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While in the first camera movement I described in 2046 the object in the

foreground cannot be identified, later on Wong will literally pull the curtain on his

characters. Early on in the film, Chow encounters Lulu, a former lover. She does not

remember Chow, which is visualized by a deep red drape taking over the Cinemascope

frame in a slow leftwards tracking shot [2]. The two characters disappearing behind an

out-of-focus curtain represent the distance that the lack of memories creates.

 

4.26 2046: Another curtain shot: visualizing the recognition of lost memories

On top of the flaunted visual style, Wong self-consciously plays with blurring the

boundaries between different diegetic levels in the plot. It becomes increasingly hard to

distinguish between Chow, the protagonist of his film, and the characters of the fictional

world created by Chow, the writer. As a result of this playful mixing of the discursive

levels in the film, the spectator is led to think that Wong is actually interweaving his own

role as a filmmaker into the story. He wrote the screenplay, and so the writer in that

screenplay is an obvious stand-in for him. The protagonist himself expresses this when he

declares:  “People I ran into in the normal course of things turned up in my stories. I felt

more and more at ease in my fiction world.” In other words, the real Wong, his

protagonist Chow, and the characters Chow creates in his work as a writer overlap. The

director/writer is in exile, when he excludes himself from the real world and submerges

himself in the universe of fiction.
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4.27 2046: The personality of the artist (here a writer) is isolated

This separation from “real” events, from other characters is what Wong expresses

with the isolating curtain-tracking shot, one of the central elements of 2046’s visual style.

Detachment is then carried to its ultimate extreme in a complicated scene at a restaurant

where the tracking camera  [6] moves behind several dividers that fragment the space of

the scene. In the fictional world the dividers are supposed to separate the different tables

from each other at the restaurant. The arriving guests are shot through these curtains

while sitting down around the table for a dinner where Chow is supposed to introduce his

new girlfriend, Bai Ling, to the company. She never  shows up. In Wong’s world,

however, the composition marks the beginning of an affair, the end of which will take

place at the same spot.

 

4.28 2046: Chow’s company arrives but a divider shifts in between the guests and
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the camera, which then cuts to a reverse shot to reveal the fragmented space of the

restaurant

Twenty minutes later in the film, Chow and Bai Ling express their disaffection by

walking past each other in the same restaurant, forcing a disinterested expression on their

faces while they fleetingly wink to each other. The camera is moving [8] the exact same

way as in the first restaurant scene.

 

 

4.29 2046: Bai Ling and Chow meet in the space fragmented by several curtains

that move in and out of the Cinemascope frame via the tracking camera

These tracking-curtain shots appear at key moments of the film: during Chow’s

platonic relationship with Ms. Wang, who helps him in his creative crisis [9,12], or on the

futuristic train where the time traveler (Chow’s literary equivalent) kisses the android

only to realize that she does not love him [10-11], or even during Chow’s final encounter

with Bai Ling at the very end of the film [13].

The rigidly modular composition relegates the characters into their own separate

sections of the frame. These modules are not open, as Tran’s frames-within-the-frame. In
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the latter director’s films, the modules were interconnected with the tracking camera that

followed the characters moving through them. In Wong Kar-Wai’s films, the moving

camera succeeds in creating a visual isolation that is not alleviated but accentuated by the

mobile frames. The slowly moving tracking shots frame objects that glide in between the

protagonists, creating an overtone of isolation. Tran and Wong use similar melodramatic

situations and compose using similar visual strategies, but their horizontal tracking shots

evoke a different impression. The beautiful geometrical harmony (what the tracking shots

in all four films further emphasize) around the troubled characters functions in Tran’s

work as a counterbalance to their emotional turmoil. But the same modular geometry

seems to bring Wong Kar-Wai’s characters further apart. They are not in control of the

space around them: they do not make their own the corridors of the hotels where they live

and remain strangers to their own rooms. The interiors of the family home (with their

traditional geometry and interconnected spaces) and the cold urban interiors (with their

estranged geometry and isolated spaces) could not be depicted with more similar stylistic

techniques yet for more disparate dramatic purposes than in Papaya and Vertical Ray on

the one hand, and In the Mood and 2046 on the other hand.183

Camera movement fulfills opposite purposes in the work of the two directors,

although their shots are physically moving in similar ways. The slow horizontal tracking

shot is a benchmark of the visual style of both films. The key difference seems to lie in

the fact that Tran’s camera mostly follows family members moving around and through

the spaces of the family home, semantically giving the mobile frame a security through a

human presence. Although these are not point-of-view shots, the spectator still sees that

                                                  
183 Some of these similarities are explained by the fact that cinematographer Mark Lee Ping-bin shot both
Vertical Ray and In the Mood.
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the tracks belong to characters.184 In Wong’s tracks, the movements objectify the

characters in two ways. First, the viewer will see in between the camera and the

characters several out-of-focus objects, and these obstacles are not plants that glide into

Tran’s tracking shots but window bars or curtains that literally and semantically serve as

separators. Second, Wong Kar-Wai uses fewer following tracking shots depicting the

figures isolated in space and psychologically as well.

Tran and Wong both show that intensified continuity is a visual trend that exists

on an international level: both directors embrace it as a normative background during the

creation of their own figurative codes. The four films analyzed illustrate Bordwell’s

broad concept, and apparently the trend of the moving camera becomes an almost always

horizontally moving camera in these two directors’ hands. The technically very similar

device, however, will carry opposite meaning in the traditional harmony of Tran Anh

Hung and the urban geometry of Wong Kar-Wai. Interconnection and separation both

result from a horizontally tracking camera. The exteriorized melodramatic is a creation

that arises out of an interaction of character traits, mise-en-scene and visual style. The

four films show how the device of the horizontally tracking frame can become a

technique with opposing functions: through its relations with other elements of the

language of film, like character movement, set design or even aspect ratio.

This project concentrates on the normative and figurative in the development of

stylistic devices. By focusing on the four analyzed films, the study brought to surface a

technique that is a central element of both Tran’s and Wong’s visual style. Tran in

Papaya uses the mobile frame as an attachment to the characters who make the isolated,

                                                  
184 What Murray Smith calls attachment. 1995.
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irregular modules connect. Once he developed the technique of module-interconnection,

he modifies it: with the addition of panning camera movements, he creates a contrast

between two different types of mobile frames. According to the Asian melodramatic

tradition, the characters do not express emotion only through the external visual balance

that they create. In Vertical Ray, the tracking shots serve to express nontraditional or

transgressive emotions of the characters through movement without a vantage point. On

the other hand, the pans communicate the power of tradition: in the panning shots, the

family members are harbored by the safety of the domestic. The tracks in both films

create insecurity, but Papaya softens this impression by character attachment: the tracks

follow the female members of the family who recreate the stability of the home. Vertical

Ray creates a contrast by adding a different camera movement that was virtually

nonexistent in Papaya. Both of Tran’s films illustrate how the figurative narrative

function of the mobile framings results from an interaction of normative background

(intensified continuity), which is influenced and modified by the local codes of the Asian

melodramatic.

With Wong Kar-Wai, this chapter illustrated an intensification of the tracking

shot’s expressive value. In In the Mood the technique serves as a lyrical isolation of the

characters, and also communicates their inability to communicate with each other.

Contrary to Tran, Wong does not soften the disconnection emphasized by the tracking

shots with character movement: the director much rather adds the mobile framing to other

tactics of staging, mise-en-scène to achieve a sensuous yet estranged notion of separation.

With 2046, the isolation becomes much more theatrical. Mr. Chow becomes a stand-in

for Wong’s artistic persona: Chow becomes disconnected from his own role in the film,
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from his own role as a writer who is part of the story of the film. The tracking shots

contribute to this effect by setting up the curtain effect with the shallow telephoto

compositions slowly moving horizontally on the bounded forms of the sets. The director

intensifies the notion of isolation by composing tracking shots that visually express the

disconnection of the protagonist from his own role. The mobile “curtain shots” show that

the protagonist can act as a metteur-en-scène: he moves back and forth between different

diegetic levels. Chow never stepped outside his role in In the Mood, but in 2046 the

character reflects about his own situation as if he were not only a filmic character but also

a viewer to his own tale. Wong Kar-Wai amplifies the effect of the isolating tracking shot

across the two films analyzed: Chow’s ability to comment on the events that happened to

him reveals itself in the slowly moving mobile frames. These tracking compositions play

a hide-and-reveal game creating not just a distance between characters, but also the artist

and his material. The norm of the emotional isolation expressed by the visuals in In the

Mood is intensified to an intellectual disconnection between creator and creation as seen

in 2046. Camera movement in In the Mood disconnected diegetic character from another

diegetic character. Camera movement in 2046 disconnects the same character from his

own diegetic role and shows that he occasionally steps outside the story world. The

readability of the second figurative technique strongly relies on the first: the figurative

mobile frames of In the Mood become a normative background for 2046. Wong Kar-

Wai’s and Tran Anh Hung’s visual tactics become more and more complex as the

directors refine their strategies as filmmakers.

Figurative textual elements activate connotative meaning through the stylistic

register of motion pictures. As this project argues, this figurative meaning is created by a
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cooperation of existing background norms encompassing the general function of a textual

code and the local cultural context, which in specifies the broad trend and enriches it with

motifs that have limited cultural significance. The figurative results from an interaction of

the normative and a local network of signifiers. This chapter showed that in Tran Anh

Hung’s and Wong Kar-Wai’s work this aforementioned progression can be discovered in

the development of the mobile frame’s textual function. For both filmmakers,

contemporary visual style (intensified continuity), and specifically its component of the

constantly moving camera proved to be a normative horizon. However, the broad trend of

intensified continuity that encompasses the visual style in many contemporary motion

pictures is not locally specific. The camera movements of contemporary filmmakers

depend on many factors, like generic framework, industrial background, among them the

cultural context, which bind it to a specific space and time. For Tran’s and Wong’s

domestic stories, this local cultural motif proved to be the Asian framework of

melodrama, where the “text of muteness” transfers characters emotions not to sets and

pantomime (Western variant) but the sheer visual parameters of the shots. The two

directors’ endlessly moving shots integrate this melodramatic tradition into their visual

styles when creating mobile compositions to “speak” instead of their characters.
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CONCLUSION

Stylistic progress is a process that classical film theory often indexed as essential

in understanding the status of film as an art form. The evolution of the directors’

expressive tools paved the way for realist and formalist arguments, respectively. For

André Bazin, considerations on the status of motion pictures lead to the conviction that

silent or sound, films should create scenes with continuous spatial and temporal

parameters and therefore advocated the use of lengthy takes, large depth of field and

camera movement.185 The Russian Montage filmmakers, on the other hand, regarded

editing the essential stylistic feature of film and related their own dialectical montage

scenes to D. W. Griffith’s narrative techniques.186 With the demise of the ontological

questions of classical film theory, aspects of film style and stylistic progress have been

largely neglected, except by the Neoformalist scholars187.

While developing a coherent terminology to analyze style and advocating a

problem-solution model, Neoformalism regards the “problem” of style as an immanent

artistic question, a question of how to express certain information on a specific channel.

This approach avoids investigating the numerous points of interaction between film style

and local cultural factors that surrounded the emergence of a new expressive technique.

Applied to the example to camera movement, the technique of the tracking-in camera of
                                                  
185 Bazin, André. “Evolution of the Language of the Cinema” In.: Brady, Leo—Marshall Cohen (Eds.) Film
Theory and Criticism, 6th Edition (Oxford University Press, 2004).
186 Pudovkin, V. I.: “On Editing.” Eisenstein, Sergei. “The Cinematic Principe and the Ideogram.” and “The
Dialectical Approach to Film Form.” In.: Brady, Leo—Marshall Cohen (Eds.) Film Theory and Criticism,
6th Edition (Oxford University Press, 2004).
187 Bordwell, David. On the History of Film Style. (Cambridge: Harvard University Press, 1997.)
Thompson, Kristin. Breaking the glass armor: neoformalist film analysis. (Princeton University Press,
1988.)
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Pastrone is an answer to a stylistic problem, i.e. how to convey the emotions of the

characters to the spectators. But it is also a phenomenon that is not independent from the

newly discovered capacity for character subjectivity in the cinema, which is a broader

problem than an immanent stylistic issue. This project represents an attempt to

theoretically account for stylistic progress through development of a specific device, the

tracking camera. While adapting a Neoformalist terminology, I have also pointed out the

limitations of this approach: it neglects the local cultural realities that surround the

emergence of stylistic elements. In contemporary theory, the routes of bottom-up

formalist inquiry and top-down “cultural” methods often appear separated. I am

convinced that the two can be combined in an analysis that does not lose sight of film’s

textual qualities but also finds a way to integrate stylistic progress into larger cultural

trends. A bottom-up research program, progressing towards observations connecting style

and history from the detailed analyses of cinematic devices seems a productive method to

connect what often remains separated in film studies: observations of larger cultural

trends and the minute, close analysis of cinematic texts.

Traveling Through Space has used the example of the tracking camera to show

how the emergence of figurative stylistic elements is based on an existing normative

background that interacts with the local cultural tendencies. To conceptually account for

the normative and figurative textual codes, I applied Roland Barthes’s typology about the

narrative function of distinctive textual/stylistic units.188 In his influential study S/Z,

Barthes gives a close reading of Balzac’s Sarrasine and analyzes how meaning is created

in the structure of the text. Using his system of textual codes that causally, thematically

                                                  
188 Barthes, Roland. S/Z. New York: Hill and Wang. 1974.
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or otherwise make the literary text operate, he describes the central narrative functions of

distinctive textual units. Barthes’ conceptual framework becomes functional by assigning

specific codes to the interactions of the elements of narration. They are the hermeneutic,

the semic, the proairetic, the symbolic and the cultural code.189 I have used this

continuum of five textual codes to show that the more complex narrative functions (for

example semantic and referential) require the existence and widespread recognition of

simpler (like proairetic and hermeutic) devices of the same technique. This project

describes the developing norms of the tracking camera as ones that first focused on the

normative functions, on which auteurs later could base other non-standard uses. The

argument of my project is that the assignment of figurative function to the tracking

camera presupposes that the same technique already is an established, recognized stylistic

element, i.e. a normative- or a less complex figurative textual code. In other words,

different storytelling functions of the tracking camera become widely accepted as norms

before film auteurs start to experiment with more complex, figurative uses of the same

device.

The development of the norms more complex than the first two Barthesian codes

(proairetic, hermeneutic) shows that the figurative or thematic norms guiding the mobile

frame cannot be explained by referring to internal narrative factors alone. From Chapter

Two on, the case studies of this project revealed how do the figurative or thematic norms

of the moving camera expand from normative or less complex figurative uses. These

figurative elements show a correlation with cultural trends that surround their birth.

Without the established schemes, the “added” function of a symbolic, semantic or a

                                                  
189 Barthes, Roland. S/Z. New York: Hill and Wang. 1974. pp. 16-18.
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referential code would be not visible at all: the idea of the camera-doppelganger in F. W.

Murnau, the figurative tracking shots of Jancsó Miklós or the horizontally moving frames

of Tran Anh Hung or Wong Kar-Wai carry functions that are the products of existing

stylistic norms influenced by cultural forces specific in each case.

The chapters all demonstrate the normative-figurative dynamics, with different

variations, however. The analysis on Cabiria highlights the formation of the systematic

normative function for the tracking camera. With Murnau, the study outlines an

interaction of the point-of-view camera movements with the Doppelganger-motif

prevalent in Germany. The chapter moves on to show that without a culturally significant

background symbol, the American film Sunrise does not continue the figurative

techniques of The Last Laugh. Therefore, the case of Sunrise represents a “negative”

example of my thesis: while I argue that the figurative results from the interaction of the

normative codes a local cultural signifiers, with the latter component (i.e. without the

Doppelganger-motif in America,) the figurative camera movements lose their

complexity. Jancsó’s films depict a continuous tradition that dialectically composes with

visual pairs or opposites. The Hungarian filmmaker’s political statements, which he

articulated through style, are readjusted to express local political realities: from an

impersonal geometrical style in the 1967 film favoring rigid tracking shots Jancsó moves

toward a more subjective vision that foregrounds handheld camera movements and close-

ups. Here the interaction of a normative Neorealist heritage with Hungary’s political

realities results in the formation of allegorical figurative camera tactics. Finally, Tran’s

and Wong’s work is interpreted against the background of a contemporary international

aesthetics of intensified continuity, which they combine with the tradition of the Asian
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“texts of muteness,” the melodrama. Here the figurative elements are updated from film

to film (from The Scent of the Green Papaya to Vertical Ray of the Sun, and from In the

Mood for Love to 2046) to symbolically express the radicalizing visions of the two

directors about an interaction of the traditional Asian domestic life with the modern life

in a postcolonial society. 

The selection of the case studies in this project has been far from systematic: I

have chosen different auteur directors who have developed signature normative and

figurative techniques. While I have not proposed a comprehensive historical model for

the development of aesthetic devices, the study seems to show that the model possesses

some explanatory power in the case of the tracking shot’s development on the normative-

figurative axis. However, the limitations introduced through my choices of directors point

toward the future prospect of the project.

The first possible direction in which the current study could continue is the

inclusion of “studio directors” in the investigation of the tracking frame’s narrative

functions. Whatever the outcomes of such an analysis would be, it had the effect of

widening the empirical basis for the normative-figurative framework I have suggested.

Since this project has examined how select auteurs situate their flaunted camera

movements against a normative background that through an interaction with the local

cultural context allows for the figurative meaning to arise, the addition of less self-

conscious artists’ work to the sampled films would highlight how the figurative narrative

function itself becomes “normative.” Murnau, Jancsó, Tran and Wong all use tracking

shots that assign new, previously not established codes to the tracking shot, but symbolic,

semantic and referential, i.e. figurative units can be recognized codes that are used by a
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wide array of filmmakers with their storytelling function mutually understood by global

audiences across different national and cultural borders. As I have argued elsewhere,190

the “vertigo shot” exemplifies this dynamic. The technique in question consists of two

separate but simultaneous camera movements: one physical, the other optical. While the

camera itself is being physically pulled in or out of the scene (tracking), the framing stays

the same since the zooming out or in counterbalances the dolly movement. The resulting

effect seems to bend space as the viewer experiences changes in her perception of depth.

Originally used by Hitchcock in his 1958 film Vertigo, the technique has been

used by several auteurs in Jules and Jim (Francois Truffaut, 1962), Jaws (Steven

Spielberg, 1975), Goodfellas (Martin Scorsese, 1990). Lately, however, the camera

movement that seems to bend space has appeared in large number of audiovisual texts.

By virtue of its use in television commercials, prime time TV shows and video games, it

is safe to assume that today the vertigo shot is not an excessive technique; moreover,

audiences recognize it as a device that tells a story. The tracking in—zooming out shot

appears in a TV commercial in Spring 2004 in a Mitsubishi 2004 Galant ED ad with the

car in the middle of the shot in an urban setting. The vertigo effect suggests that in the

middle of a fast changing world, the car is a safe, stable point. The same effect was

utilized by a Coca Cola commercial, where the Coke dispenser occupied the center of the

frame around which “space bends.” The shot has also been used in a Verizon Wireless

commercial. I have also seen the vertigo shot the TV show One on One (UPN) during the

2004 Spring season, and recently, the golf tournament video game Tiger Woods 2004

(EA Sports) incorporated the effect when switching back and forth between players in a
                                                  
190 “Bending Space: Narrative Functions of the Vertigo Shot” Presented at the Annual SCMS Conference,
London, April 2005.
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multiplayer option. These examples shows how the original figurative technique that had

the semantic function of a setting up the theme of a changing surrounding sifted through

various layers of popular culture to become a somewhat overused shot, which today can

be regarded as a figurative code in a “normative” position. By describing the process of

the figurative textual codes turning into widely accepted normative units (along with the

normative-toward-figurative dynamic analyzed throughout the chapters,) the picture of

the development of specific stylistic devices would become much fuller.

Another direction that would broaden the basis for of the normative-figurative

model using the five Barthesian codes is to elaborate on the formation of the normative

textual units. In the first chapter of this study, I have argued that the before Pastrone’s

Cabiria, the traveling shot fulfilled functions that were—with a few exemptions—limited

to heightening the spectacular qualities of the image. During shifting the narrative

paradigms of the cinema of attraction and early narrative cinema a systematic narrative

function is assigned to the tracking camera, and Pastrone’s film can be regarded as a

pioneering work in this process. Apart from the problem-solution model advocated by the

Neoformalist paradigm, industrial and generic could be investigated that surrounded the

production of Cabiria, and thus the formation of a systematic normative function of the

tracking camera movement?

In Italy, the studios had a strong infrastructural background since, more than other

European countries, which went back to the special exhibition and production

circumstances. The film industry relied not so much on temporary film venues and

traveling exhibitors since the number of permanent theaters as higher when compared

with other European countries. This allowed principal Italian film producing companies
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to emerge, many of them located in Turin. The interiors of Cabiria itself were shot at

FERT Studios in Turin. This stable background for the production probably allowed

more room for experimentation with the traveling camera that requires the tracks, on

which the camera moves, to be coordinated with other aspects of mise-en-scène. On top

of an industrially motivated investigation focusing on the formation of the tracking shot’s

normative function, the question of film genres also seems a promising aspect. A generic

approach to Cabiria could compare the film to other monumental historical motion

pictures of the decade. In the Italian cinema of the 1910s, spectacular historical epics

were popular with audiences: Arturo Ambrosio and Luigi Maggi directed The Last Days

of Pompeii (1908) Enrico Guazzoni’s Quo Vadis (1914). However, these films did not

mobilize tracking techniques to portray character emotion and even character motivation

by indexing dramatically important information by moving the camera. Comparing the

visual strategies of Cabiria with other historical epics of the times (even with Pastrone’s

earlier The Fall of Troy from 1910), the developing normative iconography of the genre

can be traced. An analysis of the industrial and generic aspects of stylistic progress opens

up new directions for the normative-figurative model that I have proposed throughout this

project.

Finally, stylistic development can be investigated through the lens of several other

artistic devices, from which the tracking camera movement is only one of the possible

choices. My preference for choosing the mobile frame stems from my personal

fascination with the versatility of the device and its relatively neglected status within film

studies. The aesthetics of camera movement is an element of filmic narration that has

been investigated by scholars only sporadically. As the previous chapters showed,



263

combined with other elements of mise-en-scène it has been used by filmmakers to

express both normative and figurative narrative codes. The normative-figurative model of

stylistic progress, which I have proposed here focusing on the tracking movements of the

camera, should be broadened by testing its explanatory power on other stylistic devices.

Other filmic techniques have received much more attention in the past years, from which

editing stands out the most. On one hand, this is probably due to the fact that D. W.

Griffith’s films along with the Russian Montage directors’ work have historically proved

to be essential stages in the development of film’s “language.”  On the other hand, the

question about the normative-figurative aspects of editing seems to me a promising

direction that would extend the idea of the gradual progression of narrative functions to a

filmic device beyond the traveling camera. According to the anecdotes about the

seminars at the State Film School in Moscow, Kuleshov showed his students—among

them Pudovkin and Eisenstein—films of Mack Sennett and D. W. Griffith, and was

especially fond of the American filmmakers’ technique of cross-cutting. The

radicalization of the montage techniques in the films of Kuleshov, Pudovkin and finally

Eisenstein move form narrative connections, linkages towards abstract collision and

conflict. Therefore, the evolution of editing from Griffith to Eisenstein could be described

as a progress from normative functions towards figurative techniques that actually build

on the experiences of editing for narrative linkages. This shift is strongly influenced by

the local social-political circumstances, and the ideological content in Eisenstein’s films

shows how the dialectical method served as a background motif for the changes in the

function of editing. A thorough examination of the details of this process would probably

bring to light the details of the process.
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On top of editing, there are several other filmic techniques that could serve the

purpose of highlighting the dynamics of stylistic progress. Lighting design for example is

one of the areas, which has received little academic attention.191 Forthcoming scholarship

will probably focus on the development of this crucially important factor of film

aesthetics. Until more comprehensive analyses stand at the disposal of film scholars, the

normative-figurative model remains an example for how stylistic progress can occur. In

the future, I hope to be able to continue my investigation about the interaction of stylistic

norms and socio-cultural factors.

                                                  
191 With the exemption of Barry Salt’s groundbreaking study Film style and technology: history and
analysis London : Starword, 1983.
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Appendix A:  List of Tracking Camera Movements in Cabiria and Intolerance

CABIRIA (1914)

[1] 4:35 – characters start talking to each other after a slow diagonal track-in has taken us
close to them. Before that they just fill in the composition.

[2] 8:50 – slow diagonal track in shows the viewer a secret passage through which the
trapped characters escape from a room in flames.

[3] 9:11 – parallel tracking reveals off-screen gold that the plundering servants will take
from the ruined palace.

[4] 9:40 – close-up of servants steeling the gold. Slow parallel track reframes them: in the
end they’re in the center.

[5] 10:04 – nurse takes Cabiria with her from the palace. Her leaving is covered with a
slow parallel track

[6] 12:11 – nurse tries on stolen ring. After this moment, camera track out medium
quickly to show other servant dividing the stolen goods.

[7] 14:29 – slow diagonal track in onto nurse and Cabiria at slave market. Buyers take a
look at them. Camera comes to a halt at a full shot, when nurse makes a protective
gesture “saying” she will not let C. be sold alone, she’s going with her. The deal is
negotiated, camera pulls out.

[8] 16:30 – two Romans, Fulvius Axilla and Maciste arrive to an Inn, camera slowly
track parallel to the walls with them until they walk through the door.

[9] 16:48 – inside the Inn, characters regroup, slow diagonal track in to frame the new
center of the action.

[10] 17:03 – a guest of the Inn talks to one of the waiters. As waiter shows up, slow track
starts towards the table of the guest, cutting off the waiter who returns in two seconds to
the frame and stats talking to the guest.

[11] 17:13 – same as [9]

[12] 17:56 – slow diagonal track out moves from a long shot of children dancing to the
priest stepping into the room and looking at the children to choose one to sacrifice. The
new focal point after the movement is immediately filled in by the nurse (as she sits
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down, camera tilts down) trying make the priest believe C. is ill, therefore cannot be
sacrificed. Unsuccessfully, she is taken to the temple.

[13] 27:31 – slow parallel track following the crowds into the mouth of the Moloch

[14] 27:59 – after the Romans have teamed up with the nurse to save C., they’re in the
temple and sneak into the first line during the ceremony. Their movement is followed
with a diagonal slow track in.

[15] 32:15 – bewildered priests follow the Romans and C. to the Inn. As they bang on the
door, slow parallel track to the left.

[16] 32:43 – tilt down from window of the Inn continues in a track as the crowd of priests
leaves looking the C.

[17] 36:42 – slow diagonal rightwards track in reframes C. and Machiste and moves on to
the right until the innkeeper shows up in the frame to bring them some water. As he
enters the room, camera track back the exact same path.

[18] 39:46 – slow diagonal track in ends with the full shot of two characters: Massinissa
sends a gift to Sophonisba.

[19] 44:11 – the innkeeper tells the priest about the Romans and C. in the temple: slow
diagonal track in end in a full shot of the innkeeper and two priests.

[20] 46:11 – the two Romans and C. leave the inn. As they move, camera follows slowly
in a parallel track, after they left, camera pulls back to show innkeeper.

[action scenes are shot static. It’s the drama where camera moves]

[21] 50:00 – slow diagonal track in as Massanissa is left with C. Shot ends with a full
shot of M., her servant and C. As they take away C., camera retreats.

[22] 54:47 – frontal track in on Archimedes as he invents some weapon for Carthago to
defeat the Roman fleat.

[23] 1:00:42 – Fulvius recovers at Batto’s house, he tells B. the story of the ring. Slow
frontal track in ends in a full shot of the two.

[24] 1:02:32 – the two Carthago kings talk in a full shot. They negotiate an alliance in a
full shot. After they agree, camera slowly pulls out diagonally to the left.

[25] 1:03:18 – track in on the same path as [24] to the kings as they’re entertained by
dancers
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[26] 1:03:48 – Sophonisba sends a dove with a message. She walks towards camera,
which slowly pulls back.

[27] 1:04:16 – She brings dove to window, camera moves with her parallel to sets.
Camera stops with her in the center of the frame, than she lets the bird fly away.

[28] 1:04:44 – after expressing her pain, camera pulls back, same path as [27] to reveal
servants and sets.

[29] 1:12:48 – a pan following Fulvius’s return to the Inn results in a slow diagonal track
in as he walks up to the door.

[30] 1:14:40 – camera pulls back same path as characters leave the Inn.

[31] 1:15:05 – Maciste working as a slave. Full shot results in a track-out that shows the
whole scenario: Fulvius arrives.

[32] 1:15:41 – Fulvius leaves the Inn as keeper is still asleep. Parallel dolly shot follows
him from the bed of the innkeeper to the door as he leaves.

[33] 1:15:57 – cut to exterior: he walks away from the building: camera tracks out to keep
him at a constant distance.

[34] 1:19:09 – same as [32] now with Macite and Fulvius leaving the Inn.

[35] 1:19:34 – same as [33] now with Macite and Fulvius leaving the Inn.

[36] 1:20:32 – long shot of the Carthago court. Slow frontal track in to reveal characters.

[several long exterior action shots here of the escaping Fulvius and Macite, no camera
movement]

[37] 1:27:14 – close up of the battlefield. Slow diagonal rightwards tracking out reveals
dead bodies.

[38] 1:34:59 – Sophonisba’s servant crosses the palace. Slow parallel tracking shot
follows her.

[39] 1:35:58 – Sophonisba in chair. Camera moves diagonally to the left to a full shot.

[40] 1:36:59 – the servant is brought in to the king. She lands on the floor, camera pulls
back.

[41] 1:38:10 – Karthalo is trying to seduce Elissa=Cabiria. Slow diagonal rightward
track-in shows a full shot of them.
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[42] 1:40:10 – Fulvius and Maciste discover the food storage. As they enter the room,
slow diagonal track back to the left opens up the storage room.

[43] 1:42:38 – Romans enter the city of Cirta. Slow parallel tracking shot takes the
Roman leaders up to the stairs of the palace.

[44] 1:45:38 – long diagonal leftwards track-back shows Maciste exploring the food
storage. The shot ends with Fulvius drawing on a wall.

[45] 1:48:25 – Massinissa and Sophonisba on a terrace. The slow diagonal leftwards
track-back opens up the scene to reveal other characters, who tell them about Fulvius and
Maciste.

[46] 1:48:40 – same setting. Track back as Massinissa leaves.

[47] 1:50:00 – same setting Massanissa and Sophonisba return to terrace. Slow diagonal
leftwards track out escorts them to the terrace.

[48] 1:52:08 – Slow track in reveals Sophonisba listening to a conversation from behind a
curtain that summons Massinissa to Scipio’s camp.

[49] 1:57:31 – Maciste arrives to Sophonisba’s tent. As he reports, slow frontal track-in
singles out the two characters.

[50] 1:58:54 – Sophonisba is looking at Massinissa’s gift in the palace. Slow diagonal
rightwards track-in end with her putting poison in a drink ready to commit suicide.

[51] 2:00:18 – Slow diagonal leftwards track-in ends in a full shot of her dying in
Maciste’s arms, as he puts her on a bed.

[52] 2:02:41 – Cabiria cries at Sophonisba’s bedside as she dies but takes a last look at
her.

[53] 2:03:24 – Fulvius, Cabiria and Sophonisba in a three-shot. Track in moves from a
long shot to a full shot of the three, as the queen finally dies.

INTOLERANCE (1916): Babylonian episode

[1] 18:18 – slow frontal track in above the heads of the characters towards the gates of
the city

[2] 18:28 – a quick parallel track (combined with a pan) along the walls picks up
Rhapsode who walks along the wall towards gates



277

[3] 21:39 – track back shot of Belshazzar’s chariot proceeding on the walls

[4] same as [3] in a full shot of Belshazzar

[5] 1:50:27 – slow frontal high angle crane shot descending towards the wide stairs of the
Babylonian set. Length: 43 seconds.

[6] 1:51:22 – slow frontal track out as Belshazzar walks to along during the victory
celebrations

[7] 1:51:48 – slow frontal high angle crane shot, starts much closer than [6] descending
towards the stairs with dancers. When camera arrives above the figures it starts to rise
again to show sets. Length: 42 seconds. Allan Dwan says he helped to construct the
dolly-crane combination for Griffith for this shot (Brownlow: The Parade’s Gone By,
100-101.)

[8] 1:52:19 – slow high angle rising crane shot up the Babylonian walls. Length: 25
seconds.

[9] 2:04:48 - slow frontal high angle crane shot, starts further away than [7] descending
towards the stairs with dancers.

[10]] 2:04:52 – immediate cut to a track out full shot with two dancers

[11] 2:05:18 – track out from dancers as in [10] followed by an immediate track in back
towards the dancers.

[12] 2:06:02 – [11] reversed: track in followed by track out

[13] 2:35:56 – track out full shot back on the moving chariot of Cyrus

[14] 2:36:03 – track out long shot back on the moving chariot of Cyrus

[15] 2:36:10 – Mountain Girl follows the Persians, track out full shot back on her chariot

[16] 2:36:13 – as [15] in medium shot

[17] 2:36:25 – Mountain Girl racing in parallel tracking shot gradually moving away
from the path of her chariot

[18] 2:38:37 – as [5] but camera does not descend. Length: 7 seconds.

[19] 2:38:44 – descending crane shot above the same stairs, much closer than [18] and
ends above the heads of the dancing crowd. Length: 6 seconds.
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[20] 2:38:50 – parallel tracking long shot of dancers moving sideways of stairs.

[21] 2:39:10 – Cyrus’s fighters riding against Babylon. Parallel track follows the first line
of soldiers. (this shot is edited together with a tracking shot showing a racing train in the
contemporary episode

The other episodes of the film contain few pans and tilts that all fulfill the function of
reframing. I’ve found no tracking shots other than in the Babylonian and the
contemporary episode.

At 2:20:38 in the contemporary episode, track is a very powerful track in to a close up of
the Dear One fading out after she has heard the verdict of the jury that sentences the
father of his child to death.

Also in the contemporary episode around 2:40:00 there are 5 tracking shots that show the
rescue team riding trains and cars trying to save Jenkins from being executed.
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Appendix B:  List of Traveling Camera Movements in The Last Laugh and Sunrise

The Last Laugh (1924)

[1] 00:29 – camera in elevator descending to the main lobby of the hotel. Effectively, the
shot makes the impression of a movement on a crane.

[2] 00:42 – tracking towards the revolving door end showing Jannings at the entrance of
the hotel in the rain.

[3] 16:14 – handheld shot in the revolving door. The first segment of the shot shows
Jannings entering the hotel the morning of the second day. After three seconds Murnau
cuts to a subjective shot of showing the new porter from Jannings’ POV. Three second
later there is a cut back to the terrified face of the protagonist. In a symmetrical way, the
last shot lasts again three seconds.

[4] 18:29 – the mobile framing starts with a pan from a two-shot of the manager and
Jannings to the left reframing the latter character into the center. The camera then
frontally tracks in quickly, moves across the glass door (double exposure) and stops in a
medium shot.

[5] 24:11 – Slow track-out is combined with a tilt down on Jannings now without his
uniform. Then the camera tilts up. The tilting movement of the camera mirrors the
protagonist’s head: looking down on his own body, realizing he has lost the uniform, the
lifting his head again.

[6] 24:43 – Slow track-in towards the uniform now on a hanger.

[7] 26:03 – Shot starts with a pan to the right following Jannings. As he turns his back to
the camera, a quick track-in starts to follow the two characters, passes them. As the
movement ends, they walk back into the frame from the right.

[8] 28:22 – Quick track-out from the deserted entrance of the hotel in the evening. The
films seems sped up here, since a passerby is walking a little too fast.

[9] 31:11 – As Jannings steels back his uniform, he slinks out of the hotel lobby. The
camera picks him up as he exist the managers room and stars a very quick left-lateral
track-in to the sleeping bellboys. As the camera comes to a halt, Jannings passes through
the frame rapidly.

[10] 31:45 – After the trick shot where a Jannings imagines a building collapsing over his
body, he franticly turns away, which movement is underlined by the camera tracking out
parallel to the street.
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Dream-sequence:
[11] 37:05 – camera on a wire quickly moves out from a close-up of a trumpet to a high
angle long shot showing Jannings in a second floor window of the house on the opposite
side of the street looking down at the musicians. The two elements of the subjective shot
(object of gaze-cut-person looking) are connected with the rapid movement of the
camera.

[12] 37:34 – similar to [3], here the drunk Jannings swings in a chair from the right to the
left and then back. Repeated as POV shot. It seems that the shot is not pan, since the
center of movement is between the camera and Jannings, like in the compositions with
the revolving door. Swing shot.

[13] 38:29 - Murnau shows the revolving door in strange, mystical light with Jannings
stepping out. A medium speed frontal track in stops in a full shot of the porter.

[14] 39:25 – Jannings in his drunk state imagines arriving home through the revolving
door with a heavy luggage held up high in his right hand. As he walks through the
revolving door, handheld shot follows him. As the rocking camera enters the wedding
party, it goes around the court to show the guest, then returns to Jannings who throws the
luggage up into the air. At this moment the movement stops, the guest are applauding.
Jannings repeats his act, and the handheld camera, still in the same shot, moves in on the
guests again and arrives back to the starting point. Length: 71 seconds.

[15] 44:11 – the hung-over porter leaves the next morning for work. As he steps out of
the building to the court, he walks in front of the neighbors who are mocking him. The
camera keeps him centered in a rightwards-parallel tracking long shot.

[16] 44:29 – fuzzy, dreamlike track-in to a woman in the window shows Jannings’ altered
perception.

[17] 44:33 – same as [15] in a medium shot

[18] 44:35 – same as [15]

[19] 44:50 – Jannings stumbles to work on the sidewalk. The camera keeps him centered
in a rightwards-parallel tracking long shot.

[20] 45:08 – out-of-focus POV shot of Jannings looking at the entrance of the hotel.
Quick frontal track in to the new porter.

[21] 50:09 – Jannings’ neighbor walks to hotel. Parallel walking speed tracking shot
along sidewalk

[22] 50:29 –tracking shot in the kitchen of the hotel along the table with different dishes,
ending with 5 waiters serving up food.
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[23] 54:10 – the thin neighbor discovers that Jannings is working in the restroom. Camera
shows her in a medium shot, with the camera suddenly tracking in very quickly to an
extreme close-up of her face laughing hysterically.

[24] 1:01:24 – Jannings sneaks out of the hotel and crosses the busy street: camera slowly
tracks out in front of him towards left.

[25] 1:01:36 – track in contrast Jannings’ sneeking out of the hotel with a track in
towards the new porter

[26] 1:03:25 – Jannings arrives home in the uniform. Camera slowly tracks out with him
to the right parallel to the walls of the house as laughing neighbors in the doors and
windows make fun of him

[27] 1:13:24 – in the epilogue, we’re in the restaurant of the hotel, where guests hand
each other the newspaper article about the sudden reversal of Jannings’ fortune. The
camera follows the path of the article by tracking out walking speed at he wall of the
restaurant. The long movement across several rooms comes to a halt at a table being
surrounded by seven waiters. The camera quickly tracks in to a close-up of a huge cake in
the hands of one of the waiters. As he leaves the frame, we see Jannings at the table
eating expensive dishes. Length: 53 seconds.
Here the guests of the restaurant look at someone next to the camera, as if Jannings was
just entering. Illogical, since he is sitting at the table at the end of the shot.

[28] 1:20:40 – Track-in follows Jannings leaving the restaurant. Again, as the mobile
framing stars, the protagonist is immediately next to the camera. The guest bidding
farewell to him waves at a then invisible person slightly out of the frame. The tracking
however brings Jannings back into the frame, and he turns his back to the camera walking
towards his former workplace, the restroom.

[29] 1:25:45 – Jannings leaves the hotel. Before the entrance outside, the bellboys line up
for tip. As the now rich Jannings puts a coin in each hand walking towards his coach, the
camera track out frontally. The personnel comes out running to get to the end of the line
before Jannings does to get a tip as well.

[30] 1:26:51 – frontal two-shot of the former night watchman and Jannings leaving the
hotel on their coach. Camera is in the coach shooting back on the hotel and the personnel.

Murnau also uses pans: most interesting use of the technique occurs in the stairway of the
house where the porter lives. Characters walking up or down at the revolving stairs are
shot with the camera panning to keep them in the frame, but the movement also
contributes to the claustrophobia and the confined space of the setting.
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SUNRISE (1927)

[1] 3:45 – crane shots lifts from the boat arriving to the village above the crowd and tilts
down while descending back.

[2] 5:42 – a 180° pan picks up the City Woman as she walks down the street. After she
passes the camera, it starts to track with her down the street to the Man’s house.

[3] 11:08 – tracking shot follows the Man into the marsh where he is about to meet the
Woman. The shot was done on stage. Camera follows him on an overhead track with a
platform suspended from it (Struss operated this shot, because he had an automatic
camera that did not had to be cranked). As the man steps between the bushes, the camera
moves on filming the Man from the left side in profile. As he climbs over a fence, and
walks up back to the camera, the shot becomes suddenly his POV. Now as he steps under
a tree, there are branches in the way, which are pushed to the side. Then we see the
Woman, who waits for him at the lakeshore. (The idea about a second painted moon is
not right. In the beginning of the shot, the moon is over the Man. Then the pan to left
looses the moon. When the camera becomes his POV, there is a pan back to the original
direction where the first moon was. ) Length: camera stops moving at 11:59, so the
movement lasts 51 seconds, but the shot is continued until 12:39.

[4] 14:54 – multiple exposure shot with the Woman and the Man lying at the lakeshore.
She has just told him to go to the city with her. In the upper part of the film, we see a
tracking in on a model of a city scene to illustrate their entry to the city.

[5] 15:00 – quick leftward parallel track on a miniature set with painted background
about urban scenes as another part of the in-camera montage that is characteristic of
Struss’s work.

[6] 15:59 – leftwards tracking shot on the footprints of the Woman’s high heels and the
Man’s shoes in the marsh. The dolly then reaches the couple, who finally take a rest after
going though the mud.

[7] 17:01 – Man enters the frame from the left as his arrives back to the village. Camera
tracks with him in profile up to the gates of his home.

[8] 26:20 – camera on a barge tied to the boat of the Man and the Wife as they leave for
the lake.  

[9] 28:30 – after he has brought back to dog to the house, the Man returns to the boat and
turns it back towards the open water. The circling camera moves first the Man’s figure in
front of the background of the lakeshore, then the Wife figure in front of the background
of the village. Tracking on water.
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[10] 31:25 – high angle shot from the back of the boat shooting down on the Man rowing.
There are a few cuts to a close-up of the side of the boat speeding in the water. Tracking
on water.

[12] 33:11–35:23 trip to the city filmed from within the tram; master shot.

[13] 33:31 – tram ride; cut-in to a medium two shot of the Man and his Wife

[14] 33:41 – tram ride; cut-in to a close-up of the Wife.

[15] 33:50 – tram ride; cut-in to a close-up of the Man with conductor entering.

[16] 34:02 – same as [14]

[17] 34:17 – tram ride; shot from behind the back of the silhouetted tram conductor, as
they arrive into the city.

[18] 34:56 – same as [12]

[19] 35:41 – tracking shot from a boom with the camera following the Wife through the
traffic of a city street. Cars pass both in front of and behind her, then the Man catches up
with her and they both reach the other side of the street in heavy traffic.

[20] 39:24 – couple walks along the sidewalk, camera follows them in a right-forward
tracking. As so often in the film, camera is behind the characters.

[21] 39:52 – after a cut-in, [20] is continued

[22] 44:54 – matted shot with the couple walking down in the middle of the city street in
between the cars after they exited the church and the Woman forgave the Man. The urban
setting is matted behind the couple (weird perspective). As they walk on, the urban street
fades into an idyllic garden. The couple stops walking and the background fades back
into the original city setting: they cause a traffic jam.

[23] 46:18 – the couple now on the sidewalk. Frontal track out from in front of the
characters: their relationship is open, we see their faces.

[24] 59:46 – camera tracks in a crane-dolly shot frontally through the gates of the Luna
Park above the heads of the guests.

[25] 1:00:25 – shot starts with a pan to the right that continues with a crane-dolly above
the heads of the guests in a restaurant moving in to the table where the couple will sit
down later.

[26] 1:01:42 – slow left-forward track in to a large glass window behind which couples
are dancing
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[27] 1:02:01 – [26] continued

[28] 1:10:56 – mirror shot to [25]: camera retreats from their table at the restaurant

[29] 1:11:44 – mirror shot to [24]: camera retreats from the Luna Park

[30] 1:12:18 – couple gets back on the tram at night. Shot is the same as [12] when
recorded their ride into the city. Now Murnau bookends that shot with a opposite
movement of the tram.

[31] 1:12:59 – several tracking on the water shots as the couple is in the boat on its way
back to the village and during the storm on the lake as well.

[32] 1:33:05 – the Woman leaves the village on a coach. The camera is on the coach with
her in a full frontal dolly shot.
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Appendix C: List of Tracking Camera movements in The Reds and the Whites and

The Lord’s Lantern in Budapest

THE REDS AND THE WHITES (1967)

[1] 1:35 –White soldiers are chasing Red soldiers: two Reds are fleeing next to a
riverbank. The Reds start to fire out of the frame and as they retreat, the camera tracks
with them linearly. The Whites, however, encircle them at 2:51, the Red soldier about to
be killed is in a circle of White soldiers. By this time, the camera tracks backwards.  After
the questioning he is led back to the river at 3:25, camera follows. In the background
there are two Whites on horses. Once the officer killed the Red, camera retreats again
towards where he left his horse. He gets on the horse, camera pushes in again. White
officer rides out of the frame, when the hiding Red emerges from the bushes, he jumps
into the water in order to escape. Shot ends at 4:50. Camera tracks and changes directions
five times. The movements of the characters, which is countered by the geometrical
movements of the camera.

[2] 5:45 – the fleeing Red from [1] is picked up moving along the river in a leftwards
tracking shot. He arrives to a monastery that he approaches by getting away from the
camera circularly.

[3] 7:04 – the Red soldier is back to the Red-controlled monastery. He changes clothes
(he becomes the oppressor) while the captured Whites are prepared for execution (they
are undressed – symbolism of the uniforms here?). The Whites are led away in a line,
while the camera pans and tracks around them circularly.

[4] 7:50 – the captured Whites are led out to the field in a zoom out shot.  When the
protagonist and a Red officer arrive in a medium shot proximity, the camera to track with
them over to the encircled Whites. Now the Reds have captured the Whites (8:13). One
Red deserter is in the foreground while the captured undress. The viewer only sees his
reactions. But then the captured are free to leave. At 9:34 the deserter and the officer,
who are on the same side in the conflict, display another level of power dynamics:
camera zooms in and circles around them. Shot ends at 10:02 with a zoom out: the two
Reds are running back towards the monastery.

[5] 10:03 – cut to the two Reds running along the walls of the monastery. In a right
pan/left track combination, the camera follows them circularly through the gate into the
court. The movement stops on a long shot with the empty court. The Red officer is
shouting for the guards: the empty court frighteningly surrounds them. From the
composition and the movements it seems clear that the monastery is under the control of
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the Whites again. The tracking changes directions very often, which seems to express the
interchangeability of the two sides in the conflict.

[6] 12:38 – after the Red officer jumps from the tower, the camera picks up the action in
the court again, where the Reds are being undressed. Camera tracks in to the left, then
track out again on the same path.

[7] 13:16 – the Whites have captured many Reds, who are summoned in a smaller court
within the monastery. The geometry of the captured is apparent: their lines come forward
and retreat which the camera captures in circle-like pan-track-zoom combinations. Shot
ends at 16:00 with another group of White officers walking into the frame.

[8] 16:00 – four White guards walk through the gate with a Red prisoners in the
background. When the camera tracks in back towards them, a guards picks one and
brings him to the officers. The commander tells him to run off towards the right. As he
leaves the frame, the camera zooms in and circles quickly around the commander who
takes a gun from one of the guards. Towards the end of the circling movement, the
camera zooms out to show how the officer shots the fleeing Red in the back. Immediately
before the shot is fired, the camera zooms in again to enhance visibility. The circling
camera and the linearly running Red contrast each other visually. At 18:40 the same
movement is repeated when the fourth red is shot.

[9] 19:09 – the White guards enter another court where a large number of Red captives
are being held. The camera tracks left with the entering guards. As soon as the Reds in
the background approach the officers, the camera horizontally tracks left-right, right-left
in front of them. The Reds are surrounded by many White soldiers. Via the
front/back(characters)-left/right(camera)moves, the duality again is established in the
frame: which group is the oppressor and which is the oppressed? The non-Russians are
singled out and moved to the right side of the court.

[10] 27:59 – Quick leftwards tracking shot recording a group of Whites chasing the
protagonist through the fields. Both parties fire out of the frame at the enemy who are
singled out into separate shots.

[11] 28:33 – the Whites arrive at little hut where three women are being surrounded. The
situation once again is described by the pan/track/zoom  combination that seems to circle
around the females, who are being abused. The camera is always at the opposite side then
the officer who is in command and is questioning the women. In the same shot at 29:49,
there is a horizontally lined up group of soldiers approaching the scene. The camera
movements are composed to that this approaching group is kept within the same frame.
Shot ends at 32:05 with two soldiers abusing one of the women.

[12] 32:06 – cut to the officer watching the scene, when a higher ranking White arrives.
Now the first officer becomes the victim. The same pan/track /zoom technique now
circles around him, showing that the power dynamics have shifted. The horizontal line of
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soldiers now stands closely behind the abusers. At this point, when all the members of the
initial group are captured, the movement stops.

[13] 32:55 – as the abuser is executed, the camera tracks right behind the horizontal line
of the soldiers who were approaching in [12].

[14] 45:15 – dancing scene in the forest. Although the women are indeed dancing in
between the rigid lines of the musicians and the White soldiers, camera throughout the
actual dancing segment of the scene remains stationary. The dichotomy here between the
two groups of characters is so explicit, that the director probably does not need to move
the camera to create the contrast. However, when Jancsó composes the elements of the
scene at 42:58, he first introduces the three groups of characters in mobile shots. (1) the
women arrive on the coaches which is recorded in a leftwards pan/track combination.
When the two coaches turn right behind the trees, the forest with its vertical lines forms
prison bars in front of them. Then (2) at 43:20 the White soldiers in dark uniforms appear
from left and they run after the coaches. The camera still track leftwards. At 43:35 the
musicians appear from the left and at this point the camera stops. At 43:50 the tracking
movement changes directions and moves back towards the right with the musicians after
the women and the soldiers. At 44:06 Jancsó cuts to a rightwards tracking shot moving
with the musicians, which leads up the frame that remains the same until the end of the
scene.

[15] 48:24 – planes appear firing at the soldiers on the ground. At this point, it is
perfectly unclear, whether it is a Red or a White plane. It almost seems like Jancsó does
not even want to distinguish between them, although his sympathy is mostly with the
Reds. At 48:34, an aerial shot (the plane POV) functions as a mobile frame with a linear
trajectory, and the troops on the ground try to get out of the way of the planes by turning
sharply to the right. Both groups are firing their guns at the enemy. Again, the circular vs.
linear strategy can be discovered within the relation of the character movement and the
camera movement creating a dichotomy. Jancsó never allows both parties to show up in
the same composition: the Reds and the Whites are strictly separated. At 49:23, a classic
point-of-view structure shows an airplane and then cuts to a long line of horses galloping
on the ground. The shot circles clockwise around the animals above, which ride in a
straight line across the field. Towards the end of the shot, the camera zooms in on the
horses. Cut back to the plane disappearing behind a hill. Right after this at 49:43 Jancsó
composes a very similar aerial shot, but this time instead of the animals, there are soldiers
running across the field, who are being gunned down from the air. The similar
compositions compare the soldiers to fighting animals but also render the entire armed
conflict senseless. Only at the very end of the scene do we realize that the soldiers on the
ground were the Reds.

[16] 55:23 – two Reds plan to send a message to the Headquarters. One of them dresses
as a White and rides away with the message. The camera in the entire scene tracks left-to-
right and then back right-to-left expressing the duality, which is the theme of the entire
film. Later a nurse helps them by distracting the appearing White soldiers on horses. Here
the camera continues to track left-right and right-left. The characters seem to mirror the
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movements of the camera: the riders move back-and-forth. Until the Red who stays at the
hospital is killed (1:04:50), the frame continues to pace horizontally on the scene.

[17] 1:06:17 – The White officers try to force the nurses at the hospital to separate the
Whites from the Reds. The scene includes several quick rightwards tracking
compositions on the lined up nurses and soldiers. The questioning itself consists of
making the nurse line up multiple times. However, when the chief nurse is asked to
collaborate, the camera suddenly stops and she declares that “There are no Reds or
Whites here, only patients!”

[18] 1:19:20 – In the final scene, the remaining Reds arrive to a hilltop with a little hut. A
leftwards tracking shot travels with them initially and follows them behind the hut where
the landscape opens up with a river and forests. They spot fiver riders who appear to be
White  and start to fire at them. As the gunshots can be heard, from behind the trees large
number of White appear and line up horizontally at the bottom of the hill. The Reds
cannot decide what to do and their commander makes them line up and retreat several
times. All these movements are recorded in left-right and right-left tracking shots, which
repeat the major theme of the film: the death of these men is ultimately senseless. At
1:20:44,
the White launch a cavalry attack but the Reds hide in the rye. Once the riders pass, they
come out and fire at the enemy. These back-and-forth movements are recorded with the
quick traveling shots characteristic of the whole film. Immediately after, the Reds
regroup in the face of the enemy, and fire away at them from the hill. The camera returns
to the exact same spot looking down at the White army.

[19] 1:25:19 – In the final scene of the film, the Red cavalry arrives to the hilltop, where
the internationalist brigade attacked the Whites in [18]. Aerial helicopter shots show the
riding soldiers dynamically moving across the frame, which shows that Jancso’s film
does take sides in the conflict. The Red side is depicted in a way that does not express the
hesitation, that can often be discovered in the depiction of the Whites (back-and-forth
movements etc. ) Also, in the end, one of the Red soldiers salutes to the ones who have
died in the battle on the hill. As important as the moment dramaturgically is, the camera
remains stationary in during the take.

The Lord’s Lantern in Budapest (1998)

[1] 7:10 – the handheld shot starts with Jancsó’s and the waiter’s face marking the
borders of the skewed frame. As soon as the waiter moves in towards the table, the frame
becomes horizontal and the leftwards handheld movement of the camera brings in Pepe’s
face. The leftwards handheld track continues and Jancsó’s face becomes off-frame but
Hernadi moves in on the left side. The camera follows the dialogue: as soon as someone
speaks or is spoken to, the handheld camera focuses on a CU of that character’s face. At
7:33 when Pepe and the waiter make arrangements for the drinks that he orders, only the
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two are in the two-shot, with Jozsi in the background drinking a beer. The waiter leaves
around 7:41 and the frame moves left again to bring back Hernádi, who is listening to
Pepe. The constant handheld adjustments of the frame follow the path of the moving
faces on the screen. Usually the faces in the CU are accompanied by someone at full shot
or long shot proximity in the background: the frames are composed on several layers.

[2] 8:37 – the four-shot with Jancsó and Hernadi leaving the buffet changes into a two-
full shot. At 9:08, the shot is adjusted so that the killer can be seen shooting the two old
men. Zsolti and Pepe frame the Chinese man in the foreground. Pepe is outraged at the
violence, which is exemplified by the camera moving in on XCU proximity.

[3] 11:27 – Kapa and Pepe talk in a CU for several minutes. Depending on who is
speaking the frame is skewed towards the speaker’s side.

[4] 19:42 – three shot on Kapa, Jozsi and Pepe after Jozsi just shot his wife, the XCU on
the three is interrupted once with Jozsi shooting a blonde woman, and ends with the
shooter eating a poisoned apple. The movements of the characters is made more
expressive with the slight adjustments of the handheld shot. It seem that the
cinematography creates an aesthetics of the face with does not really take into
consideration other contents of the frame than the faces. These faces are pre-ordered
according to a formal pattern. In this depictions, the lights are very mobile as a results of
the use of multiple mirrors. The lit areas can move with the moving characters in the
compositions since they are reflections.

[5] 22:52 – parallel movements of the characters on tracks and the camera on tracks.
Jancso and Hernadi sit on a track with Pepe drinking a beer, while the camera zooms out.
Right after the characters are moved on a bench and the camera follows but in between a
band (Kispal) remains stationary while playing a song. At 23:32 the band leaves the
frame and the camera catches up with Hernadi, Jancsó and Pepe moved on the bench and
zooms in to the faces of the two right characters speaking. Here the movements turn
around and return on the same path rightwards and a minute ago.

[6] 27:16 – Kapa stops the car in an alley and starts to drink, but two policemen show up.
The entire conversation again is composed according to the aesthetics of the faces. The
geometrical forms are demarcated by the arrangement of the faces. Mobile reflections
make the arrangement of the faces more expressive.

[7] 32:10 – The shot starts with Pepe and Kapa, who is to speak to the funeral crowd. We
see the two characters’ back with a group of family members in the background. The two
main characters define the borders of the frame. As his speech is over, a handheld crane
shot moving over towards right picking up a woman who will carry a large plate of food
to the guests. The three characters take the stairs, but the camera moves down on the
handheld crane shot. At 34:05 the crane starts to rise and turn around its own vertical
axis, follows that plate of meat just to descend again to a smaller group of characters who
discuss the arrival of the new conservativism. The shot ends at 35:25.
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[8] 48:10 – two arc-shaped movements on Kapa, Pepe and Jozsi discussing Pepe’s
suicide plans. The shot is not handheld, it rather seems to move on tracks. Hankiss?

[9] 50:17 – the shot starts with the three main characters preparing for Pepe’s jump into
the well. At 51:31, the camera starts to move around the well, but the three faces mark the
speed and the frame during the mobile frame. Around 52:30 it becomes clear that the shot
is handheld because of the angle of the camera. Finally it is Kapa who will jump into the
well: this is foreshadowed by the reflected light on his body seconds before the jump.

[10] 1:02:54 – as Kapa takes over the “company,” the action once again takes the form of
long and violent conversations, which are recorded in long handheld shots following the
choreography of the moving actors. The lights stand out starkly as they are straight
reflections moved around on the bodies of the characters with mirrors.

[11] 1:30:30 – Kapa is a security guard, when he meets Pepe. The encounter ends
violently as well, and the scene again is recorded in XCU handheld shots that follow the
trajectory of the faces moving within the frame.

[12] 1:31:58 – during the hiphop tune, the faces in the crowd are recorded with the
handheld camera. This is an explicit example of the face-aesthetics recorded with
telephoto lenses. The director composes his own persona into the shot.

[13] 1:34:16 – Pepe takes off: the crane follows. The trajectory of the movement is
defined by the face. This aesthetics calls for constant handheld cinematography so that
the frame can be adjusted. Even the crane shot is handheld, which can be seen as Pepe lift
off the ground.
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Appendix D: List of Tracking Camera Movements in The Scent of the Green

Papaya, The Vertical Ray of the Sun, In the Mood for Love and 2046

1. Tran Anh Hung: The Scent of the Green Papaya (1993)

[1] 2:49 – Mui enters the garden of the house as the mother opens the door for her. The
camera quickly tracks R-L from a long shot proximity at their walking speed to introduce
the house. As they walk through the house, the camera keeps the two characters in the
frames of the windows, doors, corridors and patios. In the foreground of the shot there are
several plants. Immediately in the beginning of the film, several planes of action are
established. The 41 seconds long movement ends with Mui in the servant’s room given
over to the old maid (3:30). After a few seconds long break (3:38), the camera starts to
track back L-R as the mother picks up the can of tee and returns to the other end of the
house on the same path to the father (4:04) who’s figure could be seen in the first
segment of the movement through a window.

[2] 5:24 – CU of the old couple with a telephoto lens. As she leaves R, the camera slowly
tracks L-R with after towards the door. The movement stops on the back of his head. He
puts down his instrument. Modular composition even in the 4:3 frame.

[3] 6:09 – Trung appears in the door. He walks over to the father’s bed and crosses
several modules in a following R-L tracking shot. The camera stops on a composition
where the two are in the middle of the frame and the two sides are occupied by the out-
of-focus doorsills.

[4] 6:20 – Trung and father play music together behind the bars of a door. Camera slowly
tracks L-R, the two slide off the frame. The movement and reveals the garden, then pans
over to a staircase to pick up the mother walking down on it. The pan reverses and she
walks back R-L. She walks towards the background away from the camera then takes a
R. Camera tracks with her and keeps her in the frame until she reaches the bedroom,
closes the door. Focus shifts towards the foreground with plants. Shot length: 88 seconds.

[5] 11:56 – Mui serves up food for the family for the first time. The camera quickly
tracks with her L-R at a LS distance from the garden towards the house into the dining
room.

[6] 13:05 – Mui serves up the food in a MS. R-L track to the table. Then she takes a plate
up to grandmother. Track is reversed. Mui disappears upstairs. Focus shifts towards the
extreme background where in the central module Khuyen appears and walks across the
garden.

[7] 14:39 – Mui appears on top of stairs with table. L-R pan continues in a CU L-R track
towards the mother. The tracks seem to take the viewer closer and closer to Mui.
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[8] 15:15 – Mui walks from the table with mother to the old maid to eat through the
house. The L-R track follows her in a FS, while Trung and Khuyen walk in the garden
exactly behind Mui in a LS. Two-plane composition.

[9] 16:33 – Mother working in the R bottom. L up there is a window, through which—as
focus shifts—we see a man carrying water.  He walks closer to window and disappears R,
and camera follows him although he is invisible behind the wall. L-R track travels
through the sewing workshop and picks up the man again through a different window
now in a 3-plane, 3-part modular composition.

[10] 18:57 – L-R MS pans picks up the maid and travels with her towards the second
window of [9] where the water carrying man empties his bucket and walks back. Camera
follows him in a reverse (R-L) of [9]. At the initial window that revealed him for the first
time, he is paid by the maid.

[11] 20:40 – 3 plane shot with older boy in foreground, Mui in the middle and the
younger boy (Tin) in the background. When Mui starts to mop the floor towards the
background, this axis in depth is turned 90 degrees, and a quick R-L track follows her
towards Tin in a modular track using 3 planes again (columns, Mui, garden.) As track and
the mopping stops at Tin’s feet and a bucket, a character moving across the opening of a
door in the extreme background opens up the 4th plane. Tin starts to spill water from the
bucket, ruining Mui’s cleaning efforts. Cut back to initial shot, and the older boy in the
out-of-focus foreground tells his brother to stop.

[12] 23:58 – Mui goes to buy cakes. A R-L pan picks her up inside the house and follows
her out into the street. She proceeds towards the background of the shot. When walks
back, the camera on a crane starts to rise up while tracking in, and pan L-R as Mui walks
through the gate back into the garden. From a HA the camera offers an overview of the
setting.

[13] 31:06 – the mother discovers that all the money is gone: the camera starts with a MS
and pans with her as she’s running, to the safe. Once she’s at a few stairs, the movement
changes into a quick L-R track with several plants in the foreground. The track stops with
a 2-part modular shot of her from outside the window: she’s framed by the window bars.

[14] 33:22 – maybe the most complicated camera movement of the film so far: starts with
a 2-shot of Mui and the maid washing their faces in the morning after the house discovers
that the father has left with all the money. (1) The camera track L-R diagonally in
towards the maid. (2) A pan back R-L shows that they realize the mother is already
awake.  (3) They rush towards the fireplace diagonally R-L with the camera behind them
shooting through the bushes. (4) She stands up and walks back L-R towards the house.
Camera retreats on the same path then stops on a 3 plane 3-part modular shot framed by
the plants and tells to the maid to get food for 4-5 days. (5) Then a L-R pan escorts her
towards the R but she returns to the L and a (6) R-L diagonal track keeps her in the
middle of the frame as she walks back to Mui and instructs her to get some food from the
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market. The older son wakes up, behind them and walks out of his room, and in a (7)
parallel L-R track he walks towards the house to the R. Length: 130 seconds.

[15] 42:25 – 3-plane 2-part modular shot with the old neighbor, Mr. Thuan on the other
side of the garden wall in the background, Mui in the middle and a bare wall in the
foreground. Camera starts to track L-R diagonally back towards to old man shooting at
Mui from behind the plants. The two meet at the fence in a 2-plane (characters + Thuan’s
house) modular shot with roses forming the barriers. The old man gives an apple to Mui.

[16] 47:47 – as [5]. After Mui leaves the frame L, the family is one in sorrow (is this
expressed by the tracking on the family home?) about the loss of the father. The mother
talks about him having left openly to his two sons. The older son and the mother are
united in the crying.

[17] 50:14 – The mother finally sells some textiles: as the money is handed over, we see a
two-shot. The customer leaves, and the camera tracks on a circular path R-L to reveal her
rickshaw on a second plane in the back. Movement stops. The small vehicle leaves after
the maid hands over the package, and the depth of the shot is accentuated by the camera
continuing the circular R-L movement , always keeping the mother in the R side of the
frame, who is counting the money and sends the maid off to buy food for the family. The
camera stops on a 3-part modular shot.

[18] 57:08 – maid discovers the father has returned. Parts of [14] repeated with the
camera quickly tracking L-R from maid’s room to the mother’s bedroom across the
garden, shooting from behind the plants. There is a break in the movement, when the
maid discovers the father sleeping in his room. Without a cut, the camera tracks back R-L
with mother to father’s room.

[19] 1:01:46 – when the father dies, the family members gather at the entrance of his
bedroom. Each approaches in modular tracking shots.

[20] 1:03:23 – 10 years later… Mui’s person connects to two parts of the story. She
moves across the house just like in the years ago in the story. The mother wants to see
her: she washes her face, runs into the house, where she’s framed by two windows in the
front and backside of the house, and walks up to the house, with the camera following her
from behind the green plants.

[21] 1:10:09 – Mui works now at Khuyen’s house. She and the camera discover the new
space with the modular tracking shots, always changing directions at points where her
face is framed by a window, a fence, or some type of frame in the domestic sphere.

[22] 1:11:41 – Steadicam shot across the rooms of the house retreating in front of Mui as
she serves up Khuyen’s dinner.

[23] 1:20:41 – Khuyen’s notices his fiancée’s present. He walks with it across the house
with a R-L tracking following him from outside. Once again, the plants, the windows
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frame his character. As he stops in front of a mirror, Mui appears in the opposite end of
the frame, watering the flowers. All the compositions follow the shapes and openings of
the house, which function as modules.

[24] 1:22:43 – Mui dresses up. As she Khuyen discovers her putting on lipstick, she shyly
runs away. Very quick (almost swish pan-like) tracking shots at 1:24:51 follow her from
outside the house and behind the plants.

[25] 1:27:52 – Khuyen’s fiancée’s jealousy is expressed in a dual tracking shot starting
from the garden shooting at the living room through the window in the rain. She walks
out in to the garden in a L-R and then R-L tracking shot, just to return to the same shot
with which the sequence started under an umbrella. Mui walks into the room while
Khuyen is still playing the piano.

[26] 1:30:06 – Mui walks though house in a L-R tracking shot after having taken a bath

[27] 1:31:46 – Khuyen is looking for Mui in the house in a R-L tracking shot. Note: [26]
and [27] are oppositional in direction. As he walks into her room, camera pans to a CU of
a plant.

2. Tran Anh Hung: The Vertical Ray of the Sun (2000)

[1] 1:02:21 – Suong with her lover in the hotel room. Diagonal L-R track towards the
wall. She refuses to speak but is singing. The track ends on a CU of the wall.

[2] 1:19:31 – Lien and Hai waking up: their place is the interior where Tran uses the
typical very slow tracking shot, which was the central stylistic trait of Papaya. The
melancholy is further accentuated by Lou Reed’s music. The complex mobile shot lasts
until 1:23:19. WHY HERE?

[3] 1:23:21 – slow R-L track back in the hotel room with the lovers who are dancing.
Connection here between Lien/Hai and Suong/lover via the dance. The shot culminates in
the water bowl scene.

[4] 1:26:12 – several tracking POV shots as Suong arrives home and finds Quoc already
there. Typical modular tracks are divided by the interior of the house.

[5] 1:28:42 – L-R track on writer and wife as he gets back from the hotel where the
temptation scene took place.

[6] 1:36:08 – R-L track between Suong and lover. Separation and guilt expressed by the
LL CU shot.
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[7] 1:45:00 – like [2] Lien and Hai getting ready to leave for the memorial dinner again.
Frame is closed by another family gathering.

3. Wong Kar-Wai: In the Mood for Love (2000)

“It is a restless moment,
She has kept her head lowered…
To give him a chance to come closer
But he could not, for the lack of courage.
She turns and walks away.”

[1] 00:55 – first shot of the film, track on several photos of movie stars hanging on the
wall of the apartment building.

[2] 4:41 – the first occasion when the typical sideways tracking shot happens with Mrs.
Chan bringing cigarettes for her husband. The modularity of the shot divides the frame
into several segments that blocking the two sides. As soon as Mrs. Chan passes the
camera it pulls back to reveal the “exchange” of the characters (Mrs. Chan in—Mrs.
Chow in—Mr. Chow out) within the much lighter, inner portion of the composition.

[3] 8:06 – oval opening on the wall of the hotel lobby. Track reveals Mrs. Chow on the
phone. Multi-plane action. Tracking includes a jump-cut. The oval might represent a
complete relationship between Mr. and Mrs. Chow that is about to get disrupted. Thus the
jump-cut. At 13:56, the shot remains static, and only the two halves can be seen without
the connecting tracking movement.  Then at 14:00 Chow appears in the opposite half,
where her wife was previously.

[4] 11:28 – several office desks behind each other. Long lens separates Chow in the
middle section as he is revealed by a rightwards track.

[5] 14:29 – Mrs. Chan with the dinner-can with only the lower part of her body in the
frame. Backwards tracking (L-R) along the wall. As she takes the stairs down, just like in
[3] the smooth track is disrupted by a jump-cut and the camera starts to track back (R-L)
to reveal her once more. As she walks back up the stairs, the camera repeats (R-L) track
and stops under the streetlight. Then Chow appears, walks down the same stairs. Camera
again reverses (L-R). This move is continued across a cut: at 16:21 L-R track reveals him
eating with an unrecognizable object in the extreme foreground. Finally the Chow and
Mrs. Chan meet on the stairs. From the top of the stairs, R-L movements show them
walking in opposite directions.

[6] 18:30 – Long lens show mirror in extreme foreground, blurry. L-R tracking reveals
first Ping than Chow’s double reflection in the mirror, then it moves on to the real
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characters. Meanwhile, Ping tells Chow about having seen Mrs. Chow with a guy in the
street.

[7] 21:31 – slow L-R track in on the wall (like [1]) to a mirror, then camera pans left to
look in mirror, a woman sobbing under the shower. From her hair, it looks like its Mrs.
Chow, but it’s unclear at this point.

[8] 24:13 – like [5] Chow and Mrs. Chan meet on the stairs towards the food market. As
soon as they pass, it starts raining. The montage lets the two appear several times.
Condensation of time. Several variations: 25:06 Chow alone smoking on the top of the
stairs with a R-L tracking. Movement continues across a cut, which reveals Mrs. Chan
waiting out the rain on the market. Tracking continues in a third shot this time showing
the rain falling on the ground. The two arrive home together, and open their doors while
they talk about the absence of their husband/wife.

[9] 30:56 – the pair walks home. R-L tracking shot follows them on a wall, with only the
lower parts of their bodies in frame. At 31:45 this is repeate d in a full shot, the two
characters are behind bars: its filmed from behind windows that block our view
repeatedly but also open it up again so we get a glimpse at them.

[10] 34:30 – R-L CU-track from her plate to his, as they role play in the restaurant, then
back L-R. Similarly, R-L CU-track brings her into the frame starting from the empty
booths behind her moving on to his CU.

[11] 43:23 – [cross-cut from Chow in the office] slow L-R track on Mrs. Chan in the
office working. She is behind a curtain on which there is only a very small opening at the
middle, allowing the viewer to briefly look at her unhindered. Cut back to Chow
working: tilt comes down on him from the ceiling.

[12] 44:10 – slow L-R track shows both characters at home in the kitchen framed by the
tight corridor. She’s reading, he’s making coffee in the same space.

[13] 50:56 – same as [9] while the Chow suggests that they work at another hotel room to
avoid gossip.

[14] 51:56 – Chow walks down a hotel corridor. Ground level forward track follows him,
with only his lower feet in the shot. It’s hotel where rents a room to work in.

[15] 52:51 – slow pan/track around Chow’s office, which ends in a medium shot of his
boss telling Mrs. Chan that he hasn’t seen Chow for several days. The office is divided
into several modules by the doors, the walls and the curtains, which the mobile camera
crosscuts.

[16] 53:54 – a montage of several full shots of Mrs. Chan running up and down stairs and
corridors of the hotel where Chow is writing. Each of the shots is a low level slow track
in multiple directions. The shots are joined by jump-cuts.
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[17] 55:18 – Mrs. Chan leaves room 2046: she walks down a long corridor away from the
camera, which tracks back at about the same speed: vertigo effect.

[18] 55:32 – L-R track in the hotel room where the two characters are writing the martial
arts novel. Starts with a medium of the two at he table (Chow in the foreground out of
focus initially blocking out her, she is then slowly revealed by the moving camera). Then
an invisible, or matched edit (much like the technique that Bordwell describes as wipe-by
cut, but here it’s a real cut: the very end of the outgoing shot is out of focus and dark, just
like the very beginning of the incoming shot) shows Chow in a CU eating with Mrs.
Chan in the background waving to him to come to look at what she has just written. The
shot is a reflection framed by a mirror and a curtain on the sides, creating the modules as
separate areas of the frame. As Chow walks to Mrs. Chan, the camera tracks R-L behind
the curtain (outside of the building?) as he reads out what she has written.

[19] 56:04 – L-R then R-L track from behind the two, who are sitting in front of a mirror.
The real bodies out of focus, the reflection in focus. Chow sits at desk close to mirror
writing, she sits on bed reading. The visual reflection created by the mirror is repeated
with the with the symmetrical camera movements.

[20] 56:55 – similar to [19] with both characters sitting on bed listening to a record.

[21] 1:01:57 – CU on curtains in Mrs. Chan’s office continues in a R-L track which ends
with a doorsill blocking her lower body while only a telephone and her right arm can be
seen. She tells him they can’t se each other that often.

[22] 1:02:40 – Modular shot from behind the door of the living room, track in towards
Mrs. Chan’s figure opens up the modules and unites the frame’s surface. However, her
standing around a table where everyone is sitting, body posture and the distribution of
light still communicates her loneliness. When the camera is in a medium shot proximity,
she turns away from the table, walks to the window and looks through the curtains, sips
on her drink.

[23] 1:04:26 – L-R track from behind the office window showing Chow working than
turning towards the camera assuming the same position as she in the end of [22]. They
look at each other across the cut.

[24] 1:10:09 – same as [9] at 31:45: the two rehearse separation and good-bye; camera
behind bars. At 1:12:18 same movement: she cries in his arms.

[25] 1:13:58 – 3-module long shot of her sitting towards the R in profile in kitchen.
Camera tracks L, he sits in the opposite position towards the L. They are by a blurred out
module, with their backs towards each other. Meanwhile, there is a song on the radio that
Mr. Chan sent her wife from a business trip in Japan, as the announcer explains. He stops
for a beat, while the camera tracks back to the R. They lean against the wall/each other’s
back.
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[26] 1:15:43 – R-L track on wall in Chow’s hotel room towards a mirror, in front of
which he stands. His room, where they wrote behind him: he observes it resignedly. Then
turns around, turns off the light and walks out. Mirror becomes completely dark except
for its golden rim and a piece of the red curtain. He opens the door; his silhouetted figures
steps out.

[27] 1:16:57 – same as [17] with Chow not moving.

Singapore episode: no tracks!

[28] 1:27:06 – same as [9] with Chow’s hand in CU holding a present.

[29] 1:30:04 – Cambodia-scene: Chow stands amongst the Angkor Wat ruins. Camera
tracks around him. The columns, openings and hallways divide the setting into modules
even here. Cut to medium back shot tracking closer to his back head: he whispers his
secret into a hole. Several shots show the doorways in the ruins, evoking the modular
composition once again.

4. Wong Kar-Wai: 2046 (2004)

[1] 9:24 – Red tinted shot starts with a slow motion R-L track: the camera seems to come
out from behind the corner. It reveals Chow at a party surrounded by women. As he says
“Nothing lasts forever” the tracks reverses L-R and closes the scene by disappearing
behind the out-of-focus wall, like a Kurosawa wipe.

[2] 11:13 – very slowly the third module of the shot starts to move towards the L. Here
the foreground module is literally a curtain, which opens. The LL compresses the space
between the characters. Camera tracks in. Cut to reverse shot, right-third module shifts
towards the R emphasizing the geometrical tri-part pattern of the shot, with the faces of
the characters nearly touching. Then curtain module closes the shot.

[3] 30:17 – curtain being “pulled” to the L by the R track.

[4] 39:19 – another curtain shot: L track reveals Chow’s room.

[5] 43:27 – direct reference to [5] 43:27 – direct reference to In the Mood… [5]

[6] 46:57 – this scene consists of several tracks, all of which slide behind some
transparent, colored curtain-like textile. The narrative content of the scene: Bai Ling will
not show up.

[7] 54:24 – similar to [6] now with Bai Ling present. The textiles are darker.

[8] 1:06:51 – like [6]with Chow and Bai Ling meeting at parties.
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[9] 1:14:38 – Chow is ill. Ms. Wang writes for him. Slow tracks on the desk where she
sits writing. The out-of-focus objects on the desk close to the camera function as the
curtain. Cut to track with Chow in a booth. Here the vertical module-segmentation of the
frame is renewed by horizontal lines that cut across the frame, and hide the elements of
the background that are in focus.

[10] 1:23:03 – train sequence: L-R track with the curtain effect. The time traveler is
kissing the Ms. Wang-android.

[11] 1:29:44 – like [10] only more spectacular. Curtain opens and closes and is
interrupted by a hardly visible jump-cut. Narration: “finally I got it: she didn’t love me!”

[12] 1:31:58 – double exposure overlap wipes put Ms. Wang’s face right next to Chow’s
in a restaurant scene. The wipes reverse direction and the scene reaches complete
symmetry.

[13] 2:01:02 – the final encounter with Bai Ling. Several tracking shots with the closing
curtain effect.


