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Following his research in Poetics of Cinema, 1 on new narrative models as tools for apprehending a fast-shifting world,
Ruiz makes an appeal for an entirely new way of filming, writing and conceiving the image. 'Light, more light,' were
Goethe's last words as he died.

They move in many different directions, across the history of film, but they do conveniently highlight several
areas of my research. Most important, all of these areas of inquiry put a film or batch of films at the center of
the process. This automatically sets me off from some of my peers. Today there are many scholars studying
the film industry and probably many more seeking to understand filmic reception by studying audiences in
their sociocultural contexts. I need my movies! Some people think of me as a theorist, and I suppose I am to
some extent, but I have always tried to keep theoretical reflection tied to the concrete facts of cinemaâ€”as
films, as experiences, as part of a historical process. The first section of Poetics of Cinema is the most
evidently theoretical. The introductory essay introduces the idea of poetics, a frame of reference that helps me
study the things that matter to me most. One of these things is the aesthetic dimensions of cinema, particularly
the ways in which form and style shape meanings and effects. This goes back to my youth, when I fell under
the spell of literary and art criticism. My earliest publications were in the area of film criticism, and my
starting point for almost any project is an analysis of how the films in question are put together at the broadest
level and how they work on a moment-by-moment basis. I suppose an art critic would speak of structure and
facture; a literary critic might speak of architectonics and texture. A second area of concern for me involves
the historical circumstances that create aesthetic traditions, such as classical Hollywood storytelling. Once we
bring formal principles to light, how shall we explain them? How do we think they arose in history? What
factors in culture or the film community can we invoke to explain how these films took the shapes they did? In
the mids, I found that the most satisfying explanations for why films had the forms and styles they did
involved the ways in which these aesthetic elements engaged our minds. Every gesture, every cut, every
camera movement is designed to shape our uptake. Our experienceâ€”perceptual, cognitive, emotionalâ€”is
guided by form and style. It seemed to me then, and still does, that a broadly cognitive conception of how our
minds mesh with movies is well suited to explain many aspects of cinematic design. I offer a general theory of
cinematic narrative, teased out along three dimensions. This overview is followed by some case studies: This
essay gives me the opportunity to test out several of the ideas floated in earlier pieces. Part III is devoted to
stylistics. Another essay examines the very distinctive style of the German director Robert Reinert. The
longest and newest essay is devoted to the stylistics of CinemaScope. Here I try to trace how different
principles of staging were manifested in the early anamorphic movies. For instance, one essay proposes a
cognitively flavored explanation of why actors so seldom blink. Many of the topics in the book are taken up in
entries on the blog maintained by Kristin Thompson and me. For reasons nobody would explain to me, some
pages are more densely packed with text than others. What is it about this harmless chart? Not Spiderman but
Spider-Man. Mistaken repetition of clause referring to running time of introductory shot of Rope. Thanks to
Peter Hourigan for pointing this out. And here is the Mildred Pierce chart, currently on p. The opening scene
and its replay.
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Poetics of Cinema 2 has 27 ratings and 4 reviews. Zadignose said: Ruiz is an enchanting mystic. He is a philosopher,
artist, and mesmerist (maybe not lit.

He is a philosopher, artist, and mesmerist maybe not literally He communicates some awesome, inspiring
ideas via metaphor, for which rhetorical-tactic he occasionally apologizes: Often, and at times immodestly, I
have made use of metaphors in order to approach intuitively certain ideas; many of which could best be
described as images and half-glimpsed visions. I hope that among them it is the angelic smile rather than the
sardonic irony Ruiz is an enchanting mystic. I hope that among them it is the angelic smile rather than the
sardonic irony or the biting impetuousness that has the upper hand. To use it implies that one does not have
clear ideas, and in that case, the best thing to do is to remain silent. That may be so and I regret it. Yet, in the
present state of the arts: Any reasonable reader will appreciate that these intuitions are rather more akin to
feelings than general ideas. These feelings approximate emotions such as fear, vertigo, anger and adoration. In
fact, they are closer to mysticism than to a philosophy of art. In looking back and reviewing passages I find
they often seem more lucid than I imagined them to be when first struggling with them. Certainly Ruiz would
encourage me to believe in that possibility. A theatre director who had made a film and who could not
overcome his surprise at how different cinema could be from theatre said to me: I replied that in my
experience, I had come across films that after having seen a dozen times would start changing, and that by the
third or fourth viewing I had had the impression that the film was looking at me. Like the sea looking at the
old man, like the steam engine looking at Malcolm de Chazal. That I knew people who after many viewings
had reached the point where they would start failing to recognise the film, or perhaps, it was the film that had
ceased to recognize them and was now leaving. Friendly films, vicious films. Here is my own theoretical
fiction: I have said to project and that seems apt. Images that leave me and are superimposed on the film iself,
such that the double film--as in the double vision of Breton traditions--becomes protean, filled with
palpitations, as if breathing. I wonder, if I made a list of all the books and authors referenced within this book,
whether that list might magically turn out to be longer than the book itself. An experiment worth trying. I
expect together they contain metaphorical lessons that can be extended to any aesthetic endeavor, including
writing of course, as each book is itself a literary-aesthetic accomplishment.
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Quote: "Eleven years separate these lines from the first part of my Poetics of Cinema. Meanwhile the world has changed
and cinema with it. Poetics of Cinema, 1 had much of a call to arms about it.

It is inevitable that every. Cinema is a military pursuit, and much of it reveals similar occupations: Let us
remember that for years cinema was thought of as an essentially manipulative art, orchestrating all the fine arts
that had preceded it. Theatre, music, narration, painting, architecture and dance, have all found in the territory
called cinematography, an efficient way of understanding themselves and of cooperating with each other
creatively, as if in some kind of opera of the world. Buddhism via Chang, that is, by means of a game of
mediations, interactions and reflections, is able to bring Taoism into its own perspective, and were one to
remain perplexed, one could then have recourse to Confucianism. In the art of cinematography,
painting-echoing the events of the world-reinvents theatre; the spirit of dance inspires and encourages new
forms of expression, using the three thousand or so facial expressions the human face can create and convey.
Cinema has become a dead sea from which the agonising arts of our world emerge. Cinema is also the
motherart of the different ways in which the practices that aim to explain and implicate cinema can be
industrialised. A commonplace, one might say. Nowadays to repeat this has become commonplace. The attack
on the New York Twin Towers has transformed this saying into a terrible enigma. Filling public places is the
essential commonplace of mass society, and with the disappearance of the idea of full employment we see its
incomprehensible correlate. Eleven years separate these lines from the first part of my Poetics of Cinema.
Meanwhile the world has changed and cinema with it. Poetics of Cinema 1 had much of a call to arms about it.
What I write today is rather more of a consolatio philosophica. However, let no one be mistaken about this, a
healthy pessimism may be better than a suicidal optimism. It is time to return to the shadows. And back to the
caverns! The ideas I will develop at times in a somewhat erratic fashion will turn upon three intuitions or
metaphors. Firstly, the images that together make up a film determine what type of narration will structure the
film and not the contrary. Secondly, a film is not made up or composed of a number of shots, rather it is
decomposed by the shots; when we see a film of shots, we also see films. Thirdly, a film is valid, aesthetically
valid, insofar as the film views the spectator as much as the spectator views the film. Any reasonable reader
will appreciate that these intuitions are rather more akin to feelings than general ideas. These feelings
approximate emotions such as fear, vertigo, anger and adoration. In fact, they are closer to mysticism than to a
philosophy of art. The prevailing idea in all the reflections brought together in this book is that a phenomenon
as strange and as slippery as cinema needs to be approached in a rather poetic fashion. For too long a time we
have tried to understand cinema using the most varied techniques of analysis. A certain part of film will allow
itself to be examined: Yet something will always escape analysis. My purpose is to attack cinema beginning
with this shadowy regIOn. One of the best premises I have ever heard goes like this: What will happen when
they finally meet? With time, premises disappeared and we were only left with the question at the end: The
Chilean poet Jorge Tellier used to say that any film no matter how terrible it was would have at least five
minutes of good poetry. Luis Bufiuel would say that only bad novels could be adapted to film. And my uncle
Daniel Munoz Vera, a man of few words, would simply say: It may be apparent that all three statements share
a common trait: There is no bad film. All films feed themselves on rubbish. Every film is a pharmakon: These
will be the sorts of problems that we will attempt to approach in the following pages. I would like to begin by
making it clear that I do not ignore the problems concealed in this affirmation, a heralding riddle worthy of a
soothsayer. This confusion is partly due to the three terms that make up the statement: If we are able to reduce
these three elements to their possible meaning in cinema we obta in the following: As can be seen, the three
terms are linked to a single process and are thus, in truth, inseparable. Whoever hopes to commit the text to
memory is obliged to go through this palace following a pre-established itinerary. As in some sort of guided
tour, the visitor will find in each room an image. This image will surprise him, given its unexpected character,
its extravagance. At the same time, the text would follow the order of the journey, the guided tour. Rather, we
should try to transpose them on to the development of a film. To begin, we enter the first room. Looking at it

Page 3

DOWNLOAD PDF POETICS OF CINEMA 2
we can distinguish three young naked women who, laughing their hearts out, are wrenching teeth out of the
mouth of a placid lion. We must press on, he says. This image is here for the sole purpose of illustrating a text
that reads: Our guide hurries us on to the next room, we enter a gallery and there we find seven ephebes, each
holding a mirror, smiling and assuming suggestive poses. The guide will not allow us to delay and he says,
"each time you remember this specular series, keep in mind that it means the following: The image means it
denotes-a logician might say a text that states "oo. We leavethe palacewith Don Quixote on our mind, together
with many imagesthat we would like to seeagain. It may be clear by now that what we have seen is a film
subjected, by force, to a narrative development. Still, these images will haunt us in dreams and call on us; so
that we may come and meet them, though no longer with the duty of having to follow the trajectory imposed
by the text. It has to be understood that each image, in the mnemonic system that has been described here, is
surprising, and this surprise is itself the product of the unusual character and the erotic charge intrinsic to these
images. To take a term frequently used by painters: They persist in memory, beyond the text. They live their
own lives. Guido Cavalcanti in a popular sonnet proposes an allegory for falling in love, conceiving of this
event as an attack on a well-guarded fortress by courageous armies. In the first image, we saw three naked and
shapely young women, who, laughing with complicity, are helping each other and holding hands as they apply
themselves t? EVIdently,everything in the image has been developed to such a degree as to prevent any future
revisions. The image is perceived at once and as a whole, though this whole does have parts and the parts are
connected. Small, Maynard and Compan y, But suddenly the poet announces, "only a single figure remains
rzman zgura sol. What could the author have meant? Learned men have proposed many explanations, none
immune to contradiction. For the moment, we will avoid explanations and simply move on to the next image.
We enter the room with the seven smiling ephebes. We notice, firstly, that there is something disturbing about
these adolescent smiles. The ephebes are not smiling; they are actually showing their teeth. Only then do we
realise that all the ephebes are lacking a tooth. All these boys have dreadful sets of teeth! Up until now all is
well, though what about the last adolescent? What about the one pointing with his mirror towards the first
room where the nymphs and the lion are? Why does he point towards the lion, and why does the lion face his
mirror? The lion is looking at himself! He is observing what the nymph-dentist is doing to him! Many threads
unite the parts of the sculptural group with what follows it. Though with what purpose? Perhaps none, perhaps
several. The third image we had described consisted of a green-eyed chimera breastfeeding two children. Free
Press of Glencoe, [] 5 16 reminds us, at first sight, of one of those fountains that we have seen many times
before in illustrated Baroque catalogues like those Mario Praz considers, for example. A fountain whose
fantasy consists in permanentl y varying the colour of the water that emerges from the breasts of the chimera.
But here on our second visit, our second viewing, we catch sight of a detail that had initially escaped our
attention. The water that doubles as the imaginary milk changes its colour with a certain irregularity: What I
mean to say is that at the end of each cycle, every time it reaches green, it lingers. Until we reach a point
where it seems that the mammary liquid is set on green for such a long time, indeed so long as to seem an
eternity. In addition, this green has the capacity to change the colour of the eyes of the breastfeeding children.
Their eyes go green! How should we interpret this process? By granting the colour green a certain meaning?
Vertiginous images, tremulous and throbbing images.
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Chapter 4 : Raoul RuÃz, Poetics of Cinema 2 (Paris: Dis Voir, ) | Carlos Eduardo Morreo - calendrierdelas
Eleven years since the publication of Poetics of Cinema, RaÃºl Ruiz continues his articulate, erudite, and insightful
rumination in Poetics of Cinema 2, a lithe and infectious, yet densely referential, cross-pollinated exposition on the art
and nature of image-making in an age of an overexposed.

By David Bordwell There he was, large as life, if not as lively. Ozu sat cross-legged, bent toward his camera
and studying the final shot of Chishu Ryu in Tokyo Story. The Mitchell camera was real, as was the low-level
tripod, and he had his trusty cigarettes in easy reach. But he, like Ryu, was only an effigy in a theme park. In
fall of , while visiting Tokyo to do research, I took the train out to the suburb of Kamakura. Shochiku had
recently turned part of its grounds into a theme park devoted to movies. An air of vacuous opportunism hung
over the place. The American zone contained a CNN store and a scaled-down drive-in, with several
convertibles sunk into the concrete floor and pointed toward a video screen. On the left was a replica of his
study, with pipes and sake bottles carefully arrayed on his work table. On the right, there was the tableau of
him directing Ryu. I loved it, but it also made me sad. Shochiku had fallen on hard times. Unlike Toho, which
had an endlessly marketable commodity in Godzilla, Shochiku held a library of little appeal to modern taste.
Its only branded items were Tora-San and Ozu, both sustained chiefly through nostalgia. Kamakura Cinema
World, as the place was called, closed in after only three years of operation. Shochiku continued to lose out at
the box office to thrusting companies tied to TV, advertising agencies, and other conglomerates. I still think of
that theme-park exhibition whenever I turn back to Ozu and the Poetics of Cinema. I think about the fragility
of tradition, the confusions and miscalculations of the film business, and the fact that even through
hucksterism Ozu retains a place in the wildly unpredictable popular culture of Japan. It so overwhelmed me,
even on a little Trinitron, that I started to show 16mm Ozu prints in my courses. New Yorker Films had just
acquired several titles and the copies, particularly of the color films, were superb. We well remember seeing
our first graphic match in Ohayo, the red shirt on the line matching the red lampshade, when projecting the
print in a tiny seminar room. The result was another essay by Kristin. We wrote an analysis of Tokyo Story for
our textbook, Film Art: Neoformalist Film Analysis I kept teaching Ozu films and taking notes on them,
asking at every archive I visited what Ozu titles they had in store. Film Style and Mode of Production to
While we were getting the manuscript accepted and published, I wrote Narration in the Fiction Film, published
in , the same year that CHC finally appeared. Both those books were centrally about conventions. Hollywood
cinema seems fairly simple, but the more we looked, the more we found that it harbored storytelling strategies
that turned out to be fairly complex. So I came to the Ozu project having studied the conventions of the
conventional and some conventions of the unconventional. Where did Ozu fit in? I signed a contract for Ozu
and the Poetics of Cinema in After about four years of research, I wrote the bulk of it in the first eight months
of It was published by the British Film Institute in spring of and by Princeton University Press in fall of the
same year. A brief account of the process can be found here. I had asked the BFI to arrange a copublication
with Princeton because I noticed that some BFI books went out of print rather quickly, whereas Princeton
usually kept books in print for a long time. My apprehensions were justified. The BFI declared Ozu out of
print four years after its release. Letter of 27 October begins: Somehow Christmas got in the way. I just seem
to have got swallowed up since I returned from. But then the press ran out of copies and wanted to declare the
title out of print. I had acquired the preprint materials from the BFI big cellulose sheets and paid for them to be
cleaned so that Princeton could print from them. I made the rounds of publishers without success, since no one
wanted to take a risk on this fat, heavily illustrated monster. Bruce Willoughby, executive editor for the series,
accepted the challenge and the Center scanned the book and posted an online pdf version in the fall of But the
pictures in the pdf posting came out pretty coarse and contrasty, and so Markus and his colleagues agreed to
replace them. I hired a student, Kristi Gehring, to digitize all the illustrations, and Markus kindly handled the
digitizing of the color frames. What you have now is in some ways better than a hard copy: The results
confirm my view that online publication harbors great advantages for scholarly work. Understanding Ozu I
called the book Ozu and the Poetics of Cinema because I wanted it to have two layers, like a cake. The first
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layer is about Ozuâ€”his films, their relation to broader trends in Japanese cinema, their place in the local
industry, and their roles in popular culture of his era. The second layer of the book aimed to illustrate the value
of thinking about cinema from the standpoint of a poetics. Earlier work on Ozu in English had approached him
from three angles. Ozu, Bresson, Dreyer constructed a cohort of directors who sought to take film beyond
mundane realism through finding transcendence in the everyday. For Schrader, Ozu captured a kind of
spirituality on film, as Dreyer and Bresson did, but without adherence to their Christian world views. Form
and Meaning in the Japanese Cinema ; available elsewhere on this site. Burch argued that Ozu created a
stylistic system that was firmly opposed to the Western mode of cinematic representation. While Richie
situated Ozu within a broad, pan-historical Japaneseness, Burch tied him to specific but distant artistic
practices, like kabuki theatre and renga verse. My central question overlapped with the work of these authors:
In framing an answer, I had the advantage of a resurgence in Ozu studies in his native country. Several of his
screenplays were published, and there were memoirs by figures like Miyagawa Kazuo. I also had time rethink
some claims Kristin and I had made in our essay. But this was to understand modernism in a very ahistorical
sense. While our descriptive and analytical account of his work was valid as far as it went, I failed to offer a
convincing causal account of its historical sources and premises. For the book, I wanted to correct my mistake
and supply something no earlier writer had proposed: Fortunately for me, scholars in Japanese history were
beginning to study this context. On Cinematic Staging will be surprised to find that, in , I argued that Ozu
owes a great deal to iconography of modern life in visual culture of the s and s. For example, given a Japanese
artistic tradition emphasizing impermanence and ephemerality, Ozu could apply that to the modern city
through imagery of smoke, water, and changes from daylight to dusk. He went on to develop these as lyrical
asides through his unique insistence on fine-grained cinematic pattern-making. Kristin Thompson and I had
already worked on this problem in the mids, as had Ed Branigan. In addition, several lengthy visits to the
Library of Congress in Washington, where scores of pre Japanese films are preserved, allowed me to tease out
trends threading through film style of his epoch. This research enabled me to mount a finer-grained account of
his distinctiveness. Ozu is one of the few directors to create a systematic alternative to Hollywood continuity
cinema, but he does so by changing only a few premises. By creating a degree space and a consistently low
camera height, Ozu radically alters all the tactics of American technique. By refusing the dissolve after his
early films , he forces himself to find ways to ease the viewer out of one scene and into another. As a result we
get those visually experimental transitions that engage the viewer in a play of graphic space and linked
objects. He also learned lessons from American filmmakers, especially Lubitsch and Harold Lloyd, and the
book was able to show that several aspects of his style imaginatively recast some of their cinematic ideas. Ozu
set constraints on his style, as many great artists have, in order to force it to reveal nuances not achieved
otherwise. He did something comparable with his narratives, reiterating a narrative arc that fits into a broader
mythos of youth, adulthood, maturity, and old age. He also devised a distinctively elliptical cinematic
narration, suited to the stories of social adjustment and private disappointments he developed. Richie had
noticed that Ozu characters can surprise us; I suggested that he achieved this by artfully shifting our
point-of-view attachment from character to character. Just when we think we know everything, we learn
something that casts a new light on the situation. In sum, I took Ozu to be an innovative, even experimental
filmmaker, but one working in an utterly commercial context. This conclusion supports an idea to which I
keep clinging. Rather than denounce mass-audience filmmaking as mindless or manipulative, we have to be
alert for those moments and those films that are subtly altering received forms and formulas. Once a student
called me perverse: Above all, of course, in writing this book I wanted to understand more intimately a
filmmaker whose view of cinema and of human life chimed with my own. Particulars and principles So this is
what people in film studies call an auteur study. Originally, the auteur approach to criticism showed that
directors working in a highly commercial context could create works that bore a personal stamp. By that
criterion, Ozu counts as an auteur. But now the term seems simply to suggest the study of a single director.
Many scholars think that such a project is necessarily easy, old-fashioned, or blind to the social circumstances
of filmmaking. On the charge of focusing on a creative individual, I plead guilty. We ask, in effect: How do
the creative choices made by distinctive film artists seek to achieve certain ends? I sketch the idea of a poetics
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in the Introduction and flesh it out on the fly in succeeding chapters. A more theoretical account of the project
can be found in the opening essay of my collection Poetics of Cinema. Most of the pieces there look at broader
trends, involving work by many directors. Ozu proved ideal for my research program exactly because he has a
unique approach to filmmaking, and his artistic decisions transmute some commonplace thematic and
dramatic materials into rich aesthetic experiences.
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Poetics of Cinema topic. Poetics of Cinema is a labyrinthine and erudite yet at times playfully anti-academic book series
of film theory by Chilean filmmaker RaÃºl Ruiz () consisting principally of lectures he gave in diverse locations between
and

No part of this publication may be reproduced, adapted or translated, in any country. It is to say one thing and
mean another. Why not say it right out? For the simple reason that certain phenomena tend to dissolve when
we approach them without ceremony. They will be of no great value to film buffs or professionals. I wrote
them with an eye to those who use the cinema as a mirror, that is, as an instrument of speculation and
reflection, or as a machine for travel through space and time. These form the first six chapters. The seventh is
the introductory lecture to a seminar given in Palermo in December of the same year. As to the ideas that run
through these texts, they were initially developed during the school year while I was teaching at Harvard. In
this group of writings I have sought above all to deal with some of the most hotly debated themes that have
engaged North and South American media theorists jameson, Dienst, and Moreiras ; these include the
narrative paradigms of the entertainment industry, the new technologies of the image, and the globalization of
the audiovisual world. But there are also more European concerns, such as the nature of the image and the
photographic unconscious. It proposes a working model for the writing of films. The third, Methods, is
composed of exercises and formulae, and is intended as a method of filming. These three books turn around a
central conviction: Noone will miss the implication that the system of film production, invention, and
realization must be radically modified. It also means that a new kind of cinema and a new poetics of cinema
are still possible. I am not a scholar and the majority of my references have been culled from my personal
library, allowing me to check them without difficulty. But I read in zigzags, I travel from one book to the next,
and this is not without risks. It is quite possible that here and there, certain interpretations or comparisons are
stretched or simply gratuitous. However, this book is a journey - and travelers should be aware that paths
leading nowhere are also part of the trip. America is the only place in the world where, very early, cinema
developed an all-encompassing narrative and dramatic theory known as central conflict theory. Thirty or forty
years ago, this theory was used by the mainstream American industry as a guideline. Now it is the law in the
most important centers of film industry in the world. Forty years ago, in provincial theaters in Chile, we used
to get lots of American films. Some of them we still remember. They are part of our childhood memories, or at
least of our cultural background. Others were merely monstrous. I mean B movies. Today, none of the mystery
has evaporated. Lewis, Bud Boetticher, William Baudine, and so on. And when they disappeared, we lost all
interest in American television. Around or , a gang of us kids were just about to leave elementary school.
What we liked was using our 22 long rifles to shoot the bulbs out of street lights. We loved to fight recently 9
arrived German immigrants. I think our insp iration was a wave of anti-Nazi films. From time to time we wou
ld call a truce and go to the movies. There were two theaters in our village. One showed Mexican adult
movies, Italian neo-realist dramas, and French films a these. That was the one we went to, and even if some of
us occasionally found our way to the other in the hope of seeing a naked woman, still we much preferred the
films for kids. Say we saw someone walking slowly, but pretending to be in hurry: And the list goes on: The
American movies we loved were as unlikely and extravagant as life itself. Nonetheless, there was a strange
correspondence between our own ritual of going to the movies every Wednesday and Sunday, and the
narrative rituals of the films themselves. Since the films were all totally unrealistic , and since they were all
the same, the happy endings seemed oddly pathetic. In fact, happy endings always seemed tragic to me,
because they condemned the healthy elements in a moral system to always win their battles. And naturally,
like many others, I felt liberated by the sad endings of Italian movies, and I applauded the bad guys because I
knew they had to lose. His own men attack him. He has no radio to communicate with them. So he fires his
guns and sends them a message in gunshot Morse. Ten years later, in Santiago, I decided to study theater and
cinema and began thinking about so-called dramatic construction. The first surprise was that all American
films were subject to a 10 system of credibility. In our textbook john Howard Lawson: How to Write a Script
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we learned that the films we loved the most were badly made. That was the starting point of an ongoing debate
between me and a certain type of American cinema, theater, and literature, which is considered well made.
What I particularly dislike is the underlying ideology: Then, I was eighteen. My astonishment is as young now
as I was then. I have never understood why every plot should need a central conflict as its backbone. I recall
the first statement of the theory: From that point on, through various digressions, all the elements of the story
are arranged around this central conflict. What I immediately found unacceptable was this direct relation
between will, which to me is something dark and oceanic, and the petty play of strategies and tactics around a
goal which if not in itself banal, is certainly rendered so. I will try to summarize my objections to this notion
of central conflict, as I learned it in North and South American universities and schools, and as it has come to
be accepted throughout the world in recent years. To say that a story can only take place if it is connected to a
central conflict forces us to eliminate all stories which do not include confrontation and to leave aside all those
events wh ich require only indifference or detached curiosity, like a landscape, a distant storm, or dinner with
friends - unless such scenes punctuate two fights between the bad guys and the good guys. Even more than
scenes devoid of any action, central conflict theory banishes what are called mixed scenes: Worse yet, it leaves
no room for serial scenes, that is, action scenes which follow in sequence without ever knitting into the same
flow. Fo r instanc e, two men are fighting in the street. Not far away, a child eats an ice-cr eam and is
poisoned. Throughout it all, a man in a window sprays passers-by with bullets and nobody raises an eyebrow.
In one corner, a painter paints the scene, while a pickpocket steals his wallet and a dog in the shade of a
burning building devours the brain of a 11 comatose drunk. In the distance, multiple explosions crown a
bloodred sunset. This scene is not interesting from the viewpoint of central conflict theory unless we call it
Holiday in Sarajevo and divide the characters into two opposing camps. Naturally, I am well aware that by
inflicting a central conflict on otherwise unconnected scenes we are able to answer a number of practical
concerns. This enables us to capture the attention of spectators who have lent us two empty hours of their
lives. Before going any further , I would like to make two remarks relating to the legitimacy of using the time
which spectators are prepared to grant us. We have been told that our job is to fill two hours of the lives of a
few million people, and to make sure they are not bored. What do we mean by boredom? In about the fourth
century A. They called it tristitia, or sadness. It is induced by the noonday demon. Most of his victims are
monks, isolated from the rest of the world. The phenomenon starts towards midday, when the light is at its
strongest. This happens again and again. He cannot meditate, he feels tired, hungry, sleepy. We have no
difficulty in discerning the three stages of ennui or boredom: If the early fathers made these comments, I
suspect it is because they did not really believe in demons. But let us make an effort, let us pretend these
demons do exist. The monk is in his cell. He feels boredom coming on. He hears the footsteps. The monk
knows that this apparition is an artifice, and he accepts it as such. The apparition offers to spring him from his
cell and he says yes. He is transported to faraway lands. We will call this dangerous new sentiment
melancholy. Now every trip out of the cell, every apparition of his virtual friend, will make his melancholy
more intense. He still does not believe in these apparitions, but his lack of belief is contagious. Soon the cell
itself, his brother monks, and even communion with God becomes as an illusion. His world has been emptied
by entertainment. Some one thousand two hundred years later, in France, Blaise Pascal, in the chapter of his
Pensees devoted to entertainment, warns" All the evil in men comes from one th ing and one thing alone: So
perhaps boredom is a good thing.
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