & Graham 2003, p. 302). In the film &, because of the relatively quiet and 

melancholic spirit of the first act, there was a need for a brisk rupture in the images, editing, and sound. 

The piano suddenly becomes saturated—distortion was digitally added to the original music theme—and 

the pictures turn abruptly dark, with enhanced contrast. White abstract forms on a black background, 

moving in a disorderly fashion: a figuration of the state of mind of the character. The general movement 

remains from left to right, for coherence and sense of continuity. No explanation or action is displayed, as 

if the camera was filming what is happening biologically inside the character when a disturbing event takes 

place on the outside. This idea springs from director David O. Russell’s movie Three Kings, in which the 
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camera reveals in a scene the impact of a bullet, and the effects of the wound inside the body of a soldier 

when he is shot (Three Kings 1999). With the type of storytelling in the film &, the purpose is obviously 

different, but the technique allows viewers to focus on the interior implication of an incident—which is not 

displayed—with the objective of representing instead of showing. So, the focus is between the action and its 

consequence, in reference to the Japanese concept of ma, in a similar fashion in which the narrative 

utilizes the intervals between two key moments. The indication of conflict, in the abstract dark scene that 

begins with Act Two, is the abruptly aggressive sound and relatively confusing images. This signals that a 

pivotal stage has been reached, considering that ‘emotional states are most intense at the moments of 

highest drama. If so then the occurrence of relatively dense groups of emotions would point to dramatically 

important sequences within a film’ (Salway & Graham 2003, p. 302). Besides, the scene lasts over three 

minutes, so that the audience can become familiar with its atmosphere and find a different relation to it, 

with calm slowly emerging from the disorder. This is emphasized by the music that gradually fades in, to 

install a more comfortable spirit. This is to mimic the experience of a new emotion: it arises suddenly and 

is slowly tamed. But the sense of chaos resurfaces in the act on several occasions. 

Additionally, in real life, not every situation is as clear as it seems, nor as easily understandable as one 

might wish. Not every conflict ends with a resolution, not every narrative concludes with a coda, not every 

question finds an answer. To be more authentic, other aspects can be addressed in the development of the 

story, that do not relate to the sense of action, performance or solution: the everyday life of the audience is 

not necessarily based on struggling and finding achievement, but it can definitely correlate with a sense of 

personal evolution, in a succession of emotional states. This notion can be approached more realistically 

with a variation of moods, tensions and spirits in the timeline. In the film &, and especially in Act Two, it is 

explored in the interiority of the character, through abstract images, not in the depiction of realistic scenes 

of chaos that created the internal reaction. What is told is a story of interpreting and responding to external 

stimuli—not the stimuli themselves. Conflict is present in this method, but indirectly. It is suggested—the 

viewer is to decipher, elucidate, and interpret. 

The different stages of the story can vary in length and order, but the fact that there is an articulated 

structure is fundamental. The exercise of the film &, with its narrative composition, is to find an innovative 

composition that does not rely on logic, without being restrained by the ‘pressure of time’ structure 

(Aronson 2011, p. 8). Conflict, in this approach, becomes an underlying condition, which has echoes in the 

narrative in the form of inner results and implications. The story is not to be apprehended in a ‘horizontal’ 

manner—chronologically—but ‘vertically’: through external connections to feelings and thoughts, that are 

located outside of the configuration in conflict and resolution. 
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In addition, common sense seems to rule the perception of storytelling by humans, in echo to their own 

existence (Lothe 2000, p. 3). The understanding of the story is related to some elements of real life. The 

spectator of a movie selects characteristics of the narrative that can have meaning in actual past 

experience, to connect to the story. In the film &, the approach is to manipulate these characteristics to 

appeal to a different level of comprehension and connection to the work: conflict is not practical 

antagonism, it is related to emotional states. 

 

4.3.2. Place, character, space 

The first part of Act Two exhibits a dark abstract animation, until a still shot of a building in Manhattan on 

a dark blue sky suddenly breaks the rhythm. In the narrative of the film, there is a need to reconnect to the 

physical place at regular key moments of the timeline. This is to break the overall rhythm, to generate the 

feeling that the scene on screen is an interval of the story, and also to associate the city of New York to an 

actual character of the story. The end of Act Two is a return to a view of the Hudson River, in Lower West 

Side Manhattan by night, with reflections on the water. This time, there is a slow transition with a cross 

fade, to create a smooth flow in the progression of the story, and contrast with the previous changes. The 

city is reintroduced in a new perspective. 

From the original idea of location as an inspiration for a cinematic story, the film project & developed its 

narrative composition on the urban structure of New York City, and the reflections present in the different 

locations are a direct indication that the actual meaning of the scene is situated outside of the image. But 

the concept of place takes a different approach in the film &. It focuses on the space, more than the location 

itself. Space in cinema is the screen: height, width and depth. This area creates a variety of visual, semantic 

and metaphorical connections to elements of the story that are absent from the frame, without the need of 

juxtaposition (Deleuze 1989). This is more obvious for instance when the ‘camera sees a character who is 

seeing’ (Deleuze 1989, p. 33). In the film &, it is a constant mechanism, inherent to the narrative mode. 

In the Sense of Place, Wim Wenders describes how the city influenced the development of his story 

(Wenders 2005). But in the film &, the city is a pretext to justify the narrative. The real inspiration comes 

from isolated details of the place, and concrete elements of the surrounding. The filming locations were 

selected according to: light; overall tint (hues mixed with gray: a result present in most of the elements in 

urban landscape and human environment); architectural style; emptiness of the area; simplicity of 

composition in the frame, with the possibility to exclude some elements; and sonic character, defined by 

background noise and the nature of the frequencies—low and high. 
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In fact, it is not location, but rather space that is the basis of the narrative. And by extension, the 

characterization of the city of New York is in fact the personality of selected sites in the town. This is of 

importance to the narrative, because it relates directly to the way the different sequences can generate a 

sense of continuity and remain, at the same time, discrete independent constituents of the story. 

Additionally, in reference to the notion of non-places, the sites that appear in the scenes of the film have no 

disconnection from their past: something from the history of the area remains palpable or visible in each 

filming location (Augé 1992, p. 114). Most of the time, it can be found in the imperfections. However, 

within the context of anthropology, Marc Augé argues that these non-places are devoid of personality, as a 

result of being empty, or being only areas of transit (Augé 1992, p. 34). In the film &, it is a completely 

opposite perspective: the waiting areas, hallways, stairs, and public areas are the essence of the personality 

of the story. They serve as a catalyst of imagination. Their visual characteristics and sonic signatures are 

revealed, exposed, and transcended, so that they can give the narrative meaning to all the segments that 

constitute the film and its evocative nature. 

 

4.3.3. Cause-and-effect 

The film & does not entirely ignore the principle of causation in its narrative strategy, but the events are 

not the links between the segments of the plot in time: the development of the story does not depend on 

their relations—it depends on the connection between the external situations, ideas or thoughts, and the 

internal consequences of their interpretation by the character. In another layer of understanding, the 

audience is to create a personal association with the substance of the emotions, with real life implications. 

The slow pace of the film offers time to reflect on these implications, with directions given by 

cinematography, sound and editing. The spirit of the story operates on an invisible level of experience: a 

scene does not happen because of a previous one, but reflections and impressions are linked by 

mechanisms that use sounds and images to produce continuity. In a general sense, film operates as a total 

system and any part gains its meaning in that context’ (Bordwell, Thompson & Ashton 1997, p. 1). But the 

nature of the film & is to decontextualize every segment. The scenes lose their logical relations because they 

are intervals. To replace the cause-and-effect articulation, the narrative relies on tempo, the sense of 

rhythm created by the short and long takes, the visual relation between shots, and the use of sound and 

music that was composed for the different segments. In this sense, the video editing is similar to musical 

composition and arrangement. Connections are with notes and pitches, or with visual correspondence. A 

dialogue is established between the intervals of the story. The spectator is offered to interpret what is on 

screen, in echo of the Kuleshov effect (Mobbs et al. 2006). This is how the disconnections in the flow of the 
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narrative, through brisk transitions, oppositions of colors, changes of textures, and transpositions of 

contexts, can appear natural in the film’s story world. It is an integral part of the narrative mode. The first 

act is setting the rules for this narrative grammar to be the one at play. The following acts apply, develop, 

and manipulate the same concept. The repeated fragmentations of the story create disruptions in the 

timeline, but because they are accepted as such, they nevertheless ‘allow an impression to remain of 

continuous and homogeneous reality’ (Bazin 1978, p. 77). This core-notion of the film based on missing 

elements has roots in another Japanese concept called ‘mu’ (無), meaning ‘not to have’ or ‘without’ (Men 

1991, p. 17). It is used in philosophy and in a view of life that is made of empty parts or moments. Because 

the film remains grounded in addressing and representing realistic emotions, it is important to reflect this 

aspect of emptiness from real situations into the story. This is the very basis of the narrative mode of the 

film &. 

 

4.3.4. Emotional authenticity and intensity 

The representation of reality in film must bear the characteristics of what the audience knows in real life to 

feel authentic: common objects and familiar elements that are perceived as what they are, not as a picture 

of what they are (Allen 1995, p. 88). The spectator must forget that this is a movie. In this sense, time and 

space can operate with their rules in the cinematic universe and generate emotions that relate to realistic 

experience. This can happen when the experience can offer more than an intellectual reasoning, but also a 

sensuous relation to the images. The emotional connection with the film & is not based on how realistic the 

story appears, but on how the character is perceived through his emotional states, in resonance with the 

viewer’s own sensitivity (Lam 2013). Additionally, tints, light, and grain play an important role in 

communicating the impression of authenticity of the film. But here, it is not on a visual level that they 

operate—a scene can appear realistic simply by using the camera as an observation device—it is the 

honesty with which the images and sound can communicate the emotions of the scene, with honesty that is 

essential. The atmosphere of the sequence must remain true to the sensations it is communicating. Action 

and dialogues require special techniques and narrative methods to appear true. Acting, lighting, and 

camera movements are crucial in these instances. But when the purpose is to address and communicate 

feelings, a more intimate approach is required; image grain, for instance, offers a lifelike, more naturalistic 

aspect. It seems more convincing that the film is addressing emotions. In this situation, few elements are at 

play—because of the very personal nature of someone’s emotions, a minimal approach to cinematography 

seems more relevant. 
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Likewise, sound and music can appear more intimate if limited to specific frequencies. For example, in 

Being John Malkovich, when the character is transported into John Malkovich’s head, all the sounds are 

muffled, concentrating on low vibrations, which creates a very deep-seated impression with an isolating 

effect and, at the same time, a strange feeling of being sequestered in the situation (Being John Malkovich 

1999). 

In the film &, low frequencies are particularly present and utilized for specific reasons: 

a. Low frequency vibrations can generate a physical response in the spectator; ‘the body 

experiences variations in pressure’ (Evens 2002, p. 171). In this sense, the scene is less 

likely to be analyzed by the brain, and more inclined to be processed as a sensation, 

similar to emotions; 

b. Low frequency sounds can foster attention and focus (Pawlaczyk-Luszczyńiska, 

Dudarewicz, Waszkowska, Szymczak, Sliwińska-Kowalska 2005), conveying the 

impression of concentration, as in interiority or reflective states; and 

c. Low frequencies can stimulate through body resonance (Broner 1978, p. 489). It would 

be a very different response with high frequencies, which could be quickly distressing. 

In addition, camera angles and framing can orientate the point of view in the movie and appear more 

realistic when used as an emotional perspective on the scene, appealing to the feelings of the spectator and 

creating an authentic connection with what is familiar in real life (Lam 2013). Closeups and shallow depth 

of field, for instance, are important in the film &. Eye-level shots are also predominant, to remain neutral 

and emotionally authentic. This is essential, due to the narrative focus of the project. Camera placement, 

inclination and image aspect have narrative significance (Mascelli 1965). For that reason, camera 

movements and pans are rare in the film, and for the purpose of authenticity, no stabilization device is 

used.  

Besides realism, the film & requires several degrees of intensity throughout the development of the story. 

This is closely related to the sense of progression from setup, to conflict, and climax with a resolution in the 

narrative (Bordwell 2006). The variations of tempo in the film & are the basis of its rhythm, and the 

foundation of the narrative articulation: the idea that only interstices are present in the film is conveyed 

through the repeated reduction and accelerations of tempo between the different scenes, and with their 

apparent disconnections. This level of intensity in the interiority of the character would be communicated 

differently with action or dialogues. But in the film &, it would somehow betray the consistency of the work 

and its concentration on interstices. Music and sound are the instruments of the expression that is 

transposed from the key scene in the fabula to the intervals that compose the scene, to invent a unique 

‘norm or mode’ of storytelling (Cobley 2001, p. 139). This mode is dependent on the sense of advancement 
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in the film &, especially with the musical theme, which is introduced in the first act, altered in the 

beginning of the second act, and disappears before the third act. The audio of a film is a work of presence 

and absence, with the dialogue they can establish ‘a delicate balance between implication and explication, a 

mixture of the clear and the obscure’ (Evens 2002, p. 185). The notion of contrast and balance is 

approached in the editing of the film &. Intensity is related to the variation of frequencies, the 

dissimilarities in volume of the different segments, the repetitions of musical themes and, eventually, to 

the absence of music or background noise, in the same approach in which absence is used in the narrative 

structure. 

 

4.3.5. Repetition 

To generate rhythm, some patterns must be used and reiterated. In the visual narrative of the film &, 

several scenes emerge at specific points in the timeline. They represent key moments of the story for their 

visual presence and the impression they can generate. This notion originates from Inland empire, where 

the scene with a giant rabbit appears several times during the movie, at key moments (Inland empire 

2006). They replace the focus of the story and create a reference for the narrative to develop. 

In literature, repetition is a rhetorical device. Alliteration emphasizes or creates effects that can be likened 

to music composition. As much as it can be a figure of speech in poetry, it defines the style and nature of 

the film &. It does not only construct the tempo, but also reorganizes the story in several aspects: 

a. The repetition of sequences deconstructs time linearity, and intervenes in the 

continuity of the narrative; 

b. It informs the development of the story with the manipulation of colors of the 

repeated segment; and 

c. It suggests, and emphasizes the notion of cycle in the narrative. 

Regarding storytelling aspects, structuralist Gérard Genette examines frequency as one aspect of time in 

narrative, along with order and duration (Genette 1980). The author claims that repetition ‘has to obey a 

law of frequency’ (Genette 1980, p. 124). It is natural to link repetition with chronology and the experience 

of time. But in the film &, it is not approached in a general sense of duration—it presents illogical features, 

as it can do with memory, imagination, or thinking. Time jumps, in this case, are not an isolated 

occurrence, but are an aspect of the grammatical rules in the narrative. But there is no indicator of real 

time in the film: a clock appears in slow motion and a second shot displays its back mechanism. In the final 

act, a short scene shows a clock with no hand. It would be more appropriate to state that time is simply not 
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linear in an expression of emotions—it is not that the film’s narrative is non-linear, but chronology has no 

relevance in the work—duration does, and is extensively distorted. 

These mechanisms are not designed to be necessarily understood and analyzed by the audience; they are 

instilled in the narrative to be perceived as immanent ingredients of the story, to create coherence in the 

film. 

Repetition is a matter of contextualizing elements in the film. For instance, the sequence on Brooklyn 

Bridge, with the character walking in slow motion, appears on three different occasion throughout the film: 

one in each act. Every time, it has a different meaning: the framing is different, the colors have been 

manipulated, and the saturation corrected to be on par with the atmosphere of the specific moment in the 

story. On the bridge, the fact that the place can easily be identified with the cables, the placement of the 

camera behind the character, in addition to the metaphor of crossing, make these few seconds a moment of 

significance in the experience of the story, giving it a distinct personality. Additionally, the movement is 

one of the rare instances not following the left to right convention in the film, creating a sense of exception, 

an anomaly in the story. The scene appears as idiosyncratic. The shot references a sequence filmed 

following a worker crossing a bridge under construction in the experimental movie Man with a movie 

camera, by Soviet director Dziga Vertov, in which the grammar of cinema is systematically interrogated, 

and its narrative nature examined, in practical and metaphorical aspects (Man with a movie camera 1929). 

Other sequences in the film have the same treatment of repetition in Act Two: the abstract pictures of 

white particles in motion on a black background produce the sensation of cycle; the subway in slow motion 

between two stations figures the recurrence of thoughts of the character; the closeup of the character’s eyes 

is a visit and revisit of his psychological state, with the unease it can create. 

The several sequences filmed in the streets where the character walks, from left to right, support the 

sensation of motion linked to narrative progression; they also have the role of disrupting the flow of the 

film, to regularly replace the focus on intervals, evoking a sensation of missing. With this method, the 

action is never displayed in its entirety. It is in resonance to the jump cuts during the dialogues, used by 

director Jean-Luc Godard in Breathless, which create a feeling of deconstruction and disconnection in the 

scenes, but remain coherent in the story and Godard’s free approach to storytelling (Breathless 1960). 

Repetition also occurs with the sound and the musical themes. The piano theme plays during several 

distinct sequences, but it is slightly different every time: in the first act it is introduced, with the unaltered 

sound. In the four segments of the second act, it becomes sequentially saturated, slowed and pitched down, 

slightly distorted with a compressor. Finally, it is rearranged, in its composition and time signature, which 

is based on three to mirror the three-act structure. This is to accompany the development of the story and 



 
 
 

127 

to emphasize the different tonalities of each portion of the middle part. In the final act, the theme emerges 

again, after a six-minute period of silence or natural sound at low volume. It has a concluding purpose: it 

starts shortly before the final sequence and re-introduces the images of the first act, to close the story. 

Eventually, the final scene of the film, with the clouds and the recognizable music, is a replication of the 

very first images of the film, to end the journey where it started. This idea was influenced by the Korean 

movie The beauty inside, where the main character wakes up as a different person every morning; the 

sense of repetition is present through the rhythm created by the editing, as well as the corresponding 

camera angles and viewpoints used in the different scenes, despite the fact that the actual character is new 

every time (The beauty inside 2015). 

Finally, consistent with the core principle of the film project being the notion of absence, there is limited 

discussion that can exist about the topic of nothingness. A virtual discourse can start in the story, around 

the theme of emptiness, but it will not comprehensively grasp its complexity and subtlety. It remains 

purely sensuous and substantially visual. So, the concept of key segments in the story arises from their 

counterparts: the gaps. The parts that are present in the editing point to the essence of the story, which is 

not present; the intervals indicate that a moment of significance has just, or is about to happen, without 

directly revealing it. The meaning is unspoken, but implicit. Its presence can be perceived. This is 

systematically addressed visually in every scene of the film—to surround the subject (the event), two 

elements are required: one before, and one after. This is a fundamental configuration in the editing of the 

film: every segment stands between two significant scenes as an in-between part. 
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It is logical that the intervals of the story are perceived as repetitions: they enclose the invisible parts by 

their situation in the timeline and their recurrence is comparable to an echo. Additionally, this 

configuration with structure and interstices is regularly suggested as a visual form in the images of the 

film: 

a. The buildings of Manhattan (three minutes and fifty-six seconds in the timeline);  

b. The structure of the Brooklyn Bridge (six minutes and forty-six seconds in the 

timeline)—see figure 40; 

c. The shots between the subway stations (fourteen minutes in the timeline)—see figure 41; 

d. The different floors in the sequence with the elevator (twenty-three minutes in the 

timeline); 

e. The miniature of the city (twenty-six minutes and seventeen seconds in the timeline); 

f. The structure through which the camera focuses on the streets from High Line Park 

(twenty-seven minutes and nine seconds in the timeline)—see figure 42; 

g. The view between two buildings (thirty-three minutes and three seconds in the 

timeline); 

h. The view of the block and avenues of the city (forty-nine minutes and thirty-seven 

seconds in the timeline); and 

i. The clock with no hand in the final act of the film toward its ending (one hour and 

twenty seconds in the timeline). 

Some of these sequences appear again at different stages of the film, from different angles, with variations 

of colors, or in a distinct shot, but always using similar patterns of composition based on shapes and gaps. 

The effect is a call for a different way of looking at the picture, concentrating on the space between the 

structural elements, as described in the concept of ma in Japanese arts (Arata 1979, p. 70). 
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Figure 40: Detail of Brooklyn Bridge in New York City (van Eenoo 2015) 

 

 

Figure 41: Between subway stations in New York City (van Eenoo 2015) 
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Figure 42: Detail of High Line Park in New York City (van Eenoo 2015) 

 

In fact, the understanding of the story and its mechanism with intervals operates on multiple layers of the 

construction of the film: 

a. In the narrative configuration, with the recurrence of intervals; 

b. In the visual connections of interspaces between the different images in the film; and 

c. In the music, composed of rests or long gaps between single piano notes. 

Additionally, the way the visual and narrative configurations of the film & function can be apprehended in 

different directions: 

a. Horizontally: in the timeline (from the start to the end, and in the movement from left to 

right); 

b. Vertically: in the structures of the buildings, bridges and subway stations that define the 

city and its architecture; and 

c. In the depth of field and the interaction between the scenes chosen as intervals to 

compose the film. 

This is the reason why the film & is, in reality, an experiment with cinematic space more than with time. 

Time is a support for the scenes to exist. The audience relates to a film in time but forgets about duration 

while observing the pictures. 
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An illustration of these three mechanisms together in one can be found in the layout of the sequence in 

which the train crosses the bridge between Brooklyn and the island of Manhattan. In Figure 43, the three 

layers appear clearly: the image can be seen in its entirety as a scene, as a part of a whole; it can be the 

parts that are between the steel pillars of the structure of the bridge; and it can be discerned in the distinct 

foreground, middle ground and background of the picture. The film constantly navigates in an 

intermediate position between these levels. 

 

 

Figure 43: View from the train on the bridge between Brooklyn and Manhattan (van Eenoo 2015) 

 

4.3.6. Narrative progression 

Act Two is composed of four stages; each is given a separate identity. Because the key scenes of the story 

are invisible in the final narrative, the connections have to appeal to the senses first, to eventually find an 

understanding in the mind of the viewer. In the overall story, the film has to make sense as a complete and 

consistent story: ‘to appreciate a movie you have to consider it as a whole’ (Bordwell, Thompson & Ashton 

1997, p. 1). 

Originally, the idea was to base the narrative structure on the anatomy of the city of New York, with its 

configuration in a grid, creating interstices between the blocks. During filming, however, it appeared that 

this type of structure is ubiquitous in urban areas, and it can actually be found in a variety of scales. The 
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narrative composition found a resonance in the smaller elements of the metropolitan landscape, as well as 

in ordinary details of some locations. 

It made sense to address the question of composition in both a concrete and abstract approach because the 

concept of intervals emerges as soon as there are structural elements at play. 

The four stages of Act Two are, to a large extent, based on psychological processes and each relates to a 

distinct mental state. The parts are organized in a specific composition that gradually increases the 

intensity, with an associated tint to figure the development of the story: 

a. Part one is represented by black hues, enhanced contrasts, dark tones, with isolated saturated 

white forms; 

b. Part two is represented by desaturated colors, predominantly gray scales, and ending in a 

sequence of pale gray pastel tones; 

c. Part three is represented by sepia tints, primarily found in the New York City subway, with 

muffled sound and low frequencies; and 

d. Part four is represented by dark blue colors, gradually evolving to gray, with scenes of water, boats 

and skies of Manhattan. 

The development of Act Two is crucial, because it leads the story to the climax and prepares for the 

resolution in Act Three. In addition to the mood, the rhythm gradually slows down until a surreal sequence 

on a boat in the rain, where most of the colors faded. The minute-long segment is entirely silent, which 

reinforces the feeling of slowness and prolonged duration. This part has no logical connection with the 

other scenes of the film. The reason for the sequence to appear at this time in the story is the impression it 

can generate in the viewer’s mind, with the melancholic tone of the images, the lack of elements to refer to, 

the change of pace in the narrative, and the sensation of exclusion it suggests. In this portion, silence 

reinforces the feeling of disorientation. 

 

4.4. Act III 

4.4.1. Cycle 

In addition to the use of elements of the monomyth, where different stages, divided in three acts, unfold in 

a logical arrangement of cause-and-effect, a more specific aspect of the story configuration emerges with 

‘The hero’s journey’ (Campbell 1949). What makes this format really different from its three-act structure 

predecessor is the formation in a cycle: the story ends where it started. 
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The film & uses the same images of clouds from the first minutes of Act One to conclude the story. 

However, in this scene, the character is not present anymore, suggesting that the story was not about him, 

but about a sense of place, or more precisely about a natural state of personality that is present in places—

in this case: the city of New York. The emotions that the spectator can experience are a result of this 

phenomenon, but it required the stretched time and distorted space of the film context to be aware of it. 

This idea of story cycle was originally influenced by the narrative composition of South Korean movie 

Spring, summer, fall, winter...and spring, which is based on the four seasons and their sequences (Spring, 

summer, fall, winter...and spring 2003). Director Kim Ki-Duk uses nature as a metaphor in the 

cinematography of the film. This quality reinforces the parallel between man and the environment, and the 

human interaction with nature, with the phenomena that influence and organize life, such as the cycles of 

seasons or simply day and night. As suggested in the title, the story is based on a revolution pattern, ending 

in the season where it began, thus using five segments. In addition, the movie is infused with a very slow 

atmosphere, which emphasizes the meditative view on duration and its meaning in real life. 

This aspect also echoes the concept of ‘natural narratology’—to stay true to the story in the way it is 

experienced by the character and how it is perceived by the audience. In this mode, the relation to the story 

is through past individual experiences and the memory of the associated feelings (Fludernik 1996). It is not 

clock time that is at play in the film &, but obviously psychological time. Nevertheless, both are repeating 

patterns. 

The film & uses the scheme of cycle, and emphasizes its meaning with the music in the third act, in a piano 

melody that is a variation of the first theme of the film, before ending with the images of the first act. 

In the first act, the development mirrors the structure of a day, with the morning, daytime and evening. In 

the third act, the indications of time and duration have become illogical and irrelevant, which is suggested 

by the clock and its mechanisms that move in slow motion, and the bird flying backwards in the following 

scene. 

 

4.4.2. Editing 

Editing and manipulating the connections between different sequences allow the filmmaker to adjust the 

scenes to the rhythm of the narrative, manipulating time, extending pauses, and modifying the structure of 

the original story (Fairservice 2001, p. 112). In the film &, editing is a substantial part of the creative 

method. The film was re-edited several times, to achieve the sense of storytelling based on emptiness that 

the research was investigating, with emphasis on rhythm and aesthetic precision. The approach is similar 
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to painting, with post-production allowing the manipulation of the footage and, from this perspective, 

literally generating new visuals. It also enables work on the overall tone of the film, creating innovative 

style (Neupert 2007). Additionally, two theories enrich the approach to editing as a crucial point in 

filmmaking. Firstly, Russian filmmaker and theorist Sergei Eisenstein arranges short shots gathered on 

screen and in the timeline to generate meaning, introducing the technique of montage to cinema, with 

aspects of the story manipulated in time and space (Eisenstein 1969, p. 254). Secondly, Japanese director 

Yasujirō Ozu uses editing to insert empty scenes and hiatuses in the narrative (Richie 1977, p. 159). This 

method creates a slow pace adding to the contemplative atmosphere and slowing the flow of storytelling 

(Bordwell 1988, p. 137). 

Non-conventional methods of editing such as intercutting and alternate shots with contrasting scenes offer 

creative possibilities, allowing innovative approaches to film narrative. Creative editing, when not 

constrained by the protocols of time logic, also enables a reorchestration of the development of the story in 

‘violations of classical convention’ (Berliner & Cohen 2011, p. 60). In doing so, the method elaborates an 

idiosyncratic interaction of the audience with the movie, where the viewer accesses a new language of 

storytelling that breaks the visual flow (Andrew 1987). It can nevertheless be accepted as the one and only 

language in the movie, and operate without being questioned by reason. The audience can literally play 

with the movie, guided by perceptual memory. It creates a unique dialogue between the viewer and the 

film. It is not only the meaning of the story that is manipulated, but also the narrative process in essence. 

The innovation resides in the informal and spontaneous feeling that transpires from the disregarded 

principles of narrative construction and editing rules. The dictations of time and space can be transgressed 

in cinema. This is certainly why ‘film art has a unique and distinct cinematic grammar’ (Bordwell, 

Thompson & Ashton 1997). 

For instance, Tom Tykwer’s Run Lola run delivers a triple story movie, where the protagonist, Lola has to 

run to save her lover’s life (Run Lola run 1998). The cuts are short and the film operates like a video game, 

in a very swift pace with a non-linear narrative, using a seemingly unreal world; rhythm, being the basis of 

the playful experience, relies on fast but efficient editing. The three parts: setup, development and ending 

appear transfigured, and offer unexpected multiple resolutions, with no clear conclusion. In this sense, the 

concept is an echo of Gilles Deleuze and Félix Guattari’s ‘rhizome theory’, which articulates multiple 

perspectives of reality (Deleuze & Guattari 1987, p. 135). This can be true in the narrative authenticity of 

the film &, because the reality of the story is in fact double: life, as it is experienced, juxtaposed with life, as 

it is perceived. This is a theme that can be found in a number of scenes in the film with reflections of action 

happening outside of the frame, in reference to Plato’s allegory of the cave (Ferguson 1922). 



 
 
 

135 

In addition, another aspect of editing influenced by the techniques of screenwriting emerged during the 

making of the film &. It redefined the final cut of the project. The idea originated from the publication of 

Screenwriting: history, theory, and practice, in which scholar Steven Maras introduces new perspectives 

on the filming process (Maras 2009). The author describes how replacing the screenwriting step of the 

filming process can enrich the work: the story is elaborated while the camera operates, with no support of a 

written piece (Maras 2009, p. 180). The cinematographer becomes writer and director. This concept can be 

likened to the work of painters, sculptors or improvisation music performers. The technique was used 

during filming in New York City. However, it was during the editing that it really became helpful. The 

principle applied to the freedom of modifying the meaning and creating new scenes out of a collection of 

footage that appeared when the first version of Act One was ready. But, to truly generate a sense of 

progression in a specific tempo, some sequences were added and the music was recomposed. Additionally, 

some parts were reframed to create more efficient connections. 

This combines pre-production, production, and post-production, making the digital tools of filming and 

editing instruments of free creative expression, without the constraints of structure. In practice, there is a 

correlation with improvisation, a mode that is praised to be singularly creative (Berliner 2009, p. 221). This 

idea repositions the narration construction, in relation to the film editing and its meaning, as it can be 

influential in music (Benson 2003, p. 36). 

In cinema, it can be compared to the ‘ad-lib’ method. For example, in the movie Naked, director Mike 

Leigh explores the possibilities of spontaneity, by giving the actors the latitude to not follow the script, but 

rather an idea that had to be communicated through the scene (Naked 1993). The film & was first and 

foremost a feeling—originally a creative response to the place of New York City—and it became a story 

through a similar principle of freedom of expression with the media. On that note, director Werner Herzog 

supports the idea of counting on serendipity and coincidences when making a movie (Smith & Toole 2013). 

In the instance of the making of the film &, the project evolved from the first step, but the original concept 

of interval was a guideline to make decisions during music composition, filming, and editing. This 

approach is appropriate for experiments on unconventional narratives (Maras 2009, p. 184). 

 

4.4.3. Narrative exhaustion 

Stories are ubiquitous in everyday life. In addition, they often operate in the same fashion, utilizing 

comparable mechanisms, built in similar structures. This reality can lessen the impact of a narrative. The 

audience becomes so familiar with the pace, patterns and overall delivery of the story, that even twists and 

plot developments can be expected, resulting in disappointment or boredom (Schrader 2009). Very 
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articulate movies become entertaining and, in doing so, can lose their impact on the audience, who would 

easily forget the plot and the meaning. The question of how well a story can be told could be measured 

against how it can impact the thoughts of the viewer. Relying solely on a script and its construction can 

result in a predictable story delivery (Saletta 2013). On that note, in 2014, acclaimed director and 

screenwriter Martin Scorsese declared his lack of interest in plot (Bordwell 2014). The film & actually does 

not address the topic of plot constitution, nor does it examine efficient storytelling. The experiment is 

centered on a non-cognitive cinematic experience, as a means of relating to the format of film, with its 

boundaries of space, time and format. 

 

4.4.4. Story ending 

At the end of the story of the film &, it appeared legitimate to avoid any intelligible and sensible resolution. 

The audience is to find an interpretation, according to sensuous factors that are both present in the film 

and absent from the final cut. 

The role, order and articulation of the different components of the story, in the first and second act, were 

strategic in preparing the conclusion. It was a matter of repeating some of the key elements, such as 

musical melody and key scenes, and creating a meaning in the sense of rhythm, to imply that the story 

reaches a final point. 

The last part of the film is a result of a carefully elaborated and precise preparation, but one part is 

decisive: the last few minutes. In The end: narration and closure in the cinema, Richard John Neupert 

discusses unresolved narratives, stating that the understanding of a narrative operates at the levels of 

perception, interpretation, hypotheses making and retrospection (Neupert 1995, p. 180). All of these steps 

serve to make sense of the story in the film &. By not giving a conclusion, the work allows open 

interpretation, and contributes to an intimate dialogue between the audience and the story. On this 

subject, Vietnamese filmmaker and theorist Trinh T. Minh-Ha declares that ‘there is this incredible fear of 

non-action in modern society, and every space has to be filled up, blocked, occupied, talked about’ (Trinh 

1999, p. 222). The film & addresses the question by using absence—of scenes, of dialogues, of components 

of the image, of sound, and of character—on different levels of the work, to generate personal reflection—

although there is an apparent ‘contradiction inherent in its apprehension’ (Taylor 2013, p. 1). 

Additionally, resolution itself could be a stereotype. As the final shot of the film appears on screen, the plot 

may or may not find a resolution (Neupert 1995, p. 32). This decision belongs to the audience and personal 

judgment. Some stories do end, but not necessarily on screen. This invisible communication with the film 
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is paramount to the type of narrative the film used: the crucial elements of the story are absent. The story is 

‘to be continued’ as in the ‘open story’ paradigm (Neupert 1995, p. 75). In this sense, it is another interval 

that exists after the film concludes. 

The most important element of the final act is a sequence in which the character proceeds from right to left 

to leave the screen—for the first and only time in the film. Consequently, every scene afterward is without 

his appearance. A sequence of nine shots of past locations—all of them absent of the character this time—

reinforce the notion. In relation to ‘the hero’s journey’, only the place is still present; the protagonist 

disappeared. The only real character of the story was not the person, but the space in which the action took 

place. 

 

4.4.5. Minimalist film 

The theme of minimalism finds a particular application in the last act of the film, because the story reaches 

a conclusion, so the images of the story achieve the highest significance in relation to the principle of 

absence: the fundamental and underlying principle of the story. The scarcity of elements in the images 

advanced to the stage of being deprived of the character. Besides, the conceptual approach to filmmaking 

can also be influenced by limited means and techniques. The Dogme 95 movement, with its rules that limit 

the technical aspects of the production and post-production, is an example of how restriction can serve 

creativity (Kelly 2011). The film & utilizes restraint as an essential instrument of its narrative process, and 

elimination as a creative methodology in the editing, which reaches its boundary in Act III. The final 

segment of the story finds answers in the aesthetics and concepts of minimalism as well as the art 

movement of arte povera (Christov-Bakargiev 1999). A work with few elements requires more focus and 

places the emphasis on details. 

In addition, limiting the resources, processes and components can help to achieve a more authentic 

storytelling, by using the ‘simplest possible modes’ (Slobodkin 1986, p. 257). It can also mean refusing to 

use conventional techniques. This formula is exemplified in the third act of the film &, culminating in 

minimum number of elements on screen, nearly monochrome images and elementary editing. 

 

4.4.6. Natural storytelling 

Comparably, Act III finds a response to the ending of the story in the notion of natural storytelling. The 

correspondence between the approach to movie making and the theory of ‘natural narratology’ described 
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by Monika Fludernik appears in the perception of storytelling with less interference from the cognitive 

field (Fludernik 1996). The story of the character ends with his disappearance from the screen. Narrative, 

in this perspective, appeals to the senses, through its aesthetic more than it requires understanding of its 

coherence. The audience can contemplate the last minutes of the story with no logical indication to 

conclude the film and no clear resolution, as it can happen in natural processes. This method lets the 

viewer have a final personal vision of the work, for a free interpretation of its meaning. 

In addition, the instinctive approach to narrative with hiatuses reinforced in a final sequence enables 

imagination to participate and—to a certain extent—co-create the work. This mechanism is a common 

process in the understanding of a story, especially at a young age. It is often present in children’s literature. 

For instance, in The little prince, the narrator’s illustrations are simple, sometimes incomplete, and 

mysterious, so that the child can imagine the story of a sheep from a simple box drawn on paper (de Saint-

Exupéry 2000). The movie adaptation uses the same technique with a double narrative, by establishing 

parallels between the original book and the animated film, through the use of metaphors and Antoine de 

Saint-Exupéry’s enigmatic illustrations, offering space for interpretation of the story’s meaning (The little 

prince 2015). 

In the film &, the enigmatic tone present throughout the story, and more specifically in its conclusion, 

enables the same process of interpretation and creative participation of the audience, utilizing ambivalence 

as a major characteristic of the work. The model of conflict and resolution is an underlying basis for the 

story, but not a pattern on which the film develops. Its ending in Act III does not offer an understanding to 

the issues addressed in Act I and Act II. In this sense, it is closer to a natural apprehension of the world in 

real life, where not every question finds a clear answer, and where perception depends on individuals. 

 

4.5. Reflection 

The type of narrative based on hiatuses used in the film & is an appropriate choice for a story about 

interiority and emotions. It connects to the senses of the viewer. The meaning of the film is implicit, and so 

is its narrative, for its construction on what is missing (Branigan 2013, p. 90) However, this type of 

storytelling could be limited in its applications. With a more concrete story orientation, the purpose could 

divert from the narrative, and confuse the spectator. The kind of imagery and the themes that are in the 

film & are conventionally more adequate for art installation or non-narrative works. What makes this 

project a film is the format, length, the implied connections between the sequences of the film, and the 

sense of narrative uniformity that result from the exercise, due to its elaboration on cinematic storytelling 
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paradigms. The response could be boredom or the work could appear overly austere. But the exercise is, at 

the same time, the integration of different stories in one, an immersive experience, and the creation of 

several levels of relation with the viewer. In doing so, the work blurs the distinctions between narrative, 

ambiance, and meaning. The resulting film aims to unify these ideas into a coherent entity (Bordwell, 

Thompson & Ashton 1997).  

Generally, in cinema, dialogues tend to drive the narrative, or play an important part in its delivery. As a 

result, in a film with little action, the audience could expect conversations, narration, or voice-over to give 

a direction to the story. But the intervals that compose the film & are moments of interiority, devoid of 

words. They stand as the silent gaps of the fabula. Consequently, it could be challenging for the viewer to 

witness no human interaction of any kind throughout the entire narrative. However, this particular 

characteristic is what generates the esoteric atmosphere and resonance of the film. The relation of the 

spectator with the story is experienced through a single character, but it is not the story of that person that 

is unfolding—it is his thoughts and emotions. This aspect accentuates the idiosyncrasy of the film and its 

overall abstract tonality. It provides only one approach to experiencing the film: contemplation. 

Ultimately, the experience would appear considerably less efficient without the association of music and 

sound as a narrative guides. Other devices would be required to drive the flow of the story, such as 

dialogues or voice-over. 

The film & attempts to reach the level of abstraction in storytelling that music offers. With sound, 

metaphors arise from a sensuous medium: there is an immediate interpretation of narrative that can 

communicate emotions, through the physical perception of vibrations. Music does not necessarily require 

cognitive understanding of composition to convey its message. The interpretation of the piece belongs to 

the audience via notes, rhythm, and arrangement, which generate impressions. Likewise, an important 

aspect of the relation of the viewer with the film & remains sensory. The rational approach to cinematic 

narrative is a basis for the architecture of the story—with distinct technical values, properties and 

structure—but the meaning of the work operates primarily through the senses. 

Additionally, the nature of the film & is relatively tied to the genre of experimental cinema, due to its 

enigmatic and poetic approach to cinematic storytelling. It also challenges the fundamental characteristics 

of conflict and resolution in conventional plots. Nevertheless, the exercise opens possibilities for further 

experimentation with narrative configuration through the notion of absence in time and space. 
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4.6. Conclusion 

A variety of theoretical references and artistic influences nourished the research project, with connections 

to music, painting, cinema, literature, psychology, philosophy and science, in a ‘rhizome’ configuration 

(Deleuze & Guattari 1987, p. 3). The research question focuses on how a film narrative composed of story 

intervals operates, and what aspects of the work surface from this process. As an answer, the writing is to 

be considered concurrently with the feature film &, for the dialogue that is created between theory and 

creative practice. The dissertation identifies concepts and notions of storytelling, interrogating narrative 

anatomy, while the findings are expressed through the film. More precisely, the investigation of cinematic 

time and space is an approach to study film narratology itself, as a practice of interrogation (Cobley 2005). 

This research collected, analyzed, and synthesized a particular range of influences—with a variety of 

movies—and film theory—with literature pertaining to cinema and narratology. From this study, the 

creative component assembles and utilizes alternative storytelling techniques, which are applied in the 

context of absence, silence, and emptiness. The reasoning is shown though the film and the reflection on 

time and space it can foster. 

A response to the research question, the film & is exclusively composed of empty segments: scenes that are 

unconnected to the plot, but communicate on an external layer of relation to the narrative. From this 

configuration, the viewer can recompose the story with open interpretation, and according to personal 

factors. In this sense, it is an opposite approach to that of the literary theory by Wolfgang Iser and the time 

gaps (Iser 1978). The use of gaps in the narrative reveals an underlying dimension of time and space in the 

work, which can expand the area of cinematic experience, and generate a wider scope of observation. When 

this process is at work, there is no more imposition of a way of watching the film. 

In addition, the film & is an examination of some key components of cinema: image, sound, rhythm, and 

how the absence of these instruments at some points in the film can shape an unorthodox kind of 

narrative. 

At the root of the method of using seemingly insignificant elements of the story as fabula, as well as 

otherwise negligible details of the film scenes, lies the paradoxical idea of enriching the narrative by 

removing, omitting, and disconnecting. This approach is comparable to that of arte povera (Lumley 2004); 

minimalism (Hornstein, Nunes & Grohmann 2005); abstraction in painting (Cheetham 1991); music 

composition with tempo, rests, transitions, and degrees of intensity (Chion 1994); as well as the practice of 

limited budget movie production (Munt 2012). 
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A cinematic storytelling configuration solely composed of intervals, requires the manipulation of duration, 

and as a result, the notion of space is also distorted. In this sense, the creative project is an exploration of 

cinematic space, more than an exploration of cinematic time. The film is primarily an experiment with the 

different aspects of space: location, image composition, and metaphors. Although the idea of place is 

fundamental in the film &, it is the sense of space that becomes predominant in the approach to creating 

the tone of the story. Physical location, as well as the surface of the on-screen image, and their relation 

become fundamental areas of exploration. 

With narrative intervals, the story can operate on different levels of relation with the audience, where the 

emotional attributes cannot be broken into a combination of components, but rather a balance of sensuous 

attributes of the images and sound work of the film, with emptiness at the core of the cinematic experience. 

As a result, the relation between the seemingly unconnected scenes of the film emerges from the sense of 

rhythm created by the editing style, the tone that the music generates, and the metaphors that the 

cinematography produces throughout the experience. The audience is offered to contemplate the distortion 

of time and space in the film, relate to the story on different aspects, and reflect on the meaning of the work 

with personal judgment. This mechanism exists virtually, outside of the story itself. 

In essence, the essential theme of the creative answer to the research question—narrative gaps composing 

a film story—remains in the notion of empty space between structural forms, as it is expressed through the 

Japanese concept of ma, in which the interval enables an intensity of observation, thus creating an 

immersive experience (Arata 1979). 

On a narrative perspective, the film & follows a conventional three-fold structure, for its familiar 

architecture, but the scenes of the different acts operate in a relation of implied continuity. The sense of 

irregular pace, the manipulation of duration, and the impression of absence in the timeline, and in the 

scenes, result in a wider scope of observation for the audience to apprehend the film. When this process is 

at work, a new approach to watching the film appears, where the spectator is involved in co-creating the 

story. The method at play is one that leaves space for interpretation. The different levels of understanding 

the story can be found in the images and the audio of the work, through the use of a selection of cinematic 

techniques: framing—with elements that are deliberately left out of the screen, depth of field—with 

different layers of reading the sequence, reflection—with light, water and mirroring surfaces. The music 

and sound work accompany the narrative development, guiding the experience and emphasizing the 

meditative tone of the film. 

Additionally, film is a unique medium that offers numerous levels of experimentation with storytelling: 

sound, music, cinematography, acting, dialogues, editing, and rhythm allow for manipulating narrative 



 
 
 

142 

delivery in relation to time. However, throughout the research with a focus on narrative gaps, the concept 

of chronology revealed itself as closely tied to the notion of space. From this perspective, a new approach to 

cinematic storytelling materialized. Two distinct aspects can be discerned: the apprehension of film 

narrative functions on a horizontal axis—where it operates in relation to time progression—but at the same 

time, the concept of time-image transfigures the film and creates an additional dimension—a vertical axis—

with which the viewer can relate to the story in a uniquely personal and non-cognitive manner. This 

process enables external connections that are present in the pictures of the film to emerge, in parallel to 

the plot development. Based on this fundamental notion, the perception of duration and the relation to 

space in film—what is on screen, and what is not—are challenged and reassessed. This implicit dimension 

of the film led to the consideration of emptiness as a subject of experimentation, in the visual, auditory and 

narrative perspectives. 

With a formation in a series of story intervals, the film displays characteristics comparable to those of 

abstract art: freedom of interpretation, relation to the senses of the viewer rather than analytical thinking, 

and connections to philosophical or metaphysical notions. The very essence of the work therefore relies on 

the characteristics of images, editing style, and sound work, in a more crucial way than with common 

narrative configuration. The more tangible aspects of the work, such as cause and effect, the experience of 

duration, and the apprehension of cinematic space, acquire a different dimension. It naturally generates an 

expressive aesthetic and tonality, essentially inclined to create metaphors. 

The central idea of the work consists in the operation of omitting—in the spheres of visual, audio, and 

narrative construction—so that the experience of the film becomes an investigation, but in an emotional 

aspect. The audience can recompose and to a certain extent co-create the story of the film, on a personal 

level of sensitivity. The different instruments of filmmaking—cinematography, sound, and editing—

support this process, through individual ingredients of the film. Elements of space, seemingly insignificant 

details in the pictures, the use of music that repositions every scene in a different context, and the 

distortion of time in the story create the somehow elevated resonance of the work. The plot exists in an 

underlying layer of the narrative, and is present throughout the film, but is implied rather than explicit.  

Film can become an experience almost exclusively based on senses, as opposed to reasoning. When it is 

composed of empty gaps in the story, it can also question logical thought as an instrument of apprehending 

a narrative, and challenge the notion of cause-and-effect. The use of hiatuses repositions the roles of music, 

cinematography and editing, against the common predominance of chronology, conflict and character arcs 

in filmic narratives. 

The story of the film & ultimately finds meaning in the processes of contemplation and self-reflection, with 

the perception of duration being manipulated as a storytelling instrument. Through this cinematic 
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experience based on intervals, a poetic aspect emerges in the narrative, that offers to transcend time and 

space. 

  



 
 
 

144 

References 

 

2001: a space odyssey 1968, motion picture, Metro-Goldwyn-Mayer, Los Angeles. 

3-iron 2004, motion picture, Big Blue Film, Seoul.  

A study in choreography for camera 1945, motion picture, Microcinema International, San Francisco. 

All is lost 2013, motion picture, Lion Gates, Santa Monica. 

Allen, R. 1995, Projecting illusion: film spectatorship and the impression of reality, Cambridge University 

Press, Cambridge. 

Anderson, J.L. & Richie, D. 1982, ‘The Japanese film: art and industry’, Princeton University Press, 

Princeton. 

Andrew, D. (ed.) 1987, Breathless, vol. 9, Rutgers University Press, Chapel Hill. 

Arata, I. 1979, ‘Ma: Japanese time-space’, The Japanese Architect, International Edition of Shinkenchiku, 

vol. 262, pp. 69-80.  

Aronson, L. 2011, The 21st Century Screenplay: a comprehensive guide to writing tomorrow’s films, 

Silman-James Press, Crows Nest. 

Ashes of time 1994, motion picture, Newport Entertainment, Hong Kong. 

Augé, M. 1992, Non-places: introduction to an anthropology of supermodernity, trans. J. Howe, Verso, 

New York City. 

Avery, D. 2014, Unhomely cinema: home and place in global cinema, Anthem Press, New York City. 

Bagdad cafe 1987, motion picture, Filmverlag der Autoren, Berlin. 

Ballard, P. 2004, In Search of Truth: Béla Tarr Interviewed, Kinoeye, vol. 4, no. 2, viewed 26 February 

2016, <http://www.kinoeye.org/04/02/ballard02.php >. 

Barr, A.H. 1966, What is modern painting? Museum of Modern Art, New York City. 

Bazin, A. 1978, Orson Welles: a critical view, 5th edn, Acrobat Books, Los Angeles. 

Beach, C. 2003, The Cambridge introduction to twentieth-century American poetry, Cambridge 

University Press, Cambridge. 

Beasts of no nation 2015, motion picture, Bleecker Street Media, New York City. 

Beckett, S. 1994, How it is, Grove Press, New York City. 

Behrens, R.R. 1998, ‘Art, design and Gestalt theory’, Leonardo, vol. 31, no. 4, pp. 299-303. 

Being John Malkovich 1999, motion picture, USA Films, Universal City. 

Benson, B.E. 2003, The improvisation of musical dialogue: a phenomenology of music, Cambridge 

University Press, Cambridge. 

Bergson, H. 1991, Matter and memory, Zone Books, New York City. 



 
 
 

145 

Berliner, P.F. 2009, Thinking in jazz: the infinite art of improvisation, University of Chicago Press, 

Chicago. 

Berliner, T. & Cohen, D.J. 2011, ‘The illusion of continuity: active perception and the classical editing 

system’, Journal of Film and Video, vol. 63, no. 1, pp. 44-63. 

Berner, E.K. & Berner, R.A. 2012, Global environment: water, air, and geochemical cycles, Princeton 

University Press, Princeton. 

Birren, F. 1984, Color & human response: aspects of light and color bearing on the reactions of living 

things and the welfare of human beings, 1st edn, Wiley, Hoboken. 

Black cat, white cat 1999, motion picture, Focus Features, Universal City. 

Bonnet, J. 2006, Stealing fire from the gods: the complete guide to story for writers and filmmakers, 

Michael Wiese Productions, Studio City. 

Booker, C. 2004, The seven basic plots: why we tell stories, Bloomsbury Academic, London. 

Bordwell, D. 1979 The art cinema as a mode of film practice' Film Criticism, vol. 4, no. 1, pp. 56-64. 

Bordwell, D. 1985, Narration in the fiction film, University of Wisconsin Press, Madison. 

Bordwell, D. 1988, Ozu and the poetics of cinema, Princeton University Press, Princeton. 

Bordwell, D. 2006, The way Hollywood tells it: story and style in modern movies, University of California 

Press, Ewing. 

Bordwell, D. 2007, Poetics of cinema. Routledge, London. 

Bordwell, D. 2014, Observations on film art - understanding film narrative, viewed 8 January 2015, 

<http://www.davidbordwell.net/blog/2014/01/12/understanding-film-narrative-the-

trailer> 

Bordwell, D., Thompson, K. & Ashton, J. 1997, Film art: an introduction, vol. 7, McGraw-Hill, New York 

City. 

Boyhood 2014, motion picture, IFC Films, New York City. 

Branigan, E. 2013, Narrative comprehension and film, Routledge, Abington. 

Breathless 1960, motion picture, UGC, Paris. 

Broner, N. 1978, 'The effects of low frequency noise on people—a review', Journal of Sound and Vibration, 

vol. 58, no. 4, pp. 483-500. 

Brown, C. J., Chen, A. C. N., & Dworkin, S. F. 1989, ‘Music in the control of human pain’, Music Therapy, 

vol. 8, no. 1, pp. 47-60. 

Bruner, J. 1991, ‘The narrative construction of reality’, Critical Inquiry, vol. 18, no. 1, pp. 1-21. 

Cage, J. 1952, 4’33, audio recording, New York Public Library, New York City. 

Cage, J. 1981, Empty words: writings 73-78, Wesleyan University Press, Middletown. 

Cage, J. 2011, Silence: lectures and writings, Wesleyan University Press, Middletown. 



 
 
 

146 

Campbell, J. 1949, The hero with a thousand faces, 1st edn, Princeton University Press, Princeton. 

Campbell, R., Johnson, V.T. & Petrie, G. 1995, The films of Andrei Tarkovsky: a visual fugue, Indiana 

University Press, Bloomington. 

Carlson, M. 1984, Theories of the theatre: a historical and critical survey from the Greeks to the present, 

expanded edn, Cornell University Press, Ithaca. 

Carringer, R.L. 1996, The making of Citizen Kane, University of California Press, reprint edn, Ewing. 

Carter, P. 2004, Material thinking: the theory and practice of creative research, Melbourne University 

Publishing, Melbourne. 

Carter, P. 2009, Dark writing: geography, performance, design, University of Hawaii Press, Honolulu. 

Casino royale 2006, motion picture, Sony Pictures Releasing, London. 

Celant, G. 1967, ‘Appunti per una guerriglia’, Flash Art, vol. 5, pp. 1966-9. 

Chang, H.M., Ivonin, L., Díaz, M., Català, A., Chen, W. & Rauterberg, M. 2013, ‘From mythology to 

psychology: identifying archetypal symbols in movies’, Technoetic Art, vol. 11, no. 2, pp. 

99-113. 

Chatman, S.B. & Duncan, P. 2004, Michelangelo Antonioni: the investigation, Taschen, Cologne. 

Chatman, S.B. 1980, Story and discourse: narrative structure in fiction and film, Cornell University Press, 

Ithaca. 

Cheetham, M.A. 1991, The rhetoric of purity: essentialist theory and the advent of abstract painting, 

Cambridge University Press, Cambridge. 

Chion, M. 1994, Audio-vision: sound on screen, Columbia University Press, New York City. 

Christov-Bakargiev, C. 1999, Arte povera, Phaidon Press, London. 

Chungking express 1994, motion picture, Ocean Shores, Hong Kong. 

Citizen Kane 1941, motion picture, RKO Pictures, New York City. 

City of angels 1998, motion picture, Warner Bros., Burbank. 

City of god 2002, motion picture, Miramax, Santa Monica. 

Cobley, P. 2001, Narrative (the new critical idiom), 1st edn, Routledge, London. 

Cobley, P. 2005, Narratology, 2nd edn, The Johns Hopkins Guide to Literary Theory and Criticism, St 

John Hopkins University Press, viewed 17 December 2014, 

<http://litguide.press.jhu.edu/cgi-bin/view.cgi?eid=189>. 

Cohen, A.J. 2001, ‘Music as a source of emotion in film’, in P.N. Juslin & Sloboda, J. A. (eds), Music and 

emotion: theory and research, Oxford University Press, Oxford, pp. 249-72. 

Cohen, A.J. 2013, ‘Film music and the unfolding narrative’, in M.A. Arbib (ed.), Language, music and the 

brain, Strüngmann Forum Reports, MIT Press, Cambridge, MA, vol. 10, pp. 173 - 201. 



 
 
 

147 

Collins Dictionary 2016, HarperCollins, London, viewed 30 November 2016, 

<http://www.collinsdictionary.com>. 

Crash 2004, motion picture, Lions Gate Films, Santa Monica. 

Crazy Pete 1961, motion picture, Société Nouvelle de Cinématographie, Paris. 

Cross, J.E. 2001, ‘What is sense of place’, Archives of the Twelfth Headwaters Conference, pp. 2-4. 

Cubitt, S. 2002, ‘Digital filming and special effects’, in D. Harries (ed.), The new media book, British Film 

Institute, London, pp. 17-30. 

Dargis, M. 2016, Review: in Jim Jarmusch’s ‘Paterson,’ a meditative flow of words into poetry, The New 

York Times, viewed 1 February 2017, 

<http://www.nytimes.com/2016/12/27/movies/paterson-review.html?_r=1>. 

David, I. 2014, ‘Screenwriting and emotional rhythm’, Journal of Screenwriting, vol. 5, no. 1, pp. 47-57. 

De Mente, B.L. 2011, The Japanese samurai code, Tuttle Publishing, North Clarendon. 

de Saint-Exupéry, A. 2000, The little prince, trans. R. Howard, Mariner Books, Boston. 

Dead man 1995, motion picture, Miramax Films, Santa Monica. 

Degli-Esposti, C. 1998, Postmodernism in the cinema, Berghahn Books, New York City. 

Deleuze, G. & Guattari, F. 1987 Introduction: rhizome a thousand plateaus: capitalism and schizophrenia, 

1st edn, University of Minnesota Press, Minneapolis. 

Deleuze, G. 1986, Cinema I: the movement-image, University of Minnesota Press, Minneapolis. 

Deleuze, G. 1989, Cinema II: the time-image, University of Minnesota Press, Minneapolis. 

DeWitt, B.S. 1975, ‘Quantum field theory in curved spacetime’, Physics Reports, vol. 19, no. 6, pp. 295-357. 

Doane, M.A. 1980, ‘The voice in the cinema: the articulation of body and space’, Cinema/Sound, no. 60, 

pp. 33-50. 

Doane, M.A. 2003, ‘The close-up: scale and detail in the cinema’, Differences: a Journal of Feminist 

Cultural Studies, vol. 14. no. 3, pp. 89-111. 

Dolezel, L. 1995, ‘Fictional worlds: density, gaps, and inference’, Style, vol. 29, no. 2, p. 201. 

Dolls 2002, motion picture, Channel Neko, Tokyo. 

Donaldson, L.F. 2014, Texture in Film, Palgrave Macmillan, Basingstoke. 

Dowling, W. 2011, Ricoeur on time and narrative, University of Notre Dame Press, Notre Dame. 

Dōyo, S., Selden, K. & Selden, L. 2015, ‘Renga by Sasaki Doyō: selected from the Tsukubashū (Tsukuba 

Anthology)’, Review of Japanese Culture and Society, vol. 27, no. 1, pp. 55-62. 

Dreams 1990, motion picture, Warner Bros. Pictures, Burbank. 

Duel 1971, motion picture, American Broadcasting Company, New York City. 

Eco, U. 1992, Interpretation and overinterpretation, Cambridge University Press, Cambridge. 

Eisenstein, S. 1969, Film form: essays in film theory, trans. Leyda. J., Harcourt, Boston. 



 
 
 

148 

Elliot, A.J. & Maier, M.A., 2007, ‘Color and psychological functioning’, Current Directions in Psychological 

Science, vol. 6. no. 5, pp. 250-4. 

Elsaesser, T. 2011, ‘Stop/motion’, in E. Røssaak (ed.), The still/moving field: an introduction, Amsterdam 

University Press, Amsterdam, pp. 109-22. 

Enter the void 2009, motion picture, Wild Bunch Distribution, Paris. 

Epstein, J. & Liebman, S. 1977, ‘Magnification and other writings’, October, vol. 3, pp. 9-25. 

Espinosa, J.G. 1979, ‘For an imperfect cinema’, Jump Cut, vol. 20, pp. 24-6. 

Evens, A. 2002, ‘Sound ideas’, in B. Massumi (ed.), A shock to thought: expression after Deleuze and 

Guattari, Routledge, London, pp. 171-87. 

Fairservice, D. 2001, Film editing: history, theory and practice, Manchester University Press, Manchester. 

Ferguson, A.S. 1922, ‘Plato's simile of light (continued), part II. The allegory of the cave’, The Classical 

Quarterly, vol. 16, no. 1, pp. 15-28. 

Fiant, A. 2014, Pour un cinéma contemporain soustractif, Presses Universitaires Vincennes, Paris. 

Field, S. 1994, Screenplay: the foundations of screenwriting, revised edn, Delta Publishing, New York City. 

Flanagan, M. 2008, Towards an Aesthetic of Slow in Contemporary Cinema, 16:9, viewed 26 February 

2015, <http://www.16-9.dk/2008-11/side11_inenglish.htm>. 

Fletcher, A. 2001, The art of looking sideways, Phaidon Press, London. 

Fludernik, M. 1996, Towards a 'natural' narratology, Routledge, London. 

Fludernik, M. 2012, ‘How natural is ‘unnatural narratology’; or, what is unnatural about unnatural 

narratology?’ Narrative, vol. 20, no. 3, pp. 357-70. 

Frampton, D. 2012, Filmosophy, Columbia University Press. 

Garwood, I. 2013, The sense of film narration, Edinburgh University Press, Edinburgh. 

Genette, G. 1980, Narrative discourse: an essay in method, Cornell University Press, Ithaca. 

Gerry 2002, motion picture, ThinkFilm, New York City. 

Geuens, J.P. 2002, ‘The digital world picture’, Film Quart, vol. 55, no. 4, pp. 16-27. 

Goldstein, K. 1942, ‘Some experimental observations concerning the influence of colors on the function of 

the organism’, American Journal of Physical Medicine & Rehabilitation, vol. 21. no. 3, 

pp. 147-51. 

Google maps, New York City, viewed 28 November 2016, 

<https://www.google.com.au/maps/place/New+York,+NY,+USA/@40.7563016,-

73.9929711,13z/data=!4m5!3m4!1s0x89c24fa5d33f083b:0xc80b8f06e177fe62!8m2!3d4

0.7127837!4d-74.0059413>. 

Gorbman, C. 1987, Unheard melodies: narrative film music, Indiana University Press, Bloomington. 



 
 
 

149 

Graham, L. 2008, ‘Gestalt theory in interactive media design’, Journal of Humanities & Social Sciences, 

vol. 2, no. 1, pp. 1-12. 

Graham, T.S., Ackermann, J.C. & Maxwell, K.K. 2004, ‘Reel leadership II: getting emotional at the movies’, 

Journal of Leadership Education, vol. 3, no. 3, pp. 44-57. 

Grant, B.K. 2007, Film genre: from iconography to ideology, Wallflower, New York City. 

Green, J. 2010, ‘Understanding the score: film music communicating to and influencing the audience’, 

Journal of Aesthetic Education, vol. 4, no. 4, pp. 81-94. 

Greenhalgh, C. 2005, ‘How cinematography creates meaning in Happy together (Wong Kar-Wai, 1997)’, 

Style and meaning: studies in the detailed analysis of film, pp. 195-213. 

Grondin, S. 2001, ‘From physical time to the first and second moments of psychological time’, 

Psychological Bulletin, vol. 127. no. 1, pp. 22-4. 

Groundhog Day 1993, motion picture, Columbia Pictures, Culver City. 

Gummo 1997, motion picture, Fine Line Features, New York City. 

Haeckel, J.J. 2015, ‘An aesthetic of absence’, Image & Narrative, vol. 16, no. 1, pp. 45-56. 

Hall, J. 1991, ‘Realism as a style in cinema vérité: a critical analysis of ‘primary’’, Cinema Journal, vol. 30, 

no. 4, pp. 24-50. 

Happy together 1997, motion picture, Golden Harvest Company, Hong Kong. 

Hargreaves, D.J. 2005, Musical communication, Oxford University Press, Oxford. 

Hauge, M. 2011, Writing screenplays that sell, new twentieth anniversary edition: the complete guide to 

turning story concepts into movie and television deals, A&C Black, London. 

Helvering, D.A. 2007, Functions of dialogue underscoring in American feature film, ProQuest, Arbor. 

Herman, D. 2004, Story logic: problems and possibilities of narrative, University of Nebraska Press, 

Lincoln, NE. 

Herzog, W. & Cronin, P. 2002, Herzog on Herzog, Macmillan, London. 

Herzog, W. 1999, Werner Herzog, film statements/texts, viewed 5 January 2015, 

<http://www.wernerherzog.com/52.html>. 

Hornstein, N., Nunes, J. & Grohmann, K.K. 2005, Understanding minimalism, Cambridge University 

Press, Cambridge. 

Hühn, P. & Sommer, R. 2012, ‘Narration in poetry and drama’, The living handbook of narratology, 

Hamburg University Press, viewed 2 March 2015, < http://wikis.sub.uni-

hamburg.de/lhn/index.php/Narration_in_Poetry_and_Drama>. 

Hummon, D. 1992, ‘Community attachment: local sentiment and sense of place, place attachment’, in I. 

Altman & Low S (eds), Plenum, New York City, pp. 253-78. 

Hunger 2008, motion picture, Icon Production, Los Angeles. 



 
 
 

150 

I'm not there 2007, motion picture, The Weinstein Company, New York City. 

Igartua, J.J., 2010, 'Identification with characters and narrative persuasion through fictional feature films', 

Communications, vol. 35, no. 4, pp. 347-373. 

In the mood for Doyle 2007, television program, Arte, Paris, 30 August. 

Inland empire 2006, motion picture, 518 Media, New York City. 

Irréversible 2002, motion picture, Mars Distribution, Paris. 

Iser, W. 1972, ‘The reading process: a phenomenological approach’, New Literary History, vol. 3, no. 2, pp. 

279-99. 

Iser, W. 1978, The act of reading: a theory of aesthetic, 1st edn, Johns Hopkins University Press, 

Baltimore. 

Iser, W. 1993, ‘The implied reader: patterns of communication in prose fiction from Bunyan to Beckett’, 

Johns Hopkins University Press, Baltimore. 

Issari, M.A. 1979, What is cinéma vérité? Scarecrow Press, Lanham. 

Julien donkey-boy 1999, motion picture, Fine Line Features, Los Angeles. 

Jung, C.G. 1968, Man and his symbols, Dell, New York City. 

Juniper, A. 2011, Wabi-sabi: the Japanese art of impermanence, Tuttle Publishing, North Clarendon. 

Juslin, P.N. & Sloboda, J. 2010, Handbook of music and emotion (affective science), 1st edn, Oxford 

University Press, Oxford. 

Keen, S. 2013, 'Narrative empathy', in Hühn, P. et al. (eds.), The living handbook of narratology, Hamburg 

University Press, Hamburg, viewed 5 June 2017, <http://wikis.sub.uni-

hamburg.de/lhn/index.php/Narrative_Empathy#Definition>. 

Kelly, R.T. 2011, The name of this book is Dogme95, Faber & Faber, London. 

Khatib, L. 2012, Storytelling in world cinemas: contexts, Columbia University Press, New York City. 

Koehler, R. 2011, ‘Interview - The thinking image: Fred Kelemen on Béla Tarr and The Turin horse’, 

Cinema Scope viewed 1 March 2015, <http://cinema-scope.com/cinema-scope-

magazine/interview-the-thinking-image-fred-kelemen-on-bela-tarr-and-the-turin-

horse>. 

Koffka, K. 2013, Principles of Gestalt psychology, Routledge, Oxford. 

Kohn, E. 2012, ‘An interview with Béla Tarr: why he says 'The Turin horse' is his final film’, Indiewire, 

viewed 3 March 2015, <http://www.indiewire.com/article/bela-tarr-explains-why-the-

turin-horse-is-his-final-film>. 

Korine, H. 1999, Without the work I'd kill myself, The Guardian, viewed 9 January 2015, 

<http://www.theguardian.com/film/1999/nov/05/3>. 



 
 
 

151 

Korine, H. 2003, Harmony Korine, Sense of Cinema, viewed 9 January 2015, 

<http://sensesofcinema.com/2003/great-directors/korine/>. 

Korine, H. 2008, Julien Donkey-Boy, Harmony-Korine.com, viewed 9 January 2015, 

<http://www.harmony-korine.com/paper/index/i_julien.html>. 

Koyaanisqatsi 1982, motion picture, Island Alive, London. 

Kozloff, S. 2000, Overhearing film dialogue, University of California Press, Oakland. 

Kramer, L. 1991, ‘Musical narratology: a theoretical outline’, Indiana Theory Review, vol. 12, pp. 141-62. 

La jetée 1962, motion picture, Argos Films, Paris. 

Laitinen, A. 2002, ‘Charles Taylor and Paul Ricoeur on self-interpretations and narrative identity’, in R. 

Huttunen (ed.), Narrative research: voices of teachers and philosophers, pp. 57-71. 

Lam, C. 2013, 'Emotional realism and actuality: the function of prosumer aesthetics in film, FilmAsia 

Second Annual Conference on Film and Documentary, vol. 1, no. 2, pp. 84-99. 

Landscape in the mist 1988, motion picture, New Yorker Films, New York City. 

Lankow, J., Ritchie, J. & Crooks, R. 2012, Infographics: the power of visual storytelling, John Wiley & 

Sons, Hoboken. 

Lau, D.C. 1963, Dao de jing, Penguin, London. 

Lavandier, Y. 2005, Writing drama: a comprehensive guide for playwrights and scriptwriters, Le Clown 

et L'Enfant, Cergy. 

Lechelt, E.C. & Borchert, R. 1977, ‘The interdependence of time and space in somesthesis: the Tau effect 

reexamined’, Bulletin of the Psychonomic Society, vol. 10, no. 3, pp. 191-3. 

Lejeune, H. & Wearden, J.H. 2009, ‘Vierordt's the experimental study of the time sense (1868) and its 

legacy’, European Journal of Cognitive Psychology, vol. 21, no. 6, pp. 941-60. 

Levinson, J. 2012, ‘Music film and narrative agency’, in D. Bordwell. & Carroll, N. (eds), Post-theory: 

reconstructing film studies, University of Wisconsin Press, Madison. 

Lidwell, W., Holden, K. & Butler, J. 2010, Universal principles of design, revised and updated: 125 ways 

to enhance usability, influence perception, increase appeal, make better design 

decisions, and teach through design, Rockport Publication, Beverly. 

Life in a fishbowl 2014, Icelandic Film Company, Reykjavík. 

Lloyd, M.G.1980, William Carlos Williams' Paterson: a critical reappraisal, Fairleigh Dickinson 

University Press, Madison. 

Lost highway 2001, motion picture, October Films, London. 

Lost in translation 2003, motion picture, Tohokushinsha Film, Tokyo & American Zoetrope, San 

Francisco. 

Lothe, J. 2000, Narrative in fiction and film, 1st edn, Oxford University Press, Oxford. 



 
 
 

152 

Lumley, R. 2004, Arte povera: movements in modern art, Tate Publishing, London. 

Mamber, S. 1972, ‘Cinema-vérité in America, part I’, Screen, vol. 13, no. 2, pp. 79-108. 

Man with a movie camera 1929, motion picture, Amkino Corporation, New York City. 

Manchester by the sea 2016, motion picture, Roadside Attractions, Los Angeles. 

Manovich, L. 1996, Cinema and digital media, viewed 23 February 2017, 

<http://manovich.net/content/04-projects/008-cinema-and-digital-

media/06_article_1995.pdf>. 

Maras, S. 2009, Screenwriting: history, theory and practice, Wallflower Press, London. 

Marks, L.U. 2000, The skin of the film: intercultural cinema, embodiment, and the senses, Duke 

University Press, Durham. 

Marrati, P. 2008, Gilles Deleuze: cinema and philosophy, JHU Press, Baltimore. 

Martin, M. 1981, Untitled no. 1, painting, Museum of Modern Art, New York City. 

Mascelli, J.V. 1965, The five c's of cinematography, Cine/Graphics Publications, Farmington Hills. 

Matsunobu, K. 2013, ‘Performing, creating, and listening to nature through music: the art of self-

integration’, The Journal of Aesthetic Education, vol. 47, no. 4, pp. 64-79. 

McClean, S.T. 2007, Digital storytelling: the narrative power of visual effects in film, MIT Press, 

Cambridge. 

McKee, R. 1997, Story: substance, structure, style, and the principles of screenwriting, 1st edn, 

HarperCollins, New York City. 

Mellamphy, D. 2003, ‘Stop the clocks! time and narrative in cinema by Helen Powell’, Alphaville: Journal 

of Film and Screen Media vol. 5, viewed 16 December 2014, 

<http://www.alphavillejournal.com/Issue5/HTML/ReviewMellamphy.html>. 

Memento 2000, motion picture, New Market Films, Los Angeles. 

Men, W. 1991, The gateless barrier: the Wu-Men Kuan, trans. R. Aitken, North Point Press, New York City. 

Merriam-Webster's Japanese-English Dictionary 2010, Merriam-Webster, Inc., Springfield. 

Meyer, J. 2004, Minimalism: art and polemics in the sixties, Yale University Press, New Haven. 

Microcosmos 1996, motion picture, Bac Films, Paris. 

Millard, K. 2010, ‘After the typewriter: the screenplay in a digital era’, Journal of Screenwriting, vol. 1, no. 

1, pp. 11-25. 

Miller, G.A. 1993, ‘Images and models, similes and metaphors’, in A. Ortony (ed.), Metaphor and Thought, 

2nd edn, Cambridge University Press, pp. 357-400. 

Mills, R. 2015, Colour and storytelling in films, viewed 23 February 2017, <www.robertmills.me/colour-

and-storytelling-in-films>. 

Min, H. 2008, ‘Kim Ki-Duk and the cinema of sensations’, PhD thesis, University of Maryland. 



 
 
 

153 

Mobbs, D., Weiskopf, N., Lau, H.C., Featherstone, E., Dolan, R.J. & Frith, C.D. 2006, ‘The Kuleshov effect: 

the influence of contextual framing on emotional attributions’, Social Cognitive and 

Affective Neuroscience, vol. 1, no. 2, pp. 95-106. 

Modern times 1936, motion picture, United Artists, Beverly Hills. 

Moen, T. 2008, ‘Reflections on the narrative research approach’, International Journal of Qualitative 

Methods, vol. 5, no. 4, pp. 56-69. 

Monet, C. 1920, Reflections of clouds on the water-lily pond, painting, Museum of Modern Art, New York 

City. 

Moonrise kingdom 2012, motion picture, Focus Features, Universal City. 

Morgan, D.N. 1961, ‘Art pure and simple’, Journal of Aesthetics and Art Criticism, vol. 20, no. 2, pp. 187-

95. 

Mouëllic, G. 2014, Improvising cinema, Amsterdam University Press, Amsterdam. 

Moulard-Leonard, V. 2008, Bergson-Deleuze encounters: transcendental experience and the thought of 

the virtual, SUNY Press, Albany. 

Mr. Nobody 2009, motion picture, Belga Films, Braine-l'Alleud. 

Mulvey, L. 1975, ‘Visual pleasure and narrative cinema’, Screen, vol. 16, no. 3, pp. 6-18. 

Munt, A, 2012, Expensive words, cheap images: ‘scripting’ the adapted screenplay, Journal of 

Screenwriting, vol. 4, no. 1, pp. 57-76. 

Naked 1993, motion picture, Thin Man Films, London. 

Neupert, R.J. 1995, The end: narration and closure in the cinema, Wayne State University Press, Detroit. 

Neupert, R.J. 2007, A history of the French new wave cinema, University of Wisconsin, Madison. 

Ng, J.T.W. 2014. 'Mise en abyme', PhD thesis, Florida State University, Tallahassee. 

Nichols, B. 1991, Representing reality: issues and concepts in documentary, Indiana University Press, 

Bloomington. 

Nichols, B. 2010, Introduction to documentary, 2nd edn, Indiana University Press, Bloomington. 

Obendorf, H. 2009, Minimalism: designing simplicity, Springer Science & Business Media, Berlin. 

Once upon a time in China 1991, motion picture, Golden Harvest Company, Hong Kong. 

Paste 2011, The scent of green papaya, viewed 29 November 2016, 

<http://www.pastemagazine.com/articles/2011/05/the-scent-of-green-papaya.html>. 

Paterson 2016, motion picture, Bleecker Street Media, New York City. 

Pawlaczyk-Luszczyńiska M., Dudarewicz A., Waszkowska M., Szymczak W. & Sliwińska-Kowalska M. 

2005, 'The impact of low-frequency noise on human mental performance', International 

Journal of Occupational Medicine and Environmental Health, vol. 18, no. 2, pp. 185-98. 



 
 
 

154 

Payne, H. 1993, Handbook of inquiry in the arts therapies: one river, many currents, Jessica Kingsley 

Publishers, London. 

Persona 1966, motion picture, Lopert Pictures Corporation, Los Angeles. 

Pho, L. 2004, Tran Anh Hung - influences and style of film-making, Talawas, viewed 14 December 2016, 

<http://www.liquisearch.com/tran_anh_hung/influences_and_style_of_film-making>. 

Planet of the apes 1968, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Plantinga, C. 2009, Moving Viewers: American Film and the Spectator's Experience, University of 

California Press, Oakland, CA. 

Playtime 1967, motion picture, Specta Films, Paris. 

Pleasantville 1998, motion picture, New Line Cinema, Los Angeles. 

Poell, T. 2004, ‘Movement and time in cinema’, Discern(e)ments: Deleuzian Aesthetics, pp. 1-21, viewed 26 

January 2017, <http://ssrn.com/abstract=2154302>. 

Powaqqatsi 1988, motion picture, Cannon Film Distributors, Los Angeles. 

Powell, H. 2012, Stop the clocks! time and narrative in cinema, 1st edn, I.B. Tauris, London. 

Price-Williams, D.R. 1954, ‘The kappa effect’, Nature, vol. 173, pp. 363-4. 

Prince, G. 1974, A grammar of stories: an introduction, Walter de Gruyter, Berlin. 

Prince, G. 2003, A dictionary of narratology, revised edn, University of Nebraska Press, Lincoln. 

Prince, S. 2004, ‘The emergence of filmic artifacts: cinema and cinematography in the digital era’, Film 

Quart, vol. 57, no. 3, pp. 24-33. 

Rancière, J. 2004, The intervals of cinema, 1st edn, Verso, New York City. 

Rashomon 1950, motion picture, Daiei Film Company, Tokyo. 

Red desert 1964, motion picture, Rizzoli, Milan. 

Reider, N. 2005, ‘Akira Kurosawa's Dreams, as seen through the principles of classical Japanese literature 

and performing art Noriko’, Japan Forum, vol. 17, no. 2, pp. 257-72. 

Richie, D. 1977, Ozu: his life and films, University of California Press, Berkeley. 

Ricoeur, P. 1990, Time and narrative, vol. 3, 1st edn, University of Chicago Press, Chicago. 

Rognoli, V. & Karana, E. 2014, ‘Towards a new materials aesthetic based on imperfection and graceful 

ageing’, Materials Experience: fundamentals of Materials and Design, pp. 145-54. 

Rogue one: a star wars story 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Run Lola run 1998, motion picture, Sony Pictures Classics, New York City. 

Ryan, M.L. 2004, Narrative across media: the languages of storytelling, 1st edn, University of Nebraska 

Press, Lincoln. 

Saletta, E. 2013, ‘Cinema of choice: optional thinking and narrative movies’, Journal of Contemporary 

European Studies vol. 21, no. 4, pp. 568-9. 



 
 
 

155 

Salway, A. & Graham, M. 2003, ‘Extracting information about emotions in films’, Eleventh ACM 

international conference on Multimedia, ACM Press, Berkeley, pp. 299-302. 

Sandhu, S. 2012, Slow cinema fights back against Bourne's supremacy, The Guardian, viewed 9 January 

2015, <http://www.theguardian.com/film/2012/mar/09/slow-cinema-fights-bournes-

supremacy>. 

Sayre, H.M. 1983, ‘The object of performance: aesthetics in the seventies’, The Georgia Review, vol. 37, no. 

1, pp. 169-88. 

Schapiro, M. 1937, ‘Nature of abstract art’, Marxist Quarterly, vol. 1, pp. 77-98. 

Schmid, W. 2010, Narratology: an introduction, 1st edn, Walter de Gruyter, Berlin. 

Schrader, P. 2009, Have videogames and reality TV given us “narrative exhaustion”? The Guardian, 

viewed 8 January 2015, <http://www.theguardian.com/film/2009/jun/19/paul-

schrader-reality-tv-big-brother> 

Schuchman, L. 1964, ‘Dither signals and their effect on quantization noise’, IEEE Transactions on 

Communication Technology, vol. 12, no. 4, pp. 162-65. 

Scott, A.O. 2014, Walking with solitude, and her baggage, The New York Times, viewed 4 January 2015, 

<http://www.nytimes.com/2014/12/03/movies/wild-stars-reese-

witherspoon.html?_r=0>. 

Sebih, N. 2013, ‘From vacuity to motion pictures - the cinematic interval’, Re-Bus, vol. 6, University of 

Essex, viewed 12 February 2015, 

http://www.essex.ac.uk/arthistory/research/pdfs/rebus_issue_6/sebih.pdf>. 

Serper, Z. 2001, ‘Kurosawa's Dream: a cinematic reflection of a traditional Japanese context’, Cinema 

Journal, vol. 40, no. 4, pp. 81-103. 

Shadows 1959, motion picture, The Criterion Collection, New York City. 

Silence 2016, motion picture, Paramount Pictures, Los Angeles. 

Sitney, P.A. 1979, Visionary film: the American avant-garde 1943-1978, 2nd edn, Oxford University Press, 

Oxford. 

Slobodkin, L.B. 1986, ‘The role of minimalism in art and science’, American Naturalist, vol. 127, no. 3, pp. 

257-65. 

Slow 2013, motion picture, Mouna Films, Stuttgart. 

Smith, A. & Toole, J.K. 2013, ‘Monthly archives: November 2013’, Image, vol. 6. no. 3, pp. 593-605. 

Solaris 1972, motion pictures, The Criterion Collection, New York City. 

Sone, Y. 2005, Little Manhattan, sculpture, David Zwirner Gallery, New York City. 



 
 
 

156 

Songcharoen, V. 2013, ‘The color identity in traditional Thai Buddhist temples’, Intellectual Repository 

RMUTT, viewed 16 December 2014, 

<http://www.repository.rmutt.ac.th/handle/123456789/1213>. 

Songs from the second floor 2000, motion picture, Triangle film, Stockholm. 

Sontag, S. 1969, Styles of Radical Will, 3rd edn, Picador, London. 

Source code 2011, motion picture, Summit Entertainment, Santa Monica. 

Spence, R, 2015, ‘Agnes Martin: the quiet American’, Financial Times, viewed 13 November 2016, 

<http://www.ft.com/content/22341ab2-091f-11e5-b643-00144feabdc0>. 

Spring, summer, fall, winter...and spring 2003, motion picture, Cineclick Asia, Seoul. 

Stalker 1979, motion picture, Ruscico, Moscow. 

Standaert, N. 2015, ‘Don't mind the gap: sinology as art of in-betweenness’, Philosophy Compass, vol. 10, 

no. 2, pp. 91-103. 

Steele, F. 1981, The sense of place, Cbi Pub Co., London. 

Stein, S.J. & Book, H. 2010, The EQ edge: emotional intelligence and your success, John Wiley & Sons, 

Hoboken. 

Sterritt, D. 1999, The films of Jean-Luc Godard: seeing the invisible, Cambridge University Press, 

Cambridge. 

Stewart, G. 2008, Framed time: toward a postfilmic cinema, University of Chicago Press, Chicago. 

Strickland, E. 2000, Minimalism – origins, 2nd edn, Indiana University Press, Bloomington. 

Stroud, J.M. 1956, ‘The fine structure of psychological time’, Annals of the New York Academy of Sciences, 

vol. 138, no. 2, pp. 623-31. 

Suto, Y. 1952, ‘The effect of space on time estimation (S-effect) in tactual space’, Japanese Journal of 

Psychology, vol. 22, p. 45-57. 

Take shelter 2011, motion picture, Sony Pictures Classics, New York City. 

Tan, E. S., 2013, Emotion and the structure of narrative film: film as an emotion machine, Routledge, 

Abingdon. 

Tapper, J., Thorson, E. & Black, D. 1994, ‘Profile: variations in music videos as a function of their musical 

genre’, Journal of Broadcasting & Electronic Media, vol. 38, no. 1, pp. 103-113. 

Tarkovsky, A. 1987, Sculpting in time: reflections on the cinema, trans. Hunter-Blair, K., University of 

Texas Press, Austin. 

Tarkovsky, A. 1989, Sculpting in time: Tarkovsky the great Russian filmmaker discusses his art, reprint 

edn, University of Texas Press, Austin. 

Taylor, A. 2013, ‘Constructing emptiness: Ennio Morricone and Randolph Stow’, Landscapes: Journal of 

the International Centre for Landscape and Language, vol. 2, no. 3, pp. 1-11. 



 
 
 

157 

The artist 2011, motion picture, The Weinstein Company, New York City. 

The assassin 2015, motion picture, Media Asia Films, Hong Kong. 

The beauty inside 2015, motion picture, Next Entertainment World, Seoul. 

The bicycle thief 1948, motion picture, Ente Nazionale Industrie Cinematografiche, Rome. 

The cameraman 1928, motion picture, Metro-Goldwyn-Mayer, Beverly Hills. 

The discovery 2017, motion picture, Netflix, Los Gatos. 

The fifth element 1997, motion picture, Gaumont Buena Vista International, Paris. 

The godfather 1972, motion picture, Paramount Pictures, Los Angeles. 

The godfather part II 1974, DVD, motion picture, Paramount Pictures, Los Angeles. 

The good, the bad and the ugly 1966, motion picture, Produzioni Europee Associati, Rome. 

The hunt 2012, motion picture, Magnolia Pictures, Dallas. 

The little prince 2015, motion picture, Paramount Pictures, Los Angeles. 

The naked island 1960, motion picture, Kindai Eiga Kyokai, Tokyo. 

The red turtle 2016, motion picture, Toho Company, Tokyo. 

The scent of green papaya 1993, motion picture, GoDigital Media Group, Santa Monica. 

The searchers 1956, motion picture, Warner Bros., Burbank. 

The SpongeBob SquarePants movie 2004, motion picture, Paramount Pictures, Los Angeles. 

The swimmer 1968, motion picture, Columbia Pictures, Los Angeles. 

The thin red line 1988, motion picture, Criterion Collection, New York City. 

The Turin horse 2011, motion picture, Másképp Alapítvány Cirko Film, Budapest. 

The vertical ray of the sun 2000, motion picture, Sony Pictures Classics, New York City. 

The wild bunch 1969, motion picture, Warner Brothers/Seven Arts, Burbank. 

There will be blood 2007, motion picture, Paramount Vantage, Los Angeles. 

Thompson, K. 2001, Storytelling in the new Hollywood: understanding classical narrative technique, 1st 

edn, Harvard University Press, Cambridge. 

Three kings 1999, motion picture, Warner Bros., Burbank. 

Timecode 2000, motion picture, Screen Gems, Culver City. 

To the wonder 2012, motion picture, Magnolia Pictures, Dallas. 

Trinh, T. M-H. 1999, Cinema interval, Routledge, London. 

Tudor, D. 2008, ‘The eye of the frog: questions of space in films using digital processes’, Cinema Journal, 

vol. 48, no. 1, pp. 90-110. 

Twin peaks 1990, television program, American Broadcasting Company, New York City, 8 April. 

Un chien andalou 1929, DVD, Microcinema International, Houston. 

van Eenoo, C. 2013, ‘Empty space and silence’, Arts and Design Studies, vol. 15, pp. 1-5. 



 
 
 

158 

van Eenoo, C. 2014, Untitled, painting, file name: Untitled 026, Rochester Contemporary Art Center, 

Rochester. 

van Eenoo, C. 2015, Detail of Grand Central Station in New York City, digital image. 

van Eenoo, C. 2015a, Illustration of the Gestalt principle of closure, digital image. 

van Eenoo, C. 2015a, Untitled, painting, file name: Untitled 027, private collection. 

van Eenoo, C. 2015b, Narrative Construction Based on Intervals, digital image. 

van Eenoo, C. 2015b, Untitled, painting, file name: Untitled 029, Yorktown Museum, Yorktown. 

van Eenoo, C. 2015c, Narrative construction based on the cycle of water, digital image. 

van Eenoo, C. 2015c, Untitled, painting, file name: Untitled 030, The Painting Center, New York City. 

van Eenoo, C. 2016a, Untitled, digital photograph, file name: Untitled 031, private collection. 

van Eenoo, C. 2016a, Untitled, motion picture, file name: Untitled 001, Studio 309093, New York City. 

van Eenoo, C. 2016a, Untitled, musical composition, file name: Untitled 017, Studio 309093, New York 

City. 

van Eenoo, C. 2016a, Untitled, painting, file name: Untitled 028, Marin Museum of Contemporary Art, 

Novato. 

van Eenoo, C. 2016b, & film poster, digital image, private collection. 

van Eenoo, C. 2016b, Untitled, digital photograph, file name: Untitled 032, private collection. 

van Eenoo, C. 2016b, Untitled, motion picture, file name: Untitled 002, Studio 309093, New York City. 

van Eenoo, C. 2016b, Untitled, musical composition, file name: Untitled 018, Studio 309093, New York 

City. 

van Eenoo, C. 2016b, Untitled, painting, file name: Untitled 025, Manhattan Graphics Center, New York 

City. 

van Eenoo, C. 2016c, Untitled, motion picture, file name: Untitled 003, Studio 309093, New York City. 

van Eenoo, C. 2016c, Untitled, musical composition, file name: Untitled 019, Studio 309093, New York 

City. 

van Eenoo, C. 2016d, Untitled, motion picture, file name: Untitled 004, Studio 309093, New York City. 

van Eenoo, C. 2016d, Untitled, musical composition, file name: Untitled 020, Studio 309093, New York 

City. 

van Eenoo, C. 2016e, Untitled, motion picture, file name: Untitled 005, Studio 309093, New York City. 

van Eenoo, C. 2016e, Untitled, musical composition, file name: Untitled 021, Studio 309093, New York 

City. 

van Eenoo, C. 2016f, Untitled, motion picture, file name: Untitled 006, Studio 309093, New York City. 

van Eenoo, C. 2016f, Untitled, musical composition, file name Untitled 022, Studio 309093, New York 

City. 



 
 
 

159 

van Eenoo, C. 2016g, Untitled, motion picture, file name: Untitled 007, Studio 309093, New York City. 

van Eenoo, C. 2016g, Untitled, musical composition, file name: Untitled 023, Studio 309093, New York 

City. 

van Eenoo, C. 2016h, Untitled, motion picture, file name: Untitled 008, Studio 309093, New York City. 

van Eenoo, C. 2016h, Untitled, musical composition, file name: Untitled 024, Studio 309093, New York 

City. 

van Eenoo, C. 2016i, Untitled, motion picture, file name: Untitled 009, Studio 309093, New York City. 

van Eenoo, C. 2016j, Untitled, motion picture, file name: Untitled 010, Studio 309093, New York City. 

van Eenoo, C. 2016k, Untitled, motion picture, file name: Untitled 011, Studio 309093, New York City. 

van Eenoo, C. 2016l, Untitled, motion picture, file name: Untitled 012, Studio 309093, New York City. 

van Eenoo, C. 2016m Untitled, motion picture, file name: Untitled 013, Studio 309093, New York City. 

van Eenoo, C. 2016n, Untitled, motion picture, file name: Untitled 014, Studio 309093, New York City. 

van Eenoo, C. 2016o, Untitled, motion picture, file name: Untitled 015, Studio 309093, New York City. 

van Eenoo, C. 2016p, Untitled, motion picture, file name: Untitled 016, Studio 309093, New York City. 

van Eenoo, C. 2017, &, motion picture, Studio 309093, New York City. 

van Gogh, V. 1885, The potato eaters, painting, van Gogh Museum, Amsterdam. 

Verstraten, P. 2009, Film narratology, 3rd revised edn, University of Toronto Press, Toronto. 

Vertov, D. 1984, Kino-eye: the writings of Dziga Vertov, University of California Press, Berkeley. 

Viera, M. 1990, ‘The work of John Cassavetes: script, performance style, and improvisation’, Journal of 

Film and Video, pp. 34-40. 

Villella, F. A. 2001, ‘Lost in paradise: the cinema of Jim Jarmusch’, Screening the Past, vol. 13, viewed 9 

January 2015, 

<http://tlweb.latrobe.edu.au/humanities/screeningthepast/firstrelease/fr1201/fvfr13a.h

tm >. 

Von Hallberg, R. 1978, Charles Olson: the scholar's art, Harvard University Press, Cambridge. 

Walsh, T. 1998, The dark matter of words: absence, unknowing, and emptiness in literature, SIU Press, 

Carbondale. 

Ward, N. 2006, ‘Iser's aesthetic response theory viewed in the context of collaborative hyperfictions’, Curej 

College Undergraduate Research Electronic Journal, pp. 42-74. 

Wartenberg, T. 2004, ‘Philosophy of film’, Stanford Encyclopedia of Philosophy, viewed 3 March 2015, 

<http://plato.stanford.edu/entries/film/#EmoEng>.  

Wenders, W. 2001, A sense of place, viewed 13 December 2014, <http://www.wim-

wenders.com/news_reel/2001/0103princeton.htm>. 

Wenders, W. 2005, A sense of place, Verlag Der Autoren, Frankfurt. 



 
 
 

160 

West 47th street 2001, motion picture, Lichtenstein Creative Media, New York City. 

White, A.W. 2011, The elements of graphic design: space, unity, page architecture, and type, Skyhorse 

Publishing Inc., New York City. 

Wild 2014, motion picture, Fox Searchlight Pictures, Los Angeles. 

Williams, J. 2012, ‘Beckett between the words: punctuation and the body in the English prose’, Samuel 

Beckett Today/Aujourd'hui, vol. 11, pp. 249-59. 

Winds 2013, motion picture, Tiglon, Istanbul. 

Wings of desire 1987, motion picture, Basis-Film-Verleih, Berlin. 

Wingstedt, J., Brändström, S. & Berg, J. 2010, ‘Narrative music, visuals and meaning in film’, Visual 

Communication, vol. 9, no. 2, pp. 193-210. 

Winter Sleep 2014, motion picture, New Wave Films, London. 

Winters, B. 2010, ‘The non-diegetic fallacy: film, music, and narrative space’, Music and Letters, vol. 91, 

no. 2, pp.224-44. 

Wolf, W. 1999, ‘Musicalized fiction and intermediality: theoretical aspects of word and music studies’, in 

W. Bernhart, Scher, S.P. & Wolf W. (eds.), Word and music studies: defining the field, 

Graz, pp. 37-58. 

Wolf, W. 2011, Illusion (Aesthetic), The living handbook of narratology, Hamburg University Press, 

viewed 16 December 2014, <hup.sub.uni-hamburg.de/lhn/index.php?title=Illusion 

(Aesthetic)&oldid=1563>. 

Yarrow, K. 2010, ‘Temporal dilation: the chronostasis illusion and spatial attention’, Attention and Time, 

pp. 137-50. 

  



 
 
 

161 

Digital appendix 

 
Attached media experiments 
 
 
 
Title   File name  Medium 

 

&   &.mp4   Feature film 

Untitled    Untitled 001.mp4  Short film experiment 

Untitled    Untitled 002.mp4  Short film experiment 

Untitled    Untitled 003.mp4  Short film experiment 

Untitled    Untitled 004.mp4 Short film experiment 

Untitled    Untitled 005.mp4  Short film experiment 

Untitled    Untitled 006.mp4 Short film experiment 

Untitled    Untitled 007.mp4  Short film experiment 

Untitled    Untitled 008.mp4 Short film experiment 

Untitled    Untitled 009.mp4 Short film experiment 

Untitled    Untitled 010.mp4  Short film experiment 

Untitled    Untitled 011.mp4  Short film experiment 

Untitled    Untitled 012.mp4  Short film experiment 

Untitled    Untitled 013.mp4  Short film experiment 

Untitled    Untitled 014.mp4  Short film experiment 

Untitled    Untitled 015.mp4  Short film experiment 

Untitled    Untitled 016.mp4  Short film experiment 

Untitled    Untitled 017.wav  Music experiment 

Untitled    Untitled 018.wav  Music experiment 

Untitled    Untitled 019.wav  Music experiment 

Untitled    Untitled 020.wav  Music experiment 

Untitled    Untitled 021.wav  Music experiment 

Untitled    Untitled 022.wav  Music experiment 

Untitled    Untitled 023.wav  Music experiment 

Untitled    Untitled 024.wav  Music experiment 

Untitled    Untitled 025.jpg  Painting 

Untitled    Untitled 026.jpg  Painting 

Untitled    Untitled 027.jpg  Painting 

Untitled    Untitled 028.jpg  Painting 

Untitled    Untitled 029.jpg  Painting 

Untitled    Untitled 030.jpg  Painting  

Untitled    Untitled 031.jpg  Digital photograph 

Untitled    Untitled 032.jpg  Digital photograph 

Untitled    Untitled 033.jpg  Digital image: film poster  



 
 
 

162 

Appendix: filmography 

 

(500) days of Summer 2009, motion picture, Fox Searchlight Pictures, Los Angeles. 

(Dis)honesty: the truth about lies 2015, motion picture, Salty Features, New York City. 

$9.99 2008, motion picture, Regent Releasing, Los Angeles. 

1,000 times goodnight 2013, motion picture, Nordisk Film Distribution, Copenhagen. 

10 years 2011, motion picture, Anchor Bay Films, Beverly Hills. 

12 to the Moon 1960, motion picture, Columbia Pictures, Culver City. 

12 years a slave 2013, motion picture, Fox Searchlight Pictures, Los Angeles. 

13 assassins 2010, motion picture, Toho Company, Tokyo. 

13 going on 30 2004, motion picture, Columbia Pictures, Los Angeles. 

14 blades 2010, motion picture, Golden Harvest Company, Hong Kong. 

18 again! 1988, motion picture, New World Pictures, Atlanta. 

1976 2016, motion picture, Aggressive, New York City. 

2 wondrous tigers 1979, motion picture, Goldig Films, Hong Kong. 

20,000 days on earth 2014, motion picture, Drafthouse Films, Austin. 

22 Jump street 2014, motion picture, Columbia Pictures, Los Angeles. 

24 days 2014, motion picture, Paradis Films, Paris. 

27 dresses 2008, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

28 days 2000, motion picture, Columbia Pictures, Culver City. 

3 days to kill 2014, motion picture, Relativity Media, Los Angeles. 

3 nights in the desert 2014, motion picture, Monterey Media, Thousand Oaks. 

3 shades 2015, motion picture, Mothers Grace Production, Mumbai. 

30 minutes or less 2011, motion picture, Columbia Pictures, Culver City. 

300 2006, motion picture, Warner Bros. Pictures, Burbank. 

300: rise of an empire 2014, motion picture, Warner Bros. Pictures, Burbank. 

36 questions 2015, motion picture, Wise Guy Pictures, Los Angeles. 

4-minute mile 2014, motion picture, Gravitas Ventures, El Segundo. 

4:44 last day on Earth 2012, motion picture, IFC Films, New York City. 

400 days 2016, motion picture, XLrator Media, Los Angeles. 

42 2013, motion picture, Warner Bros. Pictures, Burbank. 

45 years 2015, motion picture, Artificial Eye, London. 

5 flights up 2014, motion picture, Focus Features, Universal City. 

50/50 2011, motion picture, Summit Entertainment, Santa Monica. 



 
 
 

163 

7 grandmasters 1977, motion picture, Golden Harvest Cinema, Toronto. 

99 homes 2014, motion picture, Broad Green Pictures, Los Angeles. 

A case of you 2013, motion picture, IFC Films, New York City. 

A dog's purpose 2017, motion picture, Universal Pictures, Universal City. 

A fantastic fear of everything 2012, motion picture, Universal Pictures International, London. 

A fighting man 2014, motion picture, Bandwidth Digital Releasing, Winnipeg. 

A fistful of dollars 1964, motion picture, Unidis, Rome. 

A ghost story 2017, motion picture, A24, New York City. 

A good lawyer's wife 2003, motion picture, Chungeorahm Film, Seoul. 

A life well lived 2015, motion picture, Seattle. 

A long way down 2014, motion picture, Lionsgate Films, London. 

A Martian landing on planet Venus 2015, motion picture, Mexico City. 

A million ways to die in the west 2014, motion picture, Universal Pictures, Universal City. 

A most violent year 2014, motion picture, A24 Films, New York City. 

A most wanted man 2014, motion picture, Roadside Attractions, Los Angeles. 

A night in old Mexico 2013, motion picture, Phase 4 Films, Los Angeles. 

A shot in the dark 1964, motion picture, United Artists Corporation, London. 

A single man 2009, motion picture, The Weinstein Company, New York City. 

A story 2016, motion picture, Los Angeles. 

A story of floating weeds 1934, motion picture, Shochiku Company Limited, Tokyo. 

A study in choreography for camera 1945, motion picture, Los Angeles. 

A tale of samurai cooking: a true love story 2013, motion picture, Tokyo. 

A thousand words 2012, motion picture, Paramount Pictures, Los Angeles. 

A trip to the moon 1902, motion picture, Star-Film, Paris. 

A walk among the tombstones 2014, motion picture, Universal Pictures, Universal City. 

A walk in the woods 2015, motion picture, Broad Green Pictures, Los Angeles. 

Abiogenesis 2011, motion picture, Park Road Post, Wellington. 

About a boy 2002, motion picture, Universal Pictures, Universal City. 

About Alex 2014, motion picture, Screen Media Films, New York City. 

Accidental love 2015, motion picture, Millennium Entertainment, Los Angeles. 

Admission 2013, motion picture, Focus Features, Universal City. 

Adore 2013, motion picture, Exclusive Releasing, Beverly Hills. 

Adventureland 2009, motion picture, Miramax, Santa Monica. 

Aftermath 2017, motion picture, Lionsgate, Santa Monica. 



 
 
 

164 

Against the grain 2012, motion picture, FilmWorks Entertainment, Murrieta. 

Against the sun 2014, motion picture, Goldcrest Films, New York City. 

Age of uprising: the legend of Michael Kohlhaas 2013, motion picture, Les Films du Losange, Paris. 

Alex of Venice 2014, motion picture, Screen Media Films, New York City. 

Alexander and the terrible, horrible, no good, very bad day 2014, motion picture, Walt Disney Studios 

Motion Pictures, Burbank. 

Alien: covenant 2017, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

All eyez on me 2017, motion picture, Lionsgate, Santa Monica. 

All good things 2010, motion picture, Magnolia Pictures, Dallas. 

All is lost 2013, motion picture, Lionsgate, Santa Monica. 

All the president's men 1976, motion picture, Warner Bros. Pictures, Burbank. 

All the wilderness 2014, motion picture, Screen Media Films, New York City. 

Allegiant 2016, motion picture, Summit Entertainment, Universal City. 

Allied 2016, motion picture, Paramount Pictures, Los Angeles. 

Almost married 2014, motion picture, New KSM, Wiesbaden. 

Aloft 2014, motion picture, Sony Pictures Classics, New York City. 

Aloha 2015, motion picture, Sony Pictures Releasing Culver City. 

Alone time 2013, motion picture, Unparalleled Productions, San Francisco. 

Already tomorrow in Hong Kong 2015, motion picture, Deltamac Co., Hong Kong. 

American honey 2016, motion picture, A24, New York City. 

American made 2017, motion picture, Universal Pictures, Universal City. 

American pastoral 2016, motion picture, Lionsgate, Santa Monica. 

American pie 1999, motion picture, Universal Pictures, Universal City. 

American sniper 2015, motion picture, Warner Bros. Pictures, Burbank. 

American ultra 2015, motion picture, Lionsgate, Santa Monica. 

Amy Winehouse: fallen star 2012, motion picture, Reagal Films, Atlanta. 

An Andalusian dog 1929, motion picture, Les Grands Films Classiques, Paris. 

An education 2009, motion picture, Sony Pictures Classics, New York City. 

An honest liar 2014, motion picture, Abramorama, Pleasantville. 

An oversimplification of her beauty 2012, motion picture, Variance Films, New York City. 

Anchorman 2: the legend continues 2013, motion picture, Paramount Pictures, Los Angeles. 

Anchorman: the legend of Ron Burgundy 2004, motion picture, DreamWorks Distribution, Universal 

City. 

Animal kingdom 2010, motion picture, Madman Entertainment, Melbourne. 



 
 
 

165 

Annie Hall 1977, motion picture, United Artists, Beverly Hills. 

Anomalisa 2015, motion picture, Paramount Pictures, Los Angeles. 

Anomaly 2014, motion picture, Sypher Films, Los Angeles. 

Ant-man 2015, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Antarctica: a year on ice 2013, motion picture, Antzworks, Christchurch. 

Apocalypse now 1979, motion picture, United Artists, Beverly Hills. 

Approaching the unknown 2016, motion picture, Paramount Pictures, Los Angeles. 

Apricot 2009, motion picture, Mosaic Media Group, Los Angeles. 

Are you here 2013, motion picture, Millennium Entertainment, Los Angeles. 

ARQ 2016, motion picture, Netflix, Los Gatos. 

Arrival 2016, motion picture, Paramount Pictures, Los Angeles. 

As dreamers do 2014, motion picture, Vision Films, Oaks. 

As I lay dying 2013, motion picture, Millennium Entertainment, Los Angeles. 

Ashby 2015, motion picture, Paramount Pictures, Los Angeles. 

Ashes of time 1994, motion picture, Newport Entertainment, Hong Kong. 

Assassin's creed 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Assignment: outer space 1960, motion picture, American International Pictures, Los Angeles. 

Asterix: the mansions of the gods 2014, motion picture, SND Films, Paris. 

At land 1944, motion picture, New York City. 

Attack on titan: part 1 2015, motion picture, Toho Company, Tokyo. 

August Osage county 2013, motion picture, The Weinstein Company, New York City. 

Authors anonymous 2014, motion picture, Screen Media Films, New York City. 

Automata 2014, motion picture, Millennium Entertainment, Los Angeles. 

Avengers: age of Ultron 2015, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Back and forth 1969, video recording, Canyon Cinema, San Francisco. 

Back to the future 1985, motion picture, Universal Pictures, Universal City. 

Back to the future part II 1989, motion picture, Universal Pictures, Universal City. 

Bad neighbors 2014, motion picture, Universal Pictures, Universal City. 

Bad words 2013, motion picture, Focus Features, Universal City. 

Badlands 1983, motion picture, Warner Bros. Pictures, Burbank. 

Barefoot 2014, motion picture, Roadside Attractions, Beverly Hills. 

Barry 2016, motion picture, Netflix, Los Gatos. 

Baskets 2016, television program, FX Network, Los Angeles, 10 March. 

Batman v Superman: dawn of justice 2016, motion picture, Warner Bros. Pictures, Burbank. 



 
 
 

166 

Beasts of no nation 2015, motion picture, Bleecker Street Media, New York City. 

Beauty and the beast 2014, motion picture, Pathé, Paris. 

Beauty and the beast 2017, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Bedtime stories 2008, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Before I disappear 2014, motion picture, IFC Films, New York City. 

Before I go to sleep 2014, motion picture, Clarius Entertainment, Los Angeles. 

Before midnight 2013, motion picture, Sony Pictures Classics, New York City. 

Before sunrise 1995, motion picture, Columbia Pictures, Culver City. 

Before sunset 2004, motion picture, Warner Independent Pictures, Burbank. 

Before the flood 2016, motion picture, National Geographic Channel, Washington. 

Begin again 2013, motion picture, The Weinstein Company, New York City. 

Behaving badly 2014, motion picture, Vertical Entertainment, Santa Monica. 

Beneath the harvest sky 2013, motion picture, Tribeca Film, New York City. 

Bernie 2011, motion picture, Millennium Entertainment, Los Angeles. 

Bewitched 2005, motion picture, Columbia Pictures, Los Angeles. 

Beyond 2014, motion picture, Kaleidoscope Home Entertainment, London. 

Beyond this place 2015, motion picture, Melcher Media, New York City and Zandrak, Los Angeles. 

Big eyes 2014, motion picture, The Weinstein Company, New York City. 

Big hero 6 2014, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Billy Lynn's long halftime walk 2016, motion picture, Sony Pictures Releasing, Culver City. 

Birdman or (the unexpected virtue of ignorance) 2014, motion picture, Fox Searchlight Pictures, Los 

Angeles. 

Birthday 2013, motion picture, Smider, Milan. 

Black book 2006, motion picture, A-Film Distribution, Amsterdam. 

Black cat, white cat 1999, motion picture, Focus Features, Universal City. 

Black mass 2015, motion picture, Warner Bros. Pictures, Burbank 

Black or white 2014, motion picture, Relativity Media, Los Angeles. 

Black sea 2014, motion picture, Universal Pictures International, London. 

Blackfish 2014, motion picture, Magnolia Pictures, Dallas. 

Blackhat 2015, motion picture, Universal Pictures, Universal City. 

Blackthorn 2011, motion picture, Magnolia Pictures, Dallas. 

Blade of the immortal 2017, motion picture, Warner Bros., Tokyo. 

Blade runner 2049 2017, motion picture, Warner Bros. Pictures, Burbank. 

Blades of glory 2007, motion picture, Paramount Pictures, Los Angeles. 



 
 
 

167 

Bleed for this 2016, motion picture, Open Road Films, Los Angeles. 

Blended 2014, motion picture, Warner Bros. Pictures, Burbank. 

Blind 2014, motion picture, Cinéart, Amsterdam. 

Blood ties 2013, motion picture, Roadside Attractions, Beverly Hills. 

Blue is the warmest color 2013, motion picture, Wild Bunch Distribution, Paris. 

Blue ruin 2013, motion picture, Radius-TWC, New York City. 

Blue valentine 2010, motion picture, The Weinstein Company, New York City. 

Blue velvet 1986, motion picture, De Laurentiis Entertainment Group, Wilmington. 

Bombshell 2015, motion picture, Erin Sanger, New York City. 

Born to rage? 2010, television program, National Geographic Channel, Washington, 4 April. 

Borrowed time 2015, motion picture, Quorum Films, San Francisco. 

Bottle rocket 1996, motion picture, Culver City. 

Boulevard 2014, motion picture, Starz Media, Burbank. 

Boyhood 2014, motion picture, IFC Films, New York City. 

Brawl in cell block 99 2017, motion picture, Silver Spring. 

Breadcrumb trail 2014, motion picture, Los Angeles. 

Breakfast at Tiffany's 1961, motion picture, Paramount Pictures, Los Angeles. 

Breathless 1960, motion picture, UGC, Paris. 

Bridge of spies 2015, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Bridget Jones's baby 2016, motion picture, Miramax, Santa Monica. 

Bright days ahead 2013, motion picture, Le Pacte, Paris. 

Brilliant mistakes 2013, motion picture, Osiris Entertainment, Chatsworth. 

Broken side of time 2013, motion picture, Trans World Associates, Tokyo. 

Bronson 2008, motion picture, Vertigo Films, London. 

Brooklyn 2015, motion picture, Fox Searchlight Pictures, Los Angeles. 

Brotherhood of blades 2014, motion picture, China Film Co., Beijing. 

Brotherhood of blades 2014, motion picture, China Film Group Corporation, Beijing. 

Bug 2006, motion picture, Lionsgate, Santa Monica. 

Burning blue 2014, motion picture, Lionsgate, Santa Monica. 

Burnt 2015, motion picture, The Weinstein Company, New York City. 

Bus 44 2001, motion picture, Colordance Pictures, Beijing. 

Butterfly 2015 motion picture, Badshoes Film, Leicester. 

By the name of Boston 2017, motion picture, Los Angeles. 

By the sea 2015, motion picture, Universal Pictures, Universal City. 



 
 
 

168 

Cadillac records 2008, motion picture, Sony Pictures Entertainment, Culver City. 

Café society 2016, motion picture, Lionsgate, Santa Monica. 

Cake 2014, motion picture, Cinelou Releasing, Los Angeles. 

Calvary 2014, motion picture, Momentum Pictures, London. 

Captain America: civil war 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Captain America: the winter soldier 2014, Walt Disney Studios Motion Pictures, Burbank. 

Captain fantastic 2016, motion picture, Bleecker Street Media, New York City. 

Captives 2014, motion picture, A24, New York City. 

Carol 2015, motion picture, The Weinstein Company, New York City. 

Casino Jack 2010, motion picture, ATO Pictures, New York City. 

Celeste and Jesse forever 2012, motion picture, Sony Pictures Classics, New York City. 

Central Intelligence 2016, motion picture, Warner Bros. Pictures, Burbank. 

Certain women 2016, motion picture, IFC Films, New York City. 

Chappie 2015, motion picture, Columbia Pictures Los Angeles. 

Charlie's country 2013, motion picture, Hopscotch Films, Sydney. 

Che: part one - the Argentine 2008, motion picture, IFC Films, New York City. 

Che: part two - guerrilla 2008, motion picture, IFC Films, New York City. 

Chef 2014, motion picture, Open Road Films, Los Angeles. 

Chi-Raq 2015, motion picture, Lionsgate, Santa Monica. 

Chinese puzzle 2013, motion picture, StudioCanal, Paris. 

Chips 2017, motion picture, Warner Bros. Pictures, Burbank. 

Chlorine 2013, motion picture, Gravitas Ventures, El Segundo. 

Cinderella 2015, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Clan of the white lotus 1980, motion picture, Shaw Brothers Studio, Hong Kong. 

Close your eyes 2015, motion picture, Los Angeles. 

Clouds of Sils Maria 2014, motion picture, IFC Films, New York City. 

Cockatoo 2012, motion picture, Ninja Milk, Sydney. 

Cold in July 2014, motion picture, IFC Films, New York City. 

Collateral beauty 2016, motion picture, Warner Bros. Pictures, Burbank. 

Colossal 2017, motion picture, Neon, New York City. 

Comet 2014, motion picture, IFC Films, New York City. 

Complete unknown 2016, motion picture, IFC Films, New York City. 

Concussion 2015, motion picture, Columbia Pictures, Los Angeles. 

Confucius 2010, motion picture, China Film Group Corporation, Beijing. 



 
 
 

169 

Cop car 2015, motion picture, Focus World, New York City. 

Copying Beethoven 2006, motion picture, Metro-Goldwyn-Mayer, Beverly Hills. 

Crazy enough 2015, motion picture, Yours Truly, San Francisco. 

Crazy Pete 1961, motion picture, Société Nouvelle de Cinématographie, Paris. 

Crazy stupid love 2011, motion picture, Warner Bros. Pictures, Burbank. 

Creature from the black lagoon 1954, motion picture, Universal Pictures, Universal City. 

Creed 2015, motion picture, Warner Bros. Pictures, Burbank. 

Criminal 2016, motion picture, Summit Entertainment, Universal City. 

Crouching tiger, hidden dragon: sword of destiny 2016, motion picture, China Film Group, Beijing. 

Cymbeline 2014, motion picture, Grindstone Entertainment Group, Santa Monica. 

Cyrus 2010, motion picture, Fox Searchlight Pictures, Los Angeles. 

D train 2015, motion picture, IFC Films, New York City. 

D.I.Y 2014, motion picture, Jam Flicks, London. 

Daddy’s home 2015, motion picture, Paramount Pictures, Los Angeles. 

Dan in real life 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Danny Collins 2015, motion picture, Bleecker Street Media, New York. 

Dark clouds 2009, motion picture, Independent, London. 

Dawn of the planet of the apes 2014, motion picture, Twentieth Century Fox Film Corporation, Los 

Angeles. 

Day 2015, motion picture, Lab VIII Studios, Hong Kong. 

Days of heaven 1983, motion picture, Paramount Pictures, Los Angeles. 

Dazed and confused 1993, motion picture, Gramercy Pictures, Universal City. 

Deadpool 2016 Twentieth Century Fox Film Corporation, Los Angeles. 

Dear John 2010, motion picture, Screen Gems, Culver City. 

Dear white people 2014, motion picture, Lionsgate, Santa Monica. 

Death to smoochy 2002, motion picture, Warner Bros. Pictures, Burbank. 

Decoding Annie Parker 2013, motion picture, Entertainment One, Beverly Hills. 

Deephan 2015, motion picture, UGC Distribution, Paris. 

Deepwater horizon 2016, motion picture, Summit Entertainment, Santa Monica. 

Definitely, maybe 2008, motion picture, Universal Pictures, Universal City. 

Demolition 2015, motion picture, Fox Searchlight Pictures, Los Angeles. 

Dersu Uzala 1975, motion picture, Daiei Film, Tokyo. 

Despicable me 3 2017, motion picture, Universal Pictures, Universal City. 

Devdas 2002, motion picture, IMGC Global Entertainment, Lahore. 



 
 
 

170 

Diana 2013, motion picture, Entertainment One, Beverly Hills. 

Divergent 2014, motion picture, Summit Entertainment, Universal City. 

Doctor Strange 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Dodgeball 2004, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Dom Hemingway 2013, motion picture, Lionsgate Films, London. 

Don't hug me I'm scared 4 2014, motion picture, Blink Industries, London. 

Donnie Darko 2001, motion picture, Newmarket Films, Los Angeles. 

Dope 2015, motion picture, Open Road Films, Los Angeles. 

Dos ciclos 2012, motion picture, Mexico City. 

Doubles 2014, motion picture, Portal A, San Francisco. 

Dr. Seuss’ the Lorax 2012, motion picture, Universal Studios, Universal City. 

Dr. Strangelove or: how I learned to stop worrying and love the bomb 1964, motion picture, Columbia 

Pictures, Culver City. 

Dragon 2011, motion picture, Lark Films Distribution, Hong Kong. 

Dragon blade 2015, motion picture, Golden Network Asia, Hong Kong. 

Dream 2008, motion picture, Showbox Entertainment, Seoul. 

Drunken master 1994, motion picture, Golden Harvest Company, Hong Kong. 

Duel 1971, motion picture, American Broadcasting Company, New York City. 

Dumb and dumber to 2014, motion picture, Universal Pictures, Universal City. 

Duplex 2003, motion picture, Miramax, Santa Monica. 

Duty 2014, motion picture, Rincon Studio, Litchfield Park. 

Earth 2015, video recording, Action-Cut-Share, Mexico City. 

Earth to Echo 2014, motion picture, Relativity Media, Los Angeles. 

Eastern promises 2007, motion picture, Alliance Atlantis, Toronto. 

Easy A 2010, motion picture, Screen Gems, Culver City. 

Eddie the eagle 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Edge of tomorrow 2014, motion picture, Warner Bros. Pictures, Burbank. 

Edtv 1999, motion picture, Universal Pictures, Universal City. 

Effie Gray 2014, motion picture, Metrodome Distribution, London. 

Ekki múkk 2012, video production, Primal Picture Production, London. 

Electronic moon #2 1966, video recording, Electronic Arts Intermix, New York City. 

Elephant 2003, motion picture, HBO Films, New York City. 

Elsa & Fred 2014, motion picture, Millennium Entertainment, Los Angeles. 

Elvis and Anabelle 2007, motion picture, Goldcrest Films International, London. 



 
 
 

171 

Embrace of the serpent 2015, motion picture, Oscilloscope, New York City. 

Emperor of Shaolin Kung Fu 1980, motion picture, Ocean Shores, Hong Kong. 

Emptiness 2007, motion picture, Russian State Institute of Cinema, Moscow. 

Encounters at the end of the world 2007, motion picture, Image Entertainment, Chatsworth. 

Endless love 2014, motion picture, Universal Pictures, Universal City. 

Enemy 2013, motion picture, A24 Films, New York City. 

Enemy mine 1985, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Enough said 2013, motion picture, Fox Searchlight Pictures, Los Angeles. 

Entangle 2015, motion picture, Los Angeles. 

Enter the void 2009, motion picture, Boid, Tokyo. 

Envy 2004, motion picture, DreamWorks Studios, Universal City. 

Escape plan 2013, motion picture, Summit Entertainment, Universal City. 

Escobar: paradise lost 2014, motion picture, Radius-TWC, New York City. 

Etki 2011 motion picture, Atom Films, Adana. 

Everest 2015, motion picture, Universal Pictures, Universal City. 

Everybody wants some 2016, motion picture, Paramount Pictures, Los Angeles. 

Everything must go 2010, motion picture, Lionsgate Santa Monica. 

Everything visible is empty 1975, video recording, Uplink Company, Tokyo. 

Ex animo 2015, motion picture, Fumi Studio, Warsaw. 

Ex machina 2015, motion picture, A24 Films, New York City. 

Exit through the gift shop 2010, motion picture, Revolver Entertainment, London. 

Exodus: gods and kings 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Experimenter 2015, motion picture, Magnolia Pictures, Dallas. 

Eye in the sky 2016, motion picture, Bleecker Street Media, New York City. 

Eye of the storm 2011, motion picture, Dorm One Productions, Los Angeles. 

Fading gigolo 2013, motion picture, Millennium Entertainment, Los Angeles. 

Failure to launch 2006, motion picture, Paramount Pictures, Los Angeles. 

Fair game 2010, motion picture, Summit Entertainment, Universal City. 

Fantastic beasts and where to find them 2016, motion picture, Warner Bros. Pictures, Burbank. 

Fantastic four 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Far from the madding crowd 2015, motion picture, Fox Searchlight Pictures, Los Angeles. 

Fathers and daughters 2015, motion picture, 01 Distribution, Rome. 

Fearless 2006, motion picture, Edko Films, Hong Kong. 

Fences 2016, motion picture, Paramount Pictures Corporation, Los Angeles. 



 
 
 

172 

Fifty shades of Grey 2015, motion picture, Universal Studios, Universal City. 

Fighting 2009, motion picture, Rogue Pictures, Universal City. 

Finding Dory 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Finding Welkin 2014, motion picture, Washington, D.C. 

First, they killed my father 2017, motion picture, Netflix, Scotts Valley. 

Fishing with John 1991, television program, The Criterion Collection, New York City, 20 November. 

Fist fight 2017, motion picture, Warner Bros., Burbank. 

Fist from Shaolin 1993, motion picture, Mei Ah Entertainment, Hong Kong. 

Fist of legend 1994, motion picture, Golden Harvest, Hong Kong. 

Five deadly venoms 1978, motion picture, Shaw Brothers Studio, Hong Kong. 

Fjögur píanó 2012, video production, Tool, Santa Monica. 

Flawless 2014 motion picture, Badshoes Film, Leicester. 

Flipped 2010, motion picture, Warner Bros. Pictures, Burbank. 

Florence Foster Jenkins 2016, motion picture, Paramount Pictures, Los Angeles. 

Focus 2015, motion picture, Warner Bros. Pictures, Burbank. 

Fool's gold 2008, motion picture, Warner Bros. Pictures, Burbank. 

For all mankind 1989, motion picture, The Criterion Collection, New York City. 

For those in peril 2013, motion picture, Protagonist Pictures, London. 

Force majeure 2014, motion picture, TriArt Film, Stockholm. 

Forgetting Sarah Marshall 2008, motion picture, Universal Pictures, Universal City. 

Fort Tilden 2014, motion picture, Orion Releasing, Los Angeles. 

Four dragons 2007, motion picture, Golden Screen Cinemas, Selangor. 

Foxcatcher 2014, motion picture, Sony Pictures Classics, New York City. 

Frank 2014, motion picture, Magnolia Pictures, Dallas. 

Free state of Jones 2016, motion picture, STX Entertainment, Los Angeles. 

Frida 2002, motion picture, Miramax, Santa Monica. 

From 1994 2014, motion picture, Mindcastle, Seattle. 

Frontera 2014, motion picture, Magnolia Pictures, Dallas. 

Frozen 2013, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Funnel 2014, motion picture, Hothouse Productions, Los Angeles. 

Funny people 2009, motion picture, Universal Pictures, Universal City. 

Furious 7 2015, motion picture, Universal Pictures, Universal City. 

Fury 2014, motion picture, Sony Pictures Releasing Culver City. 

Fury of the Shaolin master 1978, motion picture, Hong Kong Alpha Motion Pictures Co., Hong Kong. 



 
 
 

173 

Gambler 2014, motion picture, Paramount Pictures, Los Angeles. 

Game of thrones 2011, television program, Home Box Office, New York City, 17 April. 

Genius 2016, motion picture, Lionsgate, Santa Monica. 

Get hard 2015, motion picture, Warner Bros. Pictures, North York. 

Get low 2009, motion picture, Sony Pictures Classics, New York City. 

Get on up 2014, motion picture, Universal Pictures, Universal City. 

Get smart 2008, motion picture, Warner Bros. Pictures, Burbank. 

Ghost in the shell 2017, motion picture, Paramount Pictures, Los Angeles. 

Ghostbusters 1984, motion picture, Columbia Pictures, Los Angeles. 

Ghostbusters 2016, motion picture, Sony Pictures Releasing, Culver City. 

Ghosts of girlfriends past 2009, New Line Cinema, New York City. 

Gifted 2017, motion picture, Fox Searchlight Pictures, Century City. 

Gimme shelter 2013, motion picture, Roadside Attractions, Beverly Hills. 

Go for sisters 2013, motion picture, D Street Releasing, New York City. 

Go get some rosemary 2009, motion picture, IFC Films, New York City. 

God's pocket 2014, motion picture, IFC Films, New York City. 

Gods of Egypt 2016, motion picture, Lionsgate, Santa Monica. 

Godzilla 2014, motion picture, Warner Bros. Pictures, Burbank. 

Godzilla vs. King Ghidorah 1991, motion picture, Toho Company, Tokyo. 

Going in style 2017, motion picture, Warner Bros., Burbank. 

Gold 2016, motion picture, The Weinstein Company Dimension, New York City. 

Gomorrah 2008, motion picture, 01 Distribution, Rome. 

Gone girl 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Gone goodbye 2009, motion picture, Keith Rivers Films, Seattle. 

Good bye to all that 2014, motion picture, IFC Films, New York City. 

Good kill 2014, motion picture, IFC Films, New York City. 

Good night and good luck 2005, motion picture, Warner Independent Pictures, Burbank. 

Good people 2014, motion picture, Millennium Entertainment, Los Angeles. 

Good time 2017, motion picture, A24, New York City. 

Goodbye world 2013, motion picture, Samuel Goldwyn Films, Los Angeles. 

Google and the world brain 2013, motion picture, NHK BS1, Tokyo. 

Grace of Monaco 2014, motion picture, The Weinstein Company, New York City. 

Great expectations 1998, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Green snake 1993, motion picture, Gala Film Distribution, Hong Kong. 



 
 
 

174 

Greenberg 2010, motion picture, Focus Features, Universal City. 

Growing up and other lies 2014, motion picture, Entertainment One, Beverly Hills. 

Grudge match 2013, motion picture, Warner Bros. Pictures, Burbank. 

Guardians of the galaxy 2014, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Guardians of the galaxy volume 2 2017, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Güeros 2014, motion picture, Canibal Networks, Mexico City. 

Hacksaw ridge 2016, motion picture, Summit Entertainment, Santa Monica. 

Hail, Caesar! 2016, motion picture, Universal Pictures, Universal City. 

Hairbrained 2013, motion picture, Vertical Entertainment, Santa Monica. 

Hall pass 2011, motion picture, New Line Cinema, Los Angeles. 

Hands of stone 2016, motion pictures, The Weinstein Company, New York City. 

Happy Christmas 2014, motion picture, Magnolia Pictures, Dallas. 

Happy feet 2006, motion picture, Village Roadshow Films, Sydney. 

Happy feet two 2011, motion picture, Village Roadshow Films, Sydney. 

Happy new year 2014, motion picture, Yash Raj Films, Mumbai. 

Hard eight 1996, motion picture, Metro-Goldwyn-Mayer, Beverly Hills. 

Hateship loveship 2013, motion picture, IFC Films, New York City. 

Haute cuisine 2012, motion picture, Wild Bunch Distribution, Paris. 

He loves me... he loves me not 2002, motion picture, Sony Pictures Entertainment. 

Head 2011, motion picture, Film Independent's Project: Involve, Los Angeles. 

Head over heels 2012, motion picture, National Film and Television School, Beaconsfield. 

Hector and the search for happiness 2014, motion picture, Relativity Media, Beverly Hills. 

Heima 2007, motion picture, D&E Entertainment, Los Angeles. 

Heist 2015, motion picture, Lionsgate, Santa Monica. 

Heli 2013, motion picture, NDMantarraya, Mexico City. 

Hell or high water 2016, motion picture, CBS Films, Los Angeles. 

Hellion 2014, motion picture, Sundance Selects, New York City. 

Helvetica 2007, motion picture, Asmik Ace Entertainment, Tokyo. 

Her 2013, motion picture, Warner Bros. Pictures, Burbank. 

Hercules 2014, motion picture, Metro-Goldwyn-Mayer, Beverly Hills. 

Here's the deal 2015, motion picture, Cardinal Creator Films, Knoxville. 

Hero 2002, motion picture, EDKO Film, Hong Kong. 

Hidden figures 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

High fidelity 2000, motion picture, Buena Vista Pictures, Burbank. 



 
 
 

175 

Holly sheep 2011, motion picture, Pixar Animation Studios, Emeryville. 

Home 2015, motion picture, Lunide Productions, Paris. 

Home 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Home again 2012, motion picture, Entertainment One, Toronto. 

Hope 2015, motion picture, Black X Films, Patras. 

Hope 2015, motion picture, Stratokid UG, Munich. 

Hope springs 2012, motion picture, Columbia Pictures Los Angeles. 

Horrible bosses 2 2014, motion picture, Warner Bros. Pictures, Burbank. 

Horrible bosses 2011, motion picture, Warner Bros. Pictures, Burbank. 

Horsemen 2009, motion picture, Lionsgate, Santa Monica. 

Hot pursuit 2015, motion picture, Warner Bros. Pictures, Burbank. 

Hotel Transylvania 2 2015, motion picture, Sony Pictures Releasing, New York City. 

House of flying daggers 2004, motion picture, Focus Features, Universal City. 

How do you know? 2010, motion picture, Columbia Pictures, Los Angeles. 

How to lose a guy in 10 days 2003, motion picture, Paramount Pictures, Los Angeles. 

Howl 2010, motion picture, Oscilloscope Pictures, New York City. 

Hugo 2011, motion picture, Paramount Pictures, Los Angeles. 

Hunger 2008, motion picture, Icon Productions, Los Angeles. 

Hungry hearts 2014, motion picture, IFC Films, New York City. 

I am a girl 2013, motion picture, Women Make Movies, New York City. 

I am Belfast 2015, DVD, BFI Video, London. 

I am Big Bird: the Caroll Spinney Story 2014, motion picture, Tribeca Film, New York City. 

I am eleven 2011, motion picture, International Film Circuit, New York City. 

I am here 2014, motion picture, Brainstorm Media, Beverly Hills. 

I am I 2014, motion picture, Gravitas Ventures, El Segundo. 

I am not there 2007, motion picture, The Weinstein Company, New York City. 

I am number four 2011, motion picture, Touchstone Pictures, Burbank. 

I am Sam 2001, motion picture, New Line Cinema, Los Angeles. 

I miss you 2015, motion picture, Beyond Tomorrow Films, Brisbane. 

I used to be darker 2013, motion picture, Strand Releasing, Culver City. 

I, Daniel Blake 2016, motion picture, eOne Films, London. 

I, Frankenstein 2014, motion picture, Lionsgate, Santa Monica. 

I'm here 2010, motion picture, D&E Entertainment, Los Angeles. 

I'm not sorry 2014, motion picture, New York City. 



 
 
 

176 

I've loved you so long 2008, motion picture, UGC Distribution, Paris. 

I’m still here 2010, motion picture, Magnolia Pictures, Dallas. 

Ice age: collision course 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Ida 2013, motion picture, Solopan, Warsaw. 

If I stay 2014, motion picture, Warner Bros. Pictures, Burbank. 

In a world... 2013, motion picture, Roadside Attractions, Beverly Hills. 

In dubious battle 2016, motion picture, Momentum Pictures, Beverly Hills. 

In good company 2004, motion picture, Universal Pictures, Universal City. 

In lieu of flowers 2013, motion picture, Patina Pictures, San Francisco. 

In the heart of the sea 2015, motion picture, Warner Bros. Pictures, Burbank. 

In the pines 2011, motion picture, Shep Films, Seattle. 

In this corner of the world 2016, motion picture, Tokyo Theatres K.K., Tokyo. 

In your eyes 2014, motion picture, Amplify Films, New York City. 

Independence day: resurgence 2016, motion picture, Twentieth Century Fox Film Corporation, Los 

Angeles. 

Indian palace: suite royale 2015, motion picture, Twentieth Century Fox Film Corporation, London. 

Infinitely polar bear 2014, Sony Pictures Classics, New York City. 

Inherent vice 2014, motion picture, Warner Bros. Pictures, Burbank. 

Inseparable 2007, motion picture, Area 17 Ltd., London. 

Inside out 2015, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Inside the actors studio: Tom Hanks 2006, television program, Bravo Cable Television, New York City, 14 

May. 

Insurgent 2015, motion picture, Lionsgate, Santa Monica. 

Interstellar 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Into the storm 2014, motion picture, Warner Bros. Pictures, Burbank. 

Into the woods 2014, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Invaders from Mars 1953, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Invictus 2009, motion picture, Warner Bros. Pictures, Burbank. 

Ip Man 3 2015, motion picture, Pegasus Motion Pictures, Hong Kong. 

Irrational man 2015, motion picture, Sony Pictures Classics, New York City. 

It felt like love 2013, motion picture, Variance Films, New York City. 

It's kind of a funny story 2010, motion picture, Focus Features, Universal City. 

Item 47 2012, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Jackie & Ryan 2014, motion picture, Main Street Films, Irvine. 



 
 
 

177 

Jackie 2016, motion picture, Fox Searchlight Pictures, Los Angeles. 

Jane Eyre 2011, motion picture, Focus Features, Universal City. 

Jane got a gun 2015, motion picture, The Weinstein Company, New York City. 

Jason Bourne 2016, motion picture, Universal Pictures, Universal City. 

Jason Nash is married 2014, motion picture, Comedy Central, New York City. 

Jauja 2014, motion picture, Distribution Company, Buenos Aires. 

Jean-Claude Van Johnson 2016, television program, Amazon Studio, Santa Monica, 19 August. 

Jenny's wedding 2015, motion picture, IFC Films, New York City. 

Jersey girl 2004, motion picture, Miramax, Santa Monica. 

Jesus Christ superstar 1973, motion picture, Universal Pictures, Universal City. 

Jimi: all by my side 2013, motion picture, XLrator Media, Los Angeles. 

Jimmy's hall 2014, motion picture, Sony Pictures Classics, New York City. 

Joe 2013, motion picture, Lionsgate, Santa Monica. 

John Doe 2014, motion picture, Monster Pictures, Melbourne. 

John Wick 2014, motion picture, Lionsgate, Santa Monica. 

John Wick: chapter 2 2017, motion picture, Summit Entertainment, Universal City. 

Journey to the far side of the sun 1969, motion picture, Universal Pictures, Universal City. 

Journey to the west: conquering the demons 2013, motion picture, Edko Films, Hong Kong. 

Joy 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Jupiter ascending 2015, motion picture, Warner Bros. Pictures, Burbank. 

Jurassic world 2015, motion picture, Universal Pictures, Universal City. 

Just before I go 2014, motion picture, Anchor Bay Films, Beverly Hills. 

Just friends 2005, motion picture, New Line Cinema, Los Angeles. 

Just married 2003, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Justice league 2017, motion picture, Warner Bros. Pictures, Burbank. 

Keep on keepin' on 2014, motion picture, Radius-TWC, New York City. 

Keeping up with the Joneses 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Ken Park 2002, motion picture, Vitagraph Films, Los Angeles. 

Kicking & screaming 2005, motion picture, Universal Pictures, Universal City. 

Kidnapping Mr. Heineken 2015, motion picture, Signature Entertainment, London. 

Kids from Shaolin 1984, motion picture, Chung Yuen Motion Picture, Hong Kong. 

Kilimanjaro 2013, motion picture, Virgil Films and Entertainment, New York City. 

Kill the messenger 2014, motion picture, Focus Features, Universal City. 

Kill your darling 2013, motion picture, Sony Pictures Classics, New York City. 



 
 
 

178 

Killer Joe 2011, motion picture, LD Entertainment, Los Angeles. 

Killers 2010, motion picture, Lionsgate, Santa Monica. 

Killing season 2013, motion picture, Millennium Films, Los Angeles. 

King Arthur: legend of the sword 2017, motion picture, Warner Bros., London. 

King Jack 2015, motion picture, Well Go USA Entertainment, Plano. 

Kingsman: the golden circle 2017, motion picture, 20th Century Fox, London. 

Kingsman: the secret service 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Knife in the water 1962, motion picture, Zespol Filmowy, Warsaw. 

Knight and day 2010, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Knight of cups 2015, motion picture, Broad Green Pictures, Los Angeles. 

Knock knock 2015, motion picture, Mexico City. 

Knocked up 2007, motion picture, Universal Pictures, Universal City. 

Koyaanisqatsi 1982, motion picture, Island Alive, Los Angeles. 

Kung Fu panda 2 2011, motion picture, Paramount Pictures Corporation, Los Angeles. 

Kung Fu panda 3 2016 Twentieth Century Fox Film Corporation, Los Angeles. 

L’Avventura 1960, motion picture, Cino Del Duca, Milan. 

La dolce vita 1960, motion picture, Cineriz, Rome. 

La fille du 14 juillet 2013, motion picture, Shellac Distribution, Marseille. 

La jetée 1962, motion picture, Buyindies Com Inc, Winchester. 

La la land 2016, motion picture, Lionsgate, Santa Monica. 

La zona 2007, motion picture, Alta Classics S.L. Unipersonal, Madrid. 

Labor day 2013, motion picture, Paramount Pictures Corporation, Los Angeles. 

Land of Leopold 2014, motion picture, Buffalo 8 Productions, Beverly Hills. 

Last cab to Darwin 2015, motion picture, Icon Film Distribution, Newton. 

Last knights 2015, motion picture, Lionsgate, Santa Monica. 

Lawless 2012, motion picture, The Weinstein Company, New York City. 

Le week-end 2013, motion picture, Music Box Films, Chicago. 

Learning to drive 2014, motion picture, Broad Green Pictures, Los Angeles. 

Lebanon 2009, motion picture, Sony Pictures Classics, New York City. 

Lego Batman the movie 2013, motion picture, Warner Bros. Home Entertainment Group, Burbank. 

Lenny Cooke 2013, motion picture, Shop Korn Productions, New York City. 

Léolo 1992, motion picture, Fine Line Features, New York City. 

Les maîtres fous 1955, motion picture, YLE Teema, Helsinki. 

Life 2017, motion picture, Columbia Pictures, Culver City. 



 
 
 

179 

Life after Beth 2014, motion picture, A24 Films, New York City. 

Life during wartime 2009, motion picture, IFC Films, New York City. 

Life in a fishbowl 2014, Icelandic Film Company, Reykjavík. 

Life of Brian 1979, motion picture, Cinema International Corporation, London. 

Life of crime 2013, motion picture, Lionsgate, Santa Monica. 

Like crazy 2011, motion picture, Paramount Vantage Pictures, Los Angeles. 

Like Sunday, like rain 2014, motion picture, Monterey Media, Thousand Oaks. 

Limitless 2011, motion picture, Relativity Media, Beverly Hills. 

Lion 2016, motion pictures, The Weinstein Company, New York City. 

Little fugitive 1953, motion picture, Joseph Burstyn, New York City. 

Little Odessa 1994, motion picture, Fine Line Features, New York City. 

Live by night 2016, motion picture, Warner Bros. Pictures, Burbank. 

Lo and behold, reveries of the connected world 2016, motion picture, Magnolia Pictures, New York City. 

Locke 2013, motion picture, Lionsgate Films, London. 

Logan 2017, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Logan lucky 2017, motion picture, Bleecker Street Media, New York City. 

Lone survivor 2013, motion picture, Universal Pictures, Universal City. 

Loneliness 2013, video recording, Barcelona. 

Lonesome cowboys 1968, video recording, Sherpix, Scottsdale. 

Lords of Dogtown 2005, motion picture, Sony Pictures Entertainment, Culver City. 

Los Angeles 2015, motion picture, Los Angeles. 

Louder than words 2013, motion picture, ARC Entertainment, Santa Monica. 

Love and mercy 2015, motion picture, Roadside Attractions, Beverly Hills. 

Love is strange 2014, motion picture, Sony Pictures Classics, New York City. 

Love, Rosie 2014, motion picture, The Film Arcade, Los Angeles. 

Love's routine 2013, motion picture, Trigger Street Productions, Los Angeles. 

Lovesick 2014, motion picture, Gravitas Ventures, El Segundo. 

Loving 2016, motion pictures, Focus Features, New York City. 

Low down 2014, motion picture, Oscilloscope Pictures, New York City. 

Lullaby 2014, motion picture, ARC Entertainment, Santa Monica. 

Lumière and company 1995, motion picture, Pierre Grise Distribution, Paris. 

Lust for love 2014, motion picture, Gravitas Ventures, El Segundo. 

Lust, caution 2007, motion picture, Edko Films, Hong Kong. 

M 1931 motion picture, Vereinigte Star-Film GmbH, Berlin. 



 
 
 

180 

M-22 2013, motion picture, Breda. 

Macbeth 2015, motion picture, The Weinstein Company, New York City. 

Mad Max: fury road 2015, motion picture, Roadshow Films, Sydney. 

Maggie 2015, motion picture, Lionsgate, Santa Monica. 

Magic in the moonlight 2014, motion picture, Sony Pictures Classics, New York City. 

Magic Mike 2012, motion picture, Lionsgate, Santa Monica. 

Magic Mike XXL 2015, motion picture, Warner Bros. Pictures, Burbank. 

Maleficent 2014, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Man of tai chi 2013, motion picture, Entertainment One, Toronto. 

Man on a ledge 2012, motion picture, Summit Entertainment, Universal City. 

Man up 2015, motion picture, Saban Films, Los Angeles. 

Man with a movie camera 1929, motion picture, Amkino Corporation, New York City. 

Manchester by the sea 2016, motion picture, Roadside Attractions, Los Angeles. 

Mandela: long walk to freedom 2013, motion picture, The Weinstein Company, New York City. 

Manglehorn 2014, motion picture, IFC Films, New York City. 

Manifesto 2015, motion picture, Bayerischer Rundfunk, Munich. 

Maps to the stars 2014, motion picture, Focus World, New York City. 

Maria full of grace 2004, motion picture, Tayrona Entertainment Group, Bogotá. 

Marley & me 2008, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Martina 2011, motion picture, Castellana Films, Milan. 

Masterminds 2016, motion picture, Relativity Media, Beverly Hills. 

Max 2015, motion picture, Warner Bros. Pictures, Burbank. 

Maybe another time 2014, motion picture, Fort-de-France. 

Maze runner: the scorch trials 2015, motion picture, Twentieth Century Fox. 

McFarland, USA 2015, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Me and Earl and the dying girl 2015, motion picture, Fox Searchlight Pictures, Los Angeles. 

Me and you 2012, motion picture, Mad Ruffian, London. 

Me before you 2016, motion picture, New Line Cinema, New York City. 

Me, myself and mum 2013, motion picture, Gaumont, Paris. 

Mea culpa 2014, motion picture, Gaumont, Paris. 

Mei to koneko basu 2002, motion picture, Studio Ghibli, Tokyo. 

Memoirs of a geisha 2005, motion picture, Columbia Pictures, Los Angeles. 

Memories of murder 2003, motion picture, CJ Entertainment, Seoul. 

Memorize 2012, Adapt Productions AB, Uppsala. 



 
 
 

181 

Men, women and children 2014, motion picture, Paramount Pictures, Los Angeles. 

Meshes of the afternoon 1943, motion picture, Los Angeles. 

Message from space 1978, motion picture, Toei Company, Tokyo. 

Metamorphosis 2015, motion picture, Whistler. 

Metropolis 1927, motion picture, Universum Film, Bertelsmann. 

Michael Collins 1996, motion picture, Warner Bros. Pictures, Burbank. 

Microcosmos 1996, motion picture, Bac Films, Paris. 

Midnight special 2016, motion picture, Warner Bros. Pictures, Burbank. 

Migration 2013, motion picture, Minsk. 

Miles ahead 2015, motion picture, Sony Pictures Classics, New York City. 

Minions 2015, motion picture, Universal Pictures, Universal City. 

Minuscule: valley of the lost ants 2013, motion picture, Le Pacte, Paris. 

Miss Julie 2014, motion picture, Wrekin Hill Entertainment, Los Angeles. 

Miss Peregrine's home for peculiar children 2016, motion picture, Twentieth Century Fox Film 

Corporation, Los Angeles. 

Mission: impossible - rogue nation 2015, motion picture, Paramount Pictures Corporation, Los Angeles. 

Moana 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Modern times 1936, motion picture, United Artists, Beverly Hills. 

Moment of beauty 2014, motion picture, Los Angeles. 

Money monster 2016, motion picture, Sony Pictures Releasing, Culver City. 

Monomyth 2015, video recording, Sydney. 

Monsters: dark continent 2014, motion picture, Vertigo Films, London. 

Moomins on the riviera 2014, motion picture, Nordisk Film, Helsinki. 

Moon 2015, video recording, Action-Cut-Share, Mexico City. 

Moon warriors 1992, motion picture, Team Work Motion Pictures, Hong Kong. 

Moonlight 2016, motion picture, A24, New York City. 

More human than human 2005, DVD, BBC, London. 

Morning rituals 2013, motion picture, Purple Orange, Jackson. 

Morning star 2015, motion picture, JBF Entertainment, Foster City. 

Mortdecai 2015, motion picture, Lionsgate, Santa Monica. 

Mother and child 2009, motion picture, Sony Pictures Classics, New York City. 

Mother’s day 2016, motion picture, Open Road Films, Los Angeles. 

Mothlight 1963, motion picture, Canyon Cinema, San Francisco. 

Moving through New York 2014, motion picture, New York City. 



 
 
 

182 

Mr. Church 2016, motion picture, Cinelou Releasing, Los Angeles. 

Mr. Deeds 2002, motion picture, Columbia Pictures, Los Angeles. 

Mr. director 2015, motion picture, Andy Martin, London. 

Mr. Hublot 2013, motion picture, Premium Films, Paris. 

Mr. nobody 2009, motion picture, Belga Films, Braine-l'Alleud. 

Mr. Right 2015, motion picture, Focus Features, Universal City. 

Mr. Turner 2014, motion picture, Sony Pictures Classics, New York City. 

Mulan: rise of a warrior 2009, motion picture, Beijing Poly-Bona Film Publishing Company, Beijing. 

Munich 2005, motion picture, Universal Studios, Universal City. 

My big brother 2015, motion picture, Savannah. 

My golden years 2015, motion picture, Magnolia Pictures, Dallas. 

My life as a zucchini 2016, motion picture, Praesens-Film, Zurich 

My name is Khan 2010, motion picture, Fox Star Studio, Mumbai. 

My name is nobody 1973, motion picture, Universal Pictures, Universal City. 

My old lady 2014, motion picture, Cohen Media Group, New York City. 

My son, my son, what have ye done? 2009, motion picture, First Look Studios, Century City. 

My tomorrow, your yesterday 2016, motion picture, Toho Company, Tokyo. 

My way 2016, motion picture, StudioCanal, Paris. 

National lampoon's vacation 1983, motion picture, Warner Bros., Burbank. 

Nebraska 2013, motion picture, Paramount Vantage, Los Angeles. 

Need for speed 2014, motion picture, Touchstone Pictures, Burbank. 

Neighbors 2: sorority rising 2016, motion picture, Universal Pictures, Universal City. 

Never let me go 2010, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Night 2015, motion picture, Lab VIII Studios, Hong Kong. 

Night at the museum - secret of the tomb 2014, motion picture, Twentieth Century Fox Film Corporation, 

Los Angeles. 

Night has settled 2014, motion picture, Black Note Films, New York City. 

Night moves 2013, motion picture, ArtAffects Entertainment, Wheaton. 

Night of the foxes 2013, motion picture, London. 

Night on Earth 1991, motion picture, Fine Line Features, New York City. 

Nightcrawler 2014, motion picture, Open Road Films, Los Angeles. 

Nina 2016, motion picture, RLJ Entertainment, Silver Spring. 

No 2012, motion picture, Sony Pictures Classics, New York City. 

No escape 2015, motion picture, The Weinstein Company, New York City. 



 
 
 

183 

No signal 2015, motion picture, FamilyCat Productions, Arizona City. 

Noah 2014, motion picture, Paramount Pictures, Los Angeles. 

Nocturnal animals 2016, motion picture, Focus Features, Universal City. 

Non stop 2014, motion picture, Universal Pictures, Universal City. 

North sea Texas 2011, motion picture, Kinepolis Film Distribution, Brussels. 

Nothing special 2005, motion picture, Auckland. 

Now 2003, motion picture, Zentropa Entertainments, Copenhagen. 

Now you see me 2 2016, motion picture, Summit Entertainment, Universal City. 

Nowhere boy 2009, motion picture, Icon Film Distribution, London. 

Nymphomaniac, volume I 2013, motion picture, Nordisk Film Distribution, Copenhagen. 

Nymphomaniac, volume II 2013, motion picture, Nordisk Film Distribution, Copenhagen. 

Observance 2002, video recording, Los Angeles. 

Observe and report 2009, motion picture, Warner Bros., Burbank. 

Office 2015, motion picture, Edko Films, Hong Kong. 

Office Christmas party 2016, motion picture, Paramount Pictures, Los Angeles. 

Okja 2017, motion picture, Netflix, Los Gatos. 

On my way 2013, motion picture, Wild Bunch Distribution, Paris. 

On the upside 2008, motion picture, Shorts International, London. 

Once upon a time in China 1991, motion picture, Golden Harvest Company, Hong Kong. 

Ondine 2009, motion picture, Paramount Picture, Dublin. 

One hundredth of a second 2006, motion picture, Shorts International, London. 

One love 2015, motion picture, Beyond Tomorrow Films, Brisbane. 

One small hitch 2013, motion picture, Freestyle Releasing, Los Angeles. 

One-armed swordsman 1967, motion picture, Shaw Brothers Studio, Hong Kong. 

Only lovers left alive 2013, motion picture, Sony Pictures Classics, New York City. 

Open range 2003, motion picture, Buena Vista Pictures, Burbank. 

Open windows 2014, motion picture, Cinedigm, Los Angeles. 

Operator 2016, motion picture, The Orchard, New York City. 

Other people 2016, motion picture, Vertical Entertainment, Santa Monica. 

Our idiot brother 2011, motion picture, The Weinstein Company, New York City. 

Our souls at night 2017, motion picture, Netflix, Scotts Valley. 

Out of the furnace 2013, motion picture, Relativity Media, West Los Angeles. 

Outside satan 2011, motion picture, Pyramide Distribution, Paris. 

Paddington 2014, motion picture, The Weinstein Company, New York City. 



 
 
 

184 

Page 23 2011, motion picture, 48 Hour Film, Utrecht. 

Pain and gain 2013, motion picture, Paramount Pictures, Los Angeles. 

Palimpsest 2014, motion picture, Group Theory, New York City. 

Palo Alto 2013, motion picture, Tribeca Film, New York City. 

Pan 2015, motion picture, Warner Bros. Pictures, Burbank. 

Panic in the mailroom 2013, motion picture, Universal Studios, Universal City. 

Paradise now 2005, motion picture, Warner Independent Pictures, Burbank. 

Parallels 2013, motion picture, Dendrite Studios, Vancouver. 

Pariah 2011, motion picture, Focus Features, Universal City. 

Paris can wait 2017, motion picture, Sony Pictures Classics, New York City. 

Paris, Texas 1984, motion picture, Tobis, Berlin. 

Particle fever 2013, motion picture, Abramorama, Pleasantville. 

Party central 2014, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Passengers 2016, motion picture, Sony Pictures Releasing, Culver City. 

Paterson 2016, motion picture, Bleecker Street Media, New York City. 

Patriot day 2016, motion picture, Lionsgate, Santa Monica. 

Pawn sacrifice 2014, motion picture, Bleecker Street Media, New York City. 

Pelo malo 2013, motion picture, FiGa Films, Miami. 

Pencil and paper 2013, motion picture, Gumview, San Diego. 

Penguins of Madagascar 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

People like us 2012, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

People, places, things 2015, motion picture, The Film Arcade, Los Angeles. 

Perfect sisters 2014, motion picture, Gravitas Ventures, El Segundo. 

Person of interest 2011, television program, Columbia Broadcasting System, New York City, 22 September. 

Persona 1966, motion picture, AB Svensk Filmindustri, Stockholm. 

Pete's dragon 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Phantom from space 1953, motion picture, United Artists, Los Angeles. 

Philip Zimbardo: the psychology of evil 2008, video recording, Monterey. 

Philomena 2013, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Pirates of the Caribbean: dead men tell no tales 2017, motion picture, Walt Disney Studios Motion 

Pictures, Burbanks. 

Pit stop 2013, motion picture, Wolfe Releasing, New Almaden. 

Pixels 2015, motion picture, Columbia Pictures Los Angeles. 

Plan 9 from outer space 1959, motion picture, Distributors Corporation of America, Memphis. 



 
 
 

185 

Plastic bag 2009, motion picture, VVS Films, Montreal. 

Plug 2014, motion picture, Steambot Studios, Montreal. 

Pollock 2000, motion picture, Sony Pictures Classics, New York City. 

Pompeii 2014, motion picture, Entertainment One, Beverly Hills. 

Power rangers 2017, motion picture, Lionsgate, Santa Monica. 

Prairie love 2011, motion picture, Film Movement, New York City. 

Predestination 2014, motion picture, Stage 6 Films, Culver City. 

Prelude: dog star man 1962, motion picture, Canyon Cinema, San Francisco. 

Premature 2014, motion picture, IFC Midnight, New York City. 

Premonition 2007, motion picture, Metro-Goldwyn-Mayer, Los Angeles. 

Pride 2014, motion picture, BBC Films, London. 

Prince avalanche 2013, motion picture, Magnolia Pictures, Dallas. 

Project almanac 2015, motion picture, Paramount Pictures, Los Angeles. 

Prospect 2014, motion picture, Shep Films, Seattle. 

Puppy 2013, motion picture, Universal Studios, Universal City. 

Pussy riot: A Punk Prayer 2013, motion picture, Goldcrest Films International, London. 

Putzel 2012, motion picture, Stouthearted Films, New York City. 

Quill: the life of a guide dog 2004, motion picture, Nippon Shuppan Hanbai, Tokyo. 

R'ha 2013, motion picture, IAM Entertainment, Los Angeles. 

Rabbit hole 2010, motion picture, Lionsgate, Santa Monica. 

Rabbit-proof fence 2002, motion picture, Becker Entertainment, Sydney. 

Race 2016, motion pictures, Focus Features, New York City. 

Rage 2014, motion picture, Klock Worx Company, Tokyo. 

Rampart 2011, motion picture, Millennium Entertainment, Los Angeles. 

Rams 2015, motion picture, Netop Films, Reykjavík. 

Ran 1985, motion picture, Toho Company, Tokyo. 

Raw 2016, motion picture, Wild Bunch Distribution, Paris. 

Reach me 2014, motion picture, Millennium Entertainment, Los Angeles. 

Real change 2013, motion picture, Real Change, Seattle. 

Red cliff 2008, motion picture, Mei Ah Entertainment, Hong Kong. 

Red cliff II 2009, motion picture, Edko Films, Hong Kong. 

Redwood highway 2013, motion picture, Monterey Media, Thousand Oaks. 

Reign of assassins 2010, motion picture, Media Asia Distribution, Hong Kong. 

Remember me 2010, motion picture, Summit Entertainment, Universal City. 



 
 
 

186 

Restless 2011, motion picture, Sony Pictures Classics, New York City. 

Return to sender 2015, motion picture, Image Entertainment, Chatsworth. 

Revenge of a Shaolin master 1979, motion picture, Ocean Shores Video, Hong Kong. 

Revenge of the green dragons 2014, motion picture, Golden Scene, Hong Kong. 

Ride 2014, motion picture, Screen Media Films, New York. 

Rio 2 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Rise of the legend 2014, motion picture, Edko Films, Hong Kong. 

Risen 2016, motion picture, Columbia Pictures, Los Angeles. 

Roar 1981, motion picture, Drafthouse Films, Austin. 

Rob the mob 2014, motion picture, Millennium Entertainment, Los Angeles. 

Robocop 2014, motion picture, Columbia Pictures Los Angeles. 

Rock the kasbah 2015, motion picture, Open Road Films, Los Angeles. 

Rocket science 2007, motion picture, Picturehouse, New York City. 

Rogue one: a star wars story 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Romantics anonymous 2010, motion picture, StudioCanal, Paris. 

Room 2015, motion picture, A24 Films, New York City. 

Rosa 2011 motion picture, Orellana Pictures, Barcelona. 

Ruby Sparks 2012, motion picture, Fox Searchlight Pictures, Los Angeles. 

Rudderless 2014, motion picture, Samuel Goldwyn Films, New York City. 

Rules don’t apply 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Run all night 2015, motion picture, Warner Bros., Burbank. 

Russian ark 2002, motion picture, Wellspring Media, New York City. 

Rust and bone 2012, motion picture, UGC Distribution, Paris. 

Sacramento 2014, motion picture, Sacramento. 

Salò, or the 120 days of Sodom 1975, motion picture, United Artists, Beverly Hills. 

Salt and fire 2016, motion picture, XLrator Media, Los Angeles. 

Samba 2014, motion picture, Gaumont, Paris. 

Same but different: Theo’s story 2013, motion picture, Manchester. 

San Andreas 2015, motion picture, Warner Bros. Pictures, Burbank. 

San Andreas quake 2015, motion picture, The Asylum, Burbank. 

Saving Mr. Banks 2013, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Sea of trees 2015, motion picture, A24 Films, New York City. 

Secret of Shaolin kung fu 1979, motion picture, Ocean Shores Video, Hong Kong. 

Seduced and abandoned 2013, motion picture, Weltkino Filmverleih, Leipzig. 



 
 
 

187 

Seeking a friend for the end of the world 2012, motion picture, Focus Features, Universal City. 

Selfie 2015, motion picture, Aghaaz Productions, Mumbai. 

Selma 2014, motion picture, Paramount Pictures, Los Angeles. 

Semi-pro 2008, motion picture, New Line Cinema, Los Angeles. 

Sequence 2013, motion picture, Santa Monica. 

Serena 2014, motion picture, Magnolia Pictures, Dallas. 

Serene velocity 1970, video recording, Vestal. 

Serial taxi 2013, motion picture, New York City. 

Set fire to the stars 2014, motion picture, Strand Releasing Culver City. 

Seven samurai 1954, motion picture, Toho Company, Tokyo. 

Sex after kids 2013, motion picture, FilmBuff, New York City. 

Sex tape 2014, motion picture, Columbia Pictures, Los Angeles. 

Shallow hal 2001, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Shaolin iron claws 1978, Tang Do Film Company, Hong Kong. 

Shaolin warrior 1980, motion picture, Shaw Brothers Studio, Hong Kong. 

Shaolin warrior 2013, motion picture, Lionsgate, Santa Monica. 

Shaun the sheep 2015, motion picture, StudioCanal, London. 

She's funny that way 2014, motion picture, Lionsgate Home Entertainment Santa Monica. 

She's the man 2006, motion picture, DreamWorks, Universal City. 

Shin Godzilla 2016, motion picture, Toho Company, Tokyo. 

Sicario 2015, motion picture, Lionsgate, Santa Monica. 

Side effected 2013, motion picture, Lev Pakman, New York. 

Side walk shuttle 1992, video recording, San Francisco. 

Silence 2016, motion picture, Paramount Pictures, Los Angeles. 

Silent heart 2014, motion picture, SF Film, København. 

Silent running 1972, motion picture, Universal Pictures, Universal City. 

Silver hermit from Shaolin temple 1977, motion picture, Shaw Brothers Studio, Hong Kong. 

Simulacra 2014, motion picture, BonoboStudio, Zagreb. 

Sin city: a dame to kill for 2014, motion picture, Dimension Films, New York City. 

Sing 2016, motion picture, Universal Pictures, Universal City. 

Sisters 2015, motion picture, Universal Pictures, Universal City. 

Sleeping beauty 2011, motion picture, Paramount Pictures, Sydney. 

Sleeping with other people 2015, motion picture, IFC Films, New York City. 

Sleight of hand 2011, motion picture, London. 



 
 
 

188 

Sling blade 1996, motion picture, Miramax Films, New York City. 

Slow 2013, motion picture, Mouna, Stuttgart. 

Slow west 2015, motion picture, A24 Films, New York City. 

Small time 2014, motion picture, Anchor Bay Entertainment, Beverly Hills. 

Smashed 2012, motion picture, Sony Pictures Classics, New York City. 

Snow falling on cedars 1999, motion picture, MCA/Universal Pictures, Universal City. 

Snowden 2016, motion picture, Open Road Films, Los Angeles. 

Snowpiercer 2013, motion picture, CJ Entertainment, Seoul. 

Solaris 2006, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Sold 2016, motion picture, Matson Films, Los Angeles. 

Solitary man 2009, motion picture, Anchor Bay Films, Troy. 

Some velvet mornings 2013, motion picture, Tribeca Film, New York City. 

Something more 2012, motion picture, Moving Works, Austin. 

Somewhere 2010, motion picture, Focus Features, Universal City. 

Somewhere slow 2013, motion picture, Screen Media Films, New York City. 

Son of a gun 2014, motion picture, A24 Films, New York City. 

Son of Babylon 2010, motion picture, Iraq Al-Rafidain, Baghdad. 

Song of the sea 2014, motion picture, Gkids, New York City. 

Song one 2014, motion picture, Cinedigm, Los Angeles. 

Song to song 2017, motion picture, Broad Green Pictures, Los Angeles. 

Songs from the second floor 2000, motion picture, New Yorker Films, New York City. 

Sorry 2012, motion picture, Amsterdam. 

Soul surfer 2011, motion picture, TriStar Pictures, Culver City. 

Source code 2011, motion picture, Summit Entertainment, Santa Monica. 

Southpaw 2015, motion picture, The Weinstein Company, New York City. 

Spanglish 2004, motion picture, Columbia Pictures Los Angeles. 

Spectre 2015, motion picture, Sony Pictures Releasing, London. 

Spider-man: homecoming 2017, motion picture, Columbia Pictures, Culver City. 

Spotlight 2015, motion picture, Open Road Films, Los Angeles. 

Spring 2014, motion picture, Drafthouse Films, Austin. 

Spy 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

St. Vincent 2014, motion picture, The Weinstein Company, New York City. 

Stalker 1979, motion picture, Seagull Films, New York City. 

Stand up guys 2012, motion picture, Lionsgate, Santa Monica. 



 
 
 

189 

Star trek 2009, motion picture, Paramount Pictures, Los Angeles. 

Star trek beyond 2016, motion picture, Paramount Pictures, Los Angeles. 

Star wars: the force awakens 2015, motion picture, Walt Disney Motion Pictures, Burbank. 

Starlet 2012, motion picture, Music Box Films, Chicago. 

Starsky & Hutch 2004, motion picture, Warner Bros. Pictures, Burbank. 

Stellar 1993, motion picture, Canyon Cinema, San Francisco. 

Steve Jobs 2015, motion picture, Universal Pictures, Universal City. 

Still Alice 2014, motion picture, Sony Pictures Classics, New York City. 

Still walking 2008, motion picture, Cine Qua Non Films, Tokyo. 

Stop telling women to smile 2014, motion picture, New York City. 

Story of a girl 2017, motion picture, Lifetime Television, New York City. 

Story of my death 2013, motion picture, Pricci Films, Nantes. 

Straight outta Compton 2015, motion picture, Universal Pictures, Universal City. 

Stranded 2013, motion picture, Sitka, Victoria. 

Stranger in Tolga 2015, motion picture, Ilias, Sydney. 

Street angel 2014, motion picture, London. 

Strictly ballroom 1992, motion picture, Miramax, Santa Monica. 

Stroke of death 1979, motion picture, Shaw Brothers Studio, Hong Kong. 

Sue 1997, motion picture, Castle Hill Productions. New York City. 

Suffragette 2015, motion picture, Focus Features, Universal City. 

Sugar 2013, motion picture, Traverse Media, Los Angeles. 

Suicide squad 2016, motion picture, Warner Bros. Pictures, Burbank. 

Sully 2016, motion picture, Warner Bros. Pictures, Burbank. 

Sundays 2015, motion picture, PostPanic Productions, Amsterdam. 

Super 8 2011, motion picture, Paramount Classics, Los Angeles. 

Superbad 2007, motion picture, Columbia Pictures Los Angeles. 

Suspended 2014, motion picture, London. 

Symphony no. 42 2014, motion picture, Moholy-Nagy University, Budapest. 

Table 19 2017, motion picture, Fox Searchlight Pictures, Century City. 

Tai chi shadow boxing 1980, motion picture, Huang Tzu Film Company, Hong Kong. 

Take care 2014, motion picture, Phase 4 Films, Toronto. 

Take it slow 2015, video recording, Jakub Gronowski, Toronto. 

Taken 3 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Talladega nights: The Ballad of Ricky Bobby 2006, motion picture, Columbia Pictures Los Angeles. 



 
 
 

190 

Tammy 2014, motion picture, Warner Independent Pictures, Burbank. 

Tangled 2010, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Ted 2 2015, motion picture, Universal Pictures, Universal City. 

Teenage mutant ninja turtles 2014, motion picture, Paramount Pictures, Los Angeles. 

Teenage mutant ninja turtles: out of the shadows 2016, motion picture, Paramount Pictures, Los Angeles. 

Ten fingers of death 1971, motion picture, 21st Century Film Corporation, Los Angeles. 

Terminator genisys 2015, motion picture, Paramount Pictures Corporation, Los Angeles. 

Testament of youth 2014, motion picture, Lionsgate, London. 

Tetsuo, the iron man 1989, motion picture, Kaijyu Theater, Tokyo. 

Thanks for sharing 2012, motion picture, Lionsgate, Santa Monica. 

That awkward moment 2014, motion picture, Focus Features, Universal City. 

The 36th chamber of Shaolin 1978, motion picture, Shaw Brothers Studio, Hong Kong. 

The 36th chamber: the final encounter 1982, motion picture, Star Sea Motion Picture Company, Hong 

Kong. 

The 39 steps 1935, motion picture, Gaumont British Picture Corporation, London. 

The 40-year-old virgin 2005, motion picture, Universal Pictures, Universal City. 

The 5th wave 2016, motion picture, Columbia Pictures, Los Angeles. 

The accountant 2016, motion picture, Warner Bros. Pictures, Burbank. 

The age of Adaline 2015, motion picture, Lionsgate, Santa Monica. 

The amazing spider-man 2 2014, motion picture, Columbia Pictures, Los Angeles. 

The angriest man in Brooklyn 2014, motion picture, Lionsgate, Santa Monica. 

The angry birds movie 2016, motion picture, Columbia Pictures, Los Angeles. 

The art of getting by 2011, motion picture, Fox Searchlight Pictures, Los Angeles. 

The art of persuasion 2005, television program, BBC, London, 10 July. 

The assassin 2015, motion picture, Media Asia Films, Hong Kong. 

The auction 2013, motion picture, Entertainment One, Toronto. 

The audition 2015, motion picture, Forever an Astronaut, St. Louis. 

The bad lieutenant: port of call New Orleans 2009, motion picture, First Look Studios, Century City. 

The barber 2014, motion picture, ARC Entertainment, Santa Monica. 

The beauty inside 2015, motion picture, Next Entertainment World, Seoul. 

The beaver 2011, motion picture, Summit Entertainment, Universal City. 

The belier family 2014, motion picture, Mars Distribution, Paris. 

The best of me 2014, motion picture, Relativity Media, Los Angeles. 

The BFG 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 



 
 
 

191 

The big bounce 2004, motion picture, Warner Bros. Pictures, Burbank. 

The big short 2015, motion picture, Paramount Pictures, Los Angeles. 

The big sick 2017, motion picture, Lionsgate, Santa Monica. 

The big wedding 2013, motion picture, Lionsgate, Santa Monica. 

The big year 2011, motion picture, Fox 2000 Pictures, Los Angeles. 

The black hole 2008, motion picture, Future Shorts, London. 

The blade 1995, motion picture, Paragon Films Ltd., Hong Kong. 

The book of Eli 2010, motion picture, Warner Bros. Pictures, Burbank. 

The book thief 2013, motion picture, Twentieth Century Fox of Germany, Frankfurt. 

The Bourne legacy 2012, motion picture, Universal Pictures, Universal City. 

The brain hack 2015, motion picture, LWH Entertainment, London. 

The calling 2014, motion picture, Vertical Entertainment, Santa Monica. 

The cameraman 1928, motion picture, Metro-Goldwyn-Mayer, Beverly Hills. 

The campaign 2012, motion picture, Warner Bros. Pictures, Burbank. 

The change-up 2011, motion picture, Universal Pictures, Universal City. 

The clutch of power 1977, motion picture, Goldig Film Company, Hong Kong. 

The cobbler 2014, motion picture, Image Entertainment, Chatsworth. 

The cold lands 2013, motion picture, Cinereach, New York City. 

The color of time 2012, motion picture, Anchor Bay Entertainment, Beverly Hills. 

The company men 2010, motion picture, The Weinstein Company, New York City. 

The confirmation 2016, motion picture, Saban Films, Los Angeles. 

The cub 2013, motion picture, Artsploitation Films, Philadelphia. 

The cycle 2015, motion picture, Already Alive, New York City. 

The dam keeper 2014, motion picture, Tonko House, Oakland. 

The Danish girl 2015, motion picture, Focus Features, Universal City. 

The day the Earth stood still 1951, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The day the Earth stood still 2008, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The day the pictures were born 2005, television program, BBC, London, 3 July. 

The death and life of Desmond Wolfe 2013, motion picture, Cape Town. 

The deer hunter 1978, motion picture, Universal Pictures, Universal City. 

The delivery man 2013, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

The devil's double 2011, motion picture, Lionsgate, Santa Monica. 

The disappearance of Eleanor Rigby: her 2014, motion picture, The Weinstein Company, New York City. 

The disappearance of Eleanor Rigby: him 2014, motion picture, The Weinstein Company, New York City. 



 
 
 

192 

The disappearance of Eleanor Rigby: them 2014, motion picture, The Weinstein Company, New York 

City. 

The discipline of D.E. 1982, motion picture, Portland. 

The discipline of D.E. 2006, motion picture, New York City. 

The discovery 2017, motion picture, Netflix, Los Gatos. 

The door 2002, motion picture, Area 17, London. 

The double 2013, motion picture, Magnolia Pictures, Dallas. 

The drop 2014, motion picture, Fox Searchlight Pictures, Los Angeles. 

The duff 2015, motion picture, Lionsgate Entertainment Corporation, Santa Monica. 

The edge 2015, motion picture, Premium Films, Paris. 

The edge of seventeen 2016, motion picture, STX Entertainment, Los Angeles. 

The elevator 2015, motion picture, Either Way Works Production, Chicago. 

The emperor of time 2016, motion picture, Langley. 

The end of the tour 2015, motion picture, A24 Films, New York City. 

The equalizer 2014, motion pictures, Columbia Pictures, Los Angeles. 

The eve of the war 2015, video recording, Action-Cut-Share, Mexico City. 

The exit room 2013, motion picture, Hayden 5 Media, New York City. 

The expendables 3 2014, motion picture, Lionsgate, Santa Monica. 

The extra man 2010, motion picture, Magnolia Pictures, Dallas 

The face of love 2013, motion picture, IFC Films, New York City. 

The falls 2012, motion picture, Breaking Glass Pictures, Philadelphia. 

The fate of the furious 2017, motion picture, Universal Pictures, Universal City. 

The fault in our stars 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The five-year engagement 2012, motion picture, Universal Pictures, Universal City. 

The flash 2011, television program, The CW Television Network, Burbank, 4 October. 

The flicker 1965, motion picture, Film-Makers' Cooperative, New York City. 

The flying man 2013, motion picture, Toronto. 

The fold 2013, motion picture, DLN Films, London. 

The foreigner 2017, motion picture, Film & TV House, London. 

The forger 2014, motion picture, Saban Films, Los Angeles. 

The founder 2016, motion picture, The Weinstein Company, New York City. 

The French minister 2013, motion picture, Pathé, Paris. 

The frozen ground 2013, motion picture, The Film Arcade, Los Angeles. 

The fundamentals of caring 2016, motion picture, Netflix, Los Gatos. 



 
 
 

193 

The giver 2014, motion picture, The Weinstein Company, New York City. 

The glass castle 2017, motion picture, Lionsgate, Santa Monica. 

The godfather 1972, motion picture, Paramount Pictures Corporation, Los Angeles. 

The godfather part II 1974, motion picture, Paramount Pictures Corporation, Los Angeles. 

The godfather part III 1990, motion picture, Paramount Pictures Corporation, Los Angeles. 

The going away party 2015, Connor Hurley, New York City. 

The good girl 2002, motion picture, Fox Searchlight Pictures, Los Angeles. 

The good lie 2014, motion picture, Warner Bros. Pictures, Burbank. 

The grand Budapest hotel 2014, motion picture, Fox Searchlight Pictures, Los Angeles. 

The grandmaster 2013, motion picture, Jet Tone Production, Hong Kong. 

The great abyss 2014, motion picture, New York City. 

The great beauty 2013, motion picture, Medusa Distribuzione, Rome. 

The green hornet 2011, motion picture, Columbia Pictures Los Angeles. 

The ground beneath 2008, motion picture, Passion Pictures, Sydney. 

The gunman 2015, motion picture, Open Road Films, Los Angeles. 

The handmaiden 2016, motion picture, Amazon Studios, Santa Monica. 

The hangover 2009, motion picture, Warner Bros. Pictures, Burbank. 

The hateful eight 2015, motion picture, The Weinstein Company, New York City. 

The heartbreak kid 2007, motion picture, Paramount Pictures, Los Angeles. 

The hitman's bodyguard 2017, motion picture, Lionsgate, Santa Monica. 

The hobbit: the battle of the five armies 2014, motion picture, Warner Bros. Pictures, Burbank. 

The hollars 2016, motion picture, Sony Pictures Classics, New York City. 

The homesman 2014, motion picture, Roadside Attractions, Beverly Hills. 

The house 2017, motion picture, Warner Bros. Pictures, Burbank. 

The hunger games: mockingjay - part 1 2014, motion picture, Lionsgate, Santa Monica. 

The hunger games: mockingjay - part 2 2015, motion picture, Lionsgate, Santa Monica. 

The hunt 2015, motion picture, Mustache Monocle Films, Los Angeles. 

The hurt locker 2008, motion picture, Summit Entertainment, Universal City. 

The iceman 2012, motion picture, Millennium Entertainment, Los Angeles. 

The imitation game 2014, motion picture, The Weinstein Company, New York City. 

The immigrant 2013, motion picture, The Weinstein Company, New York City. 

The infiltrator 2016, motion picture, Broad Green Pictures, Los Angeles. 

The intern 2015, motion picture, Warner Bros. Pictures, Burbank. 

The Internet's own boy: The Story of Aaron Swartz 2014, motion picture, FilmBuff, New York City. 



 
 
 

194 

The internship 2013, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The intervention 2016, motion picture, Samuel Goldwyn Films, New York City. 

The interview 2014, motion picture, Columbia Pictures, Los Angeles. 

The invisible 2007, motion picture, Buena Vista Pictures, Burbank. 

The invisible woman 2013, motion picture, Lionsgate Films, London. 

The Jersey boys 2014, motion picture, Warner Bros. Pictures, Burbank. 

The joneses 2009, motion picture, Roadside Attractions, Beverly Hills. 

The judge 2014, motion picture, Warner Bros. Pictures, Burbank. 

The jungle book 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

The kid 1921, motion picture, First National Pictures, Burbank. 

The lady 2011, motion picture, EuropaCorp, Saint-Denis. 

The lady in the van 2016, motion picture, Sony Pictures Classics, London. 

The land 2016, motion picture, IFC Films, New York City. 

The landing 2013, motion picture, Perception Pictures, Balmoral. 

The last dragon master 2012, motion picture, Newport Entertainment, Hong Kong. 

The last of Robin Hood 2013, motion picture, Samuel Goldwyn Films, New York City. 

The last performance 2013, motion picture, Tehran. 

The last station 2009, motion picture, Sony Pictures Classics, New York City. 

The legend of Fong Sai-Yuk 1993, motion picture, Gala Film Distribution Ltd., Hong Kong. 

The legend of Fong Sai-Yuk II 1993, motion picture, Gala Film Distribution Ltd., Hong Kong. 

The legend of Tarzan 2016, motion picture, Warner Bros. Pictures, Burbank. 

The Legend of the swordsman 1992, motion picture, Golden Princess Amusement Company, Hong Kong. 

The Lego Batman movie 2017, motion picture, Warner Bros. Pictures, Burbank. 

The light between oceans 2016, motion picture, Entertainment One, London. 

The Lincoln lawyer 2011, motion picture, Lionsgate, Santa Monica. 

The little prince 2015, motion picture, Paramount Pictures, Los Angeles. 

The lobster 2015, motion picture, Alchemy, Los Angeles. 

The longest ride 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The longest week 2014, motion picture, Gravitas Ventures, El Segundo. 

The longest yard 2005, motion pictures, Paramount Pictures, Los Angeles. 

The lost city of Z 2016, motion picture, Amazon Studios, Santa Monica. 

The love punch 2013, motion picture, Entertainment One, London. 

The lovely bones 2009, motion picture, Paramount Pictures, Los Angeles. 

The magnificent seven 2016, motion picture, Columbia Pictures, Los Angeles. 



 
 
 

195 

The man behind the mountain 2014, motion picture, Don’t Sleep Productions, Vancouver. 

The man from U.N.C.L.E. 2015, motion picture, Warner Bros. Pictures, Burbank. 

The man with two mouths 2015, motion picture, Attic Films, Madrid. 

The martian 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The maze runner 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The Meyerowitz stories (new and selected) 2017, motion picture, Netflix, Scotts Valley. 

The monkey king 2014, motion picture, China Film Group Corporation, Beijing. 

The monster that challenged the world 1957, motion picture, Beverly Hills. 

The monument men 2014, motion picture, Columbia Pictures Los Angeles. 

The music never stopped 2011, motion picture, Roadside Attractions, Beverly Hills. 

The music room 1958, Merchant Ivory Productions, New York City. 

The namesake 2006, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The naturalist 2014, Connor Hurley, New York City. 

The new legend of Shaolin 1994, motion picture, Eastern Productions, Hong Kong. 

The Newton boys 1998, motion picture, 20th Century Fox Film Corporation, Los Angeles. 

The nice guys 2016, motion picture, Warner Bros. Pictures, Burbank. 

The notebook 2004, motion picture, New Line Cinema, Los Angeles. 

The November man 2014, motion picture, Solution Entertainment Group, Los Angeles. 

The only boy in the world 2013, motion picture, London. 

The other guys 2010, motion picture, Columbia Pictures, Los Angeles. 

The other woman 2014, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The party 1968, motion picture, United Artists, Los Angeles. 

The passing 1991, video recording, London Video Access, London. 

The pavement 2015, motion picture, Los Angeles. 

The pink panther 1963, motion picture, United Artists Corporation, London. 

The pretty one 2013, motion picture, Dada Films, Los Angeles. 

The proposal 2009, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

The railway man 2013, motion picture, The Weinstein Company, New York City. 

The raven 2010, motion picture, The Raven Films, Los Angeles. 

The rebound 2009, motion picture, The Weinstein Company, New York City. 

The red end 2015, motion picture, TurnStyle Films, Cleveland. 

The red turtle 2016, motion picture, Toho Company, Tokyo. 

The red valentine 2012, motion picture, Sydney. 

The reflecting pool 1979, video recording, Electronic Arts Intermix, New York City. 



 
 
 

196 

The reinvention of normal 2015, motion picture, Cine-Real, London. 

The reluctant fundamentalist 2012, motion picture, IFC Films, New York City. 

The republic of two 2013, motion picture, Gravitas Ventures, El Segundo. 

The revenant 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

The revolution will not be televised 2003, motion picture, Los Angeles. 

The rewrite 2014, motion picture, Lionsgate Films, London. 

The road within 2014, motion picture, Well Go USA Entertainment, Pano. 

The room 2003, motion picture, TPW Films, Los Angeles. 

The rover 2014, motion picture, Roadshow Films, Sydney. 

The rum diary 2011, motion picture, FilmDistrict, Los Angeles. 

The runner 2015, motion picture, Los Angeles. 

The salesman 2016, motion picture, TgpCo, Tehran. 

The salvation 2014, motion picture, Nordisk Film Distribution, Copenhagen. 

The sandman 2015, motion picture, Diego Contreras, Los Angeles. 

The scent of green papaya 1993, motion picture, GoDigital Media Group, Santa Monica. 

The searchers 1956, motion picture, Warner Bros., Burbank. 

The secret life of pets 2016, motion picture, Universal Pictures, Universal City. 

The sense of an ending 2017, motion picture, Film & TV House, London. 

The sessions 2012, motion picture, Fox Searchlight Pictures, Los Angeles. 

The Shaolin temple 1982, motion picture, C.A.V. Distribution, San Francisco. 

The signal 2014, motion picture, Focus Features, Universal City. 

The smile man 2013, motion picture, Trigger Street Productions, Los Angeles. 

The sopranos 1999, television program, Home Box Office, New York City, 10 January. 

The sound and the fury 2014, motion picture, New Films International, Sherman Oaks. 

The space between us 2017, motion picture, STX Entertainment, Burbank. 

The spectacular now 2013, motion picture, A24 Films, New York City. 

The SpongeBob movie: sponge out of water 2015, motion picture, Paramount Pictures, Los Angeles. 

The Stanford prison experiment 2015, motion picture, IFC Films, New York City. 

The sting 1973, motion picture, Universal Pictures, Universal City. 

The stolen years 2013, motion picture, Golden Scene, Hong Kong. 

The sublime and beautiful 2014, motion picture, Saratoga Springs. 

The sweet life 2017, motion picture, The Orchard, New York City. 

The swimmer 1968, motion picture, Columbia Pictures, Los Angeles. 

The switch 2010, motion picture, Miramax, Santa Monica. 



 
 
 

197 

The tale of the princess Kaguya 2013, motion picture, Toho Company, Tokyo. 

The theory of everything 2014, motion picture, Universal Pictures International, London. 

The thin red line 1998, motion picture, Twentieth Century Fox, Los Angeles. 

The Thomas Beale cipher 2010, video recording, Polymix Studios, New York City. 

The ticket 2017, motion picture, Shout! Factory, Los Angeles. 

The time machine 1960, motion picture, Metro-Goldwyn-Mayer, Los Angeles. 

The trip to Italy 2014, motion picture, IFC Films, New York City. 

The trust 2016, motion picture, Saban Films, Los Angeles. 

The Turin horse 2011, motion picture, Másképp Alapítvány Cirko Film, Budapest. 

The two faces of January 2014, motion picture, Magnolia Pictures, Dallas. 

The United States of Leland 2003, motion picture, Paramount Classics, Los Angeles. 

The ventriloquist 2012, motion picture, Trigger Street Productions, Los Angeles. 

The visitor 2007, motion picture, Anchor Bay Entertainment, Troy. 

The voices 2014, motion picture, Lionsgate, Santa Monica. 

The vow 2012, motion picture, Screen Gems, Culver City. 

The wait 2013, motion picture, Monterey Media, Thousand Oaks. 

The waiting 2015, motion picture, To Guys, Milan. 

The walk 2015, motion picture, TriStar Pictures, Culver City. 

The wall 2017, motion picture, Roadside Attractions, Los Angeles. 

The water diviner 2014, motion picture, Warner Bros. Pictures, Burbank. 

The waters of Greenstone 2015, motion picture, Melbourne. 

The way, way back 2015, motion picture, Fox Searchlight Pictures, Los Angeles. 

The wedding planner 2001, motion picture, Sony Pictures Entertainment, Culver City. 

The wedding ringer 2014, motion picture, Screen Gems, Culver City. 

The whole truth 2016, motion picture, Lionsgate Premiere, Santa Monica. 

The wild 2015, motion picture, Lieber Films, Fallbrook. 

The wild bunch 1969, motion picture, Warner Bros., Burbank. 

The wind rises 2013, motion picture, Toho Company, Tokyo. 

The wolf of Wall Street 2013, motion picture, Paramount Pictures, Los Angeles. 

The writer from Woolly 2015, motion picture, Woolly Rhino Productions, Twin Cities. 

The yards 2000, motion picture, New Films International, Sherman Oaks. 

The young and prodigious T.S. Spivet 2013, motion picture, Gaumont, Paris. 

The zero theorem 2013, motion picture, Amplify, New York City. 

The zookeeper’s wife 2017, motion picture, Focus Features, Universal City. 



 
 
 

198 

Their finest 2016, motion picture, Lionsgate, London. 

There's only one sun 2007, motion picture, Jet Tone Films, Hong Kong. 

They came together 2014, motion picture, Lionsgate, Santa Monica. 

Things I've never told you 1996, motion picture, Leo Films. Omaha. 

Third person 2013, motion picture, Sony Pictures Classics, New York City. 

Thirst for fury 2016, motion picture, Sao Paulo. 

Thirteen conversations about one thing 2001, motion picture, Sony Pictures Classics, New York City. 

This is 40 2012, motion picture, Universal Pictures, Universal City. 

This is how we met 2015, motion picture, Hero Status Films, Los Angeles. 

This is normal 2014, motion picture, Giddy Welshmen, Los Angeles. 

This is the end 2013, motion picture, Sony Pictures Entertainment, Culver City. 

This is where I leave you 2014, motion picture, Warner Bros. Pictures, Burbank. 

This must be the place 2011, motion picture, The Weinstein Company, New York City. 

Thor: Ragnarok 2017, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Three colors: blue 1993, motion picture, Miramax, Santa Monica. 

Three colors: red 1994, motion picture, Miramax, Santa Monica. 

Three colors: white 1994, motion picture, Miramax, Santa Monica. 

Three monkeys 2008, motion picture, United International Picture, Istanbul. 

Three times 2005, motion picture, First Distributors, Hong Kong. 

Throne of blood 1957, motion picture, Toho Co., Tokyo. 

Through rose-colored glasses 2015, motion picture, Canted Pictures, Toronto. 

Tideland 2005, motion picture, ThinkFilm, New York City. 

Time 2006, motion picture, Sponge, Seoul. 

Time out of mind 2014, motion picture, IFC Films, New York City. 

Tiny furniture 2010, motion picture, IFC Films, New York City. 

Tiny worlds 2014, motion picture, Rushes, London. 

To kill a mockingbird 1962, motion picture, Universal Pictures, Universal City. 

To write love on her arms 2012, motion picture, Sony Pictures Entertainment, Culver City. 

Tokyo story 1953, motion picture, Shôchiku Eiga, Tokyo. 

Tomorrowland 2015, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Top five 2014, motion picture, Paramount Pictures, Los Angeles. 

Tracks 2013, motion picture, Transmission Films, Sydney. 

Trainwreck 2015, motion picture, Universal Pictures, Universal City. 

Transcendance 2014, motion picture, Warner Bros. Pictures, Burbank. 



 
 
 

199 

Transformers: age of extinction 2014, motion picture, Paramount Pictures, Los Angeles. 

Transformers: the last knight 2017, motion picture, Paramount Pictures, Los Angeles. 

Trapped in transition 2016, motion picture, Partners International, Toronto. 

Trash humpers 2009, motion picture, Drag City, Chicago. 

Triple 9 2016, motion picture, Open Road Films, Los Angeles. 

Tropical inferno 1978, motion picture, Ascot Elite Home Entertainment, Stuttgart. 

True detective 2014, television program, Home Box Office, New York City, 12 January. 

True love waits 2013, motion picture, 10K Productions West Coast, Venice. 

True memoirs of an international assassin 2016, motion picture, Netflix, Los Gatos. 

True story 2015, motion picture, Fox Searchlight Pictures, Los Angeles. 

Truth 2015, motion picture, Sony Pictures Classics, New York City. 

Tsotsi 2005, motion picture, Miramax, Santa Monica. 

Tumbledown 2016, motion picture, Starz Media, Burbank. 

Twin Peaks 2017, television program, Showtime Networks, New York City, 19 May. 

Twin Peaks: fire walk with me 1992, motion picture, New Line Cinema, Los Angeles. 

Twin warriors 1993, motion pictures, Golden Harvest Company, Hong Kong. 

Two days one night 2014, motion picture, Cinéart, Schaerbeek. 

Two men in town 2014, motion picture, Cohen Media Group, New York City. 

Two-night stand 2014, motion picture, Entertainment One, Beverly Hills. 

Unbroken 2014, motion picture, Universal Pictures, Universal City. 

Under the skin 2013, motion picture, A24 Films, New York City. 

Unfinished business 2015, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Valhalla rising 2009, motion picture, Scanbox Entertainment, Copenhagen. 

Varúð 2012, video production, Ingibjorg birgisdottir, Reykjavík. 

Vice 2015, motion picture, Lionsgate, Santa Monica. 

Vicky Cristina Barcelona 2008, motion picture, Metro-Goldwyn-Mayer, Beverly Hills. 

Victoria and Abdul 2017, motion picture, Universal Pictures International, London. 

Wake up, Ron Burgundy: the lost movie 2004, motion picture, DreamWorks Distribution, Universal City. 

Waking 2013, motion picture, Signature Entertainment, London. 

Waking life 2001, motion picture, Fox Searchlight Pictures, Los Angeles. 

Walk in Shanghai 2015, motion picture, JT Singh Labs, Shanghai. 

Walk of shame 2014, motion picture, Focus World, New York City. 

Wallace & Gromit's cracking contraptions 2002, television program, British Broadcasting Corporation, 

London, 15 October. 



 
 
 

200 

Walter 2015, motion picture, Entertainment One, Beverly Hills. 

Wanderer 2014, motion picture, Stockholm. 

War dogs 2016, motion picture, Warner Bros. Pictures, Burbank. 

War machine 2017, motion picture, Netflix, Los Gatos. 

War on everyone 2016, motion picture, Saban Films, Los Angeles. 

Warcraft 2016, motion picture, Universal Pictures, Universal City. 

Water 2005, motion picture, Fox Searchlight Pictures, Los Angeles. 

Wavelength 1967, video recording, Canyon Cinema, San Francisco. 

We bought a zoo 2011, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

We own the night 2007, motion picture, Columbia Pictures, Los Angeles. 

We will live again 2012, motion picture, New York City. 

Webcam 2012, video recording, ZBros Productions, New York City. 

Wedding crashers 2005, motion picture, New Line Cinema, Los Angeles. 

Welcome to me 2014, motion picture, Alchemy, Los Angeles. 

What happened, miss Simone? 2015, motion picture, Netflix, Los Gatos. 

What happens in Vegas 2008, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

What if 2013, motion picture, CBS Films, Los Angeles. 

What Maisie knew 2012, motion picture, Millennium Entertainment, Los Angeles. 

What time is it over there? 2001, motion picture, WinStar Cinema, New York City. 

What we did on our holiday 2014, motion picture, Lionsgate Films, London. 

When Marnie was there 2014, motion picture, Toho Company, Tokyo. 

When you’re strange 2009, motion picture, Abramorama, Pleasantville. 

Where I am 2013, motion picture, Dublin. 

While we're young 2014, motion picture, A24 Films, New York City. 

Whiplash 2014, motion picture, Sony Pictures Classics, New York City. 

White material 2009, motion picture, Wild Bunch Distribution, Paris. 

Why him? 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

Wiener-dog 2016, motion picture, IFC Films, New York City. 

Wild 2014, motion picture, Fox Searchlight Pictures, Los Angeles. 

Wild horses 2014, motion picture, Entertainment One, Beverly Hills. 

Wilson 2017, motion picture, Fox Searchlight Pictures, Century City. 

Winchester redux 2004, video recording, Aktionsart, New York City. 

Winds 2013, motion picture, Tiglon, Istanbul. 

Winter sleep 2014, motion picture, Adopt Films, Long Island City. 



 
 
 

201 

Winter's bone 2010, motion picture, Roadside Attractions, Beverly Hills. 

Winter’s tale 2014, motion picture, Warner Bros. Pictures, Burbank. 

Wish 2013, motion picture, Lotte Entertainment, Seoul. 

Wish I was there 2014, motion picture, Focus Features, Universal City. 

Wolf totem 2015, motion picture, Edko Films, Hong Kong. 

Woman in gold 2015, motion picture, The Weinstein Company, New York City. 

Wonder woman 2017, motion picture, Warner Bros. Pictures, Burbank. 

Woody 2013, motion picture, Of A Seven Percent Films, Sydney. 

Words and pictures 2013, motion picture, Roadside Attractions, Los Angeles. 

X-men: apocalypse 2016, motion picture, Twentieth Century Fox Film Corporation, Los Angeles. 

X-men: days of the future past 2014, motion picture, Twentieth Century Fox Film Corporation, Los 

Angeles. 

Xxx: return of Xander Cage 2017, motion picture, Paramount Pictures, Los Angeles. 

Year two - day three hundred forty-six - playground 2015, motion picture, Merseyside. 

Young ones 2014, motion picture, Screen Media Films, New York, NY 

Youth 2015, motion picture, Fox Searchlight Pictures, Los Angeles. 

Youth in revolt 2009, motion picture, Dimension Films, New York City. 

Zipper 2015, motion picture, Alchemy, Los Angeles. 

Zoolander 2 20165, motion picture, Paramount Pictures Corporation, Los Angeles. 

Zoolander 2001, motion picture, Paramount Pictures Corporation, Los Angeles. 

Zoom 2015, motion picture, Screen Media Films, New York City. 

Zootopia 2016, motion picture, Walt Disney Studios Motion Pictures, Burbank. 

Zulu 2013, motion picture, Radius-TWC, New York City. 

  



 
 
 

202 

 
 
 

 

 

 

 

 

 

 

 

 

 

Attachment: 
 
 

Full feature film 
& 



 
 
 

203 

 
 
 

 

 

 

 

 

 

 

 

 

 

 

 

Copyrights 
All rights reserved 

© Cedric van Eenoo 
 


	Title Page
	Certificate of original authorship
	Acknowledgements
	Table of contents
	List of illustrations and tables
	Abstract
	Introduction
	1. Literature review
	1.1. Introduction
	1.2. Story and storytelling
	1.3. Literature and cinema
	1.4. The three-act structure
	1.5. The three-fold configuration and rhythm
	1.6. Time
	1.7. Time gaps
	1.8. The time-image
	1.9. Cinematic storytelling
	1.10. Absence and intervals
	1.11. Contemplation
	1.12. Storytelling and sensations
	1.13. Conclusion

	2. Methodology
	2.1. Introduction
	2.2. Research Themes
	2.3. Exploration of storytelling
	2.3.1. Narrative structure and time
	2.3.2. Psychological aspects
	2.3.3. Natural processes and phenomena
	2.3.4. Music and sound
	2.3.5. Minimalism
	2.3.6. Intervals

	2.4. Conclusion

	3. Exploration and Synthesis of the Themes
	3.1. Introduction
	3.2. Cinematic space
	3.2.1. Place
	3.2.2. Images properties and cinematography
	3.2.3. Visual storytelling
	3.2.4. Grain and image noise
	3.2.5. Conflict and irresolution
	3.2.6. Absence

	3.3. Cinematic time
	3.3.1. The experience of duration
	3.3.2. Time and movement
	3.3.3. Sense of narrative progression

	3.4. Film sound
	3.4.1. Atmosphere
	3.4.2. Dialogue and silence
	3.4.3. Noise

	3.5. Narrative intervals
	3.5.1. Turning points in narrative
	3.5.2. Gaps and storytelling
	3.5.3. Sensations and storytelling
	3.5.4. Story and interpretation
	3.5.5. Poetry and storytelling
	3.5.6. Authenticity

	3.6. Contemplation

	4. Experimentation in Practice
	4.1. Introduction
	4.2. Act I
	4.2.1. Setup
	4.2.2. Character
	4.2.3. Antagonism
	4.2.4. Movement
	4.2.5. Cinematography
	4.2.6. Contemplative mode

	4.3. Act II
	4.3.1. Conflict
	4.3.2. Place, character, space
	4.3.3. Cause-and-effect
	4.3.4. Emotional authenticity and intensity
	4.3.5. Repetition
	4.3.6. Narrative progression

	4.4. Act III
	4.4.1. Cycle
	4.4.2. Editing
	4.4.3. Narrative exhaustion
	4.4.4. Story ending
	4.4.5. Minimalist film
	4.4.6. Natural storytelling

	4.5. Reflection
	4.6. Conclusion

	References
	Digital appendix
	Appendix: filmography

