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many kinds of structures (which break down each other), then it is 
not possible to generate fully and clearly which structure is responsi-
ble for a certain gap in a cinematic text. 

Rudolf Arnheim thinks that a human mind can be forced to produce 
replicas of things, but it is not naturally geared to it, since perception 
is concerned with the grasping of significant form. The mind finds 
it hard to produce images devoid of that formal virtue.271 And as 
symbols, fairly realistic images have the advantage of giving flesh and 
blood to the structural skeletons of ideas. "They convey a sense of 
lifelike presence, which is often desirable. But they may be inefficient 
otherwise because the objects they represent are, after all, only part-
time symbols."272 

In the 1990s, film theory shared in the retreat f rom grand theory to 
be found across the humanities and human sciences. The most widely 
publicized idea of the decade was postmodernism, and this claimed 
that the era of grand narrative, and theories was over. Christianity, 
Hegelian philosophy, Marxism and structuralism were all consigned 
to the dustbin of a history that had effectively come to an end, things 
would still go on happening, but no large-scale systematic change 
would ever again occur. What were left were local, partial, provisional 
narratives and theories, aware of their own fragility, and thus able to 
provide specific insights without ever proving oppressive. This chimed 
in with the advocacy of 'piecemeal theorising' by thinkers who would 
not have allied themselves with postmodernism, such as the cognitive 
film theorist Noel Carroll.273 There are plausible theories about story 
structures, in the form of hierarchical analyses which account for 
much of readers' memories of the story's contents. These analyses 
describe the structures of the narrative film, and not the spectator 's 
mental representation during the viewing of the film. 
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VISUAL LANDSCAPES 

Visual perception, and cognitive understanding of visual processes 
are extremely important in analysing the films of Béla Tarr. In a Tarr 
film reality and imagination mix and reflect each other. This all has a 
specific quality, which creates stimulating differences. Tarr extends 
many de-dramatising tactics. His special interest is in the landscape 
and stretches of dead time. Tarr's camera examines the scenes with 
its own curiosity, enumerating the contents of the shot before it with 
only small movements, and after that, panning in the appropriate 
direction. Béla Tarr is a modernist in creating a recognisable, self-
conscious style, which he carries throughout his works. In his films 
the long takes and camera movements create dialectic among differ-
ent elements in the shot.274 

Tarr blends European cinematic traditions with a new kind of cin-
ematic awareness. Tarr has openly expressed his admiration for Jean-
Luc Godard and Abbas Kiarostami, but in terms of style their work 
is at some distance from his. His use of the sequence-shot (a single 
shot that takes in a significant amount of action and information) to 
orchestrate complex movement and edit it within the frame without 
cutting links him, of course, to Miklós Jancsó, as well as to early 
Sergei Paradjanov, and to Tarkovsky, Angelopoulos and Sokhurov: all 
figures who have been in major roles in the cinema of Central and 
Eastern Europe. Tarr's vision, though, is distinctively his own. His 
films have presentness, a being-there that marks them off f rom the 
historical preoccupations of Jancsó, and fixity of place and time that 
separates them from the perpetual Odysseys of Angelopoulos. Nor, 
as a non-believer, does Tarr share in Tarkovsky's sacred vision of the 
four elements of the material world, transmuted from Russian Or-
thodoxy. The sheer weight of his images seems to make them im-
mune to the temptations of a lustrous transcendence. 
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Tarr's film Werckmeister Harmonies (Werckmeister harmoniak, 2000) is 
a mesmerising and cognitively interesting mediation on popular dem-
agogy and mental human manipulation. Tarr is a highly acquired and 
original filmmaker, and has yet to acquire the broad critical following 
of fellow Hungarian Miklós Jancsó and Greece's Theo Angelopoulos 
who are often referred as his closest filmmaking relatives.275 Werck-
meister Harmonies may start to change things and p rompt rediscovery 
of his earlier works, including especially Damnation (Kárhozat, 1987). 
Tarr is one of the few genuinely visionary filmmakers in our time. 
Adapted from Laszlo Krasznahorkai's novel The Melancholy of Resist-
ance (1989), Werckmeister Harmonies also reunites the technical team 
behind Satantango (Sátántangó, 1994), photographer Gábor Medvigy 
and composer Mihály Vig for an opus that's recognizably a Tarr film 
but in comparison with Satantango also different. Events move for-
ward at a relatively rapid pace related to Tarr's earlier films, to a final 
half-hour that brings in a greater emotional dramatic. The setting 
of the film is usual to Tarr: a small and bleak Hungarian village, in a 
freezing winter temperature. 

Werckmeister Harmonies is a classic demonstration of his symphonic ap-
proach to filmmaking. Tarr's images and sounds work subliminally on 
the spectator's emotions over large expanses of t ime even when the 
spectator is dimly aware of what 's going on. Through Gábor Medvi-
gy's hypnotic camerawork the perceiver is not a passive subject but an 
active one, contributing substantially to the final effect of the work. 
There are many processes involved with this, physiological, precon-
scious, conscious, and unconscious. Some perceptions are automatic 
responses beyond control; for example, film's medium depends upon 
these automatic abilities of senses and human brain. A lot of the ob-
ject recognition is preconscious, and these kind of mental processes 
differ f rom physiological activities because they are available to the 
conscious mind. Much of reaction to film's stylistic devices might be 
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preconscious because one learns different cinematic techniques, for 

example, f rom classical films. 

Photography depends on freezing the movement of that moment , so 
photography falsifies the world by freezing it, and by falsifying it; it 
gives the world expressive strength. Film works exactly the opposite 
way: it starts with a movement, and it unfreezes the world; even when 
the world is static, one can, by moving the camera, give movement 
to the static world. Film is not a photographic art so much as it is a 
performance art because still-photo thinking is a reverse of moving 
image thinking. So one essential filmic operation can be considered 
sequential linking of spatial images. The motion picture in itself is 
an event because it looks different every moment , whereas there is 
no such temporal progress in painting or in sculpture. Motion being 
one of its outstanding properties, the film is required by aesthetic 
law to use and interpret motion. Consequently, for a spectator many 
kinds of shifts in viewpoints (through varied camerawork) may be 
completely invisible, because he or she looks through the images, 
not at them, and therefore has little or no idea where one shot ends 
and another one begins. Performances are disciplined, and essentially 
marionettes in Tarr's hands. 

Though never explained in the film, the title ot the film refers to the 
17th-century German organist-composer Andreas Werckmeister, es-
teemed for his influential tones on harmony and musical construc-
tion. It is a fitting parallel for a filmmaker whose films work on 
the emotions in as unfathomable a way as the compositions of great 
symphonies. In an age when an average film contains approximately 
1000 shots per 100 minutes, Tarr's two-and-a-half-hour Werckmeister 
Harmonies has an improbable 39 shots in 145 minutes. Viewing its 
intense contemplation of an atavistic world of strange catastrophe 
and grim survival is both an unnerving and fascinating experience.276 
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The material of expression most characteristic of the cinema is the 
multiple, mechanically moving image and its placement in sequences. 
One of the specific codes of cinema is camera movement. This code 
involves the totality of the film field of vision as it relates to the stasis 
of mobility that can occur within the cinematic shot. Obviously, at 
any moment the camera either may rest static or may follow some 
path of movement (vertical, horizontal, circular), or some combi-
nation of those paths. Every shot is constantly making its choices 
explicit by having eliminated all the figures of potential movement 
or stasis that are not present. This code is specific to film because it 
requires the utilization of materials of cinematic technology. Unusu-
ally clear examples of the utilization of camera movement as codes 
specific to the cinema occur in the films of Hungarian director Mik-
lós Jancsó.277 

Stylistically speaking one can see Tarr's style, for example, in Satan-
tango (1994), as a continuation of the Miklós Jancsó -style in some 
earlier Jancsó-films (especially Agnus Dei & Red Psalm, 1969-71). 
These films flamboyantly flaunted the mastery of camera movement. 
Jancsó's near-schematic technique relied heavily on camera set-ups 
and long, wandering, and elaborates compositional scenes that com-
pellingly use the integration ot figures with the landscape. From the 
Soviet montage tradition came the idea of a group protagonist, which 
Jancsó turned into dedramatising ends. 

Jancsó's dramaturgy emphasised large-scale forces and momentar -
ily fluctuations. The scenes were played out in very long takes with 
constantly moving figures and ceaselessly panning and tracking cam-
eras. In Még kér a nép (Red Psalm, 1971) the groups have become 
pure emblems of social forces, playing out symbolic rituals in ab-
stract space. Any attempt to make sense of Tarr's films in strict nar-
rative terms is as doomed as an analysis of Jancso's abstract political 
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parables. Tarr's films lack the choreographic grace and visual allure of 
his fellow countryman's classic works of the 1960's and 1970's, and 
their black and white —photography bring in elements more related 
to Expressionism in art. Uniting both directors is a distrust of power 
structures and a resolutely Hungarian interest in mass resistance. 

The movement of Tarr's camera is always suspenseful. At the open-
ing of Damnation we see in long shot huge moving buckets suspended 
on wires like cable cars, hear them shunting in the distance back and 
forth f rom some unseen quarry. The camera slowly retreats until 
we're behind an apartment window that becomes a frame within a 
frame. What had seemed an exterior shot quickly becomes an inte-
rior one; what had seemed omniscience is in fact the point of view of 
a man staring out of the window at the cables. Tarr's camera moves 
back behind the man's head without showing his face until the head 
itself blocks the image of the moving buckets. 

Without a cut we are then made to realise that what we've been look-
ing at is what he sees, but now his very presence obliterates the image 
that was once ours and is now his, as it had been all along. As if to 
prove he can move in the other direction, Tarr later films an interior 
two-way conversation in long shot framed by billowing curtains. The 
camera tracks sideways along the curtains until the speakers are out 
of frame and then pulls back through the open window before lower-
ing itself to ground level where we read a 'Police' sign on the front of 
the building. Only as we're leaving do we find out where we've been. 
But this is not merely a demonstration of auteur virtuosity: reversal 
is a crucial element in the repetitive circular structure on which the 
film is based. 

In all, this tactic allows Tarr to keep the shot alive, to quicken our 
visual interest while also linking or developing his characteristic com-
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positions. Moreover, since we cannot see what is off-screen, camera 
movement offers a chance to arouse and foil expectations. Springing 
such surprises is a fairly traditional use of camera movement. More 
distinctive is the way in which Tarr's camera movements participate 
in a larger dynamic of opening and filling space at a tempo which al-
lows us to form anticipations about how the blocking will develop. 
Thanks to the long take and silent intervals, Tarr prolongs the very 
process of staging, leaving us plenty of time to recognise that we are 
forming expectations about where the character or camera will go 
next. 

Tarr's extremely slow camera movements of ten move away from 
or past the characters creating up a mood and sensation related to 
formal suspense. This makes it possible for Tarr the use of differ-
ent perspectives during the same shot. For example, in Satantango he 
changes perspectives from people to the landscape, and so on. The 
spectator of a Béla Tarr -film is, in a way, forced to see these changes, 
share the immobility of happenings, waiting and the expectations of 
the characters, while the shot proceeds. David Thomas Lynch thinks 
that this the way that, for example, Satantango combines distance with 
empathy, aided by a complicated chronological rearrangement ot the 
story and careful attention to the particularities of the characters.278 

The movement of the narrative point of view dislocates the position 
of the spectator's eye in turn. The spectator no sooner finds a foot-
ing in the events of the fiction than the editing breaks the te rms of 
scopic identification and opens up yet another space-time and yet 
another locus in which the spectator must insert herself. The indica-
tion of narrating and spectating subjectivities never quite achieves a 
coherent unity in the present and presence of the film image, but 
follows a movement without origin, present, or presence, a move-
ment that perpetually postpones the closure of eye to an unlocatable 
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future-past. For Tarkovsky, rhythm in the images is not the metrical 
sequence of pieces, but the time-thrust within the frames. Montage 
brings together time, imprinted in the segments of film. 

Pointing to Leonardo Da Vinci's portrait of a woman (shown in The 
Mirror), Tarkovsky claims that the famous painting is powerful pre-
cisely because in it one cannot find anything that one might particu-
larly prefer, one cannot single out any detail f rom the whole... and so 
there opens up before us the possibility of interaction with infinity.279 

He adheres to the same principle while showing a human face on the 
screen: rejecting facial expression as a way of conveying ideas, Tarko-
vsky attempts to reach into our innermost feelings, to remind us of 
some obscure memories and experiences of our own, overw helming 
us, stirring our souls like a revelation that is impossible to interpret in 
any particular way.280 According to Vlada Petric this attitude relates to 
the concept of la photogénie defined by Louis Delluc and Jean Epstein 
in the 1920s as the most unique feature of the film medium.281 

As Delluc puts it: 
"All shots and shadows move, are decomposed, or are reconstructed 

according to the necessities of a powerful orchestration. It is the most 
perfect example of the equilibrium of photographic elements."282 

William C. Wees thinks that the concept of photogénie did not get to 
the heart of the matter, because it directed attention to the image, 
but not to the properties or elements of the image itself.283 So it is a 
question of orchestrating all the elements of the film: narrative, ac-
tors, words, pictures music, and each aesthetic element intimately 
influence the meaning of every other. 

Tarr's camera movements are related to the general scene, subordi-
nating to it any calligraphic side effect. As compared with cuts, the 
slowly moving camera's gradual angle changes allow a more solid, 
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sustained sense of scene. Long takes stay with a stretch of world. 
Tarr's reflective moments flatten those sharp peaked rhythms of ac-
tion, decision, or suspense that might disrupt or supersede our sense 
of time. Working together these features of form elongate our sense 
of duration. The takes seem even longer than they are, approach-
ing a vision of sequence shots. In one respect Tarr's cutting nudges 
closer to montage editing than Hollywood norms. In Tarr's oeuvre 
the hard-edged landscapes are important, and people being distant 
make small pictorial movements; encourage cuts on strong, almost 
static universe. 

Tarr's physical landscape is marked by the long shots, where the 
different elements function as parts of the natural setting, but they 
too are part of a sub-textual language that calls up both private and 
universal associations from one film to the next. Tarr orchestrates 
the various elements in his own way: the action consists of what the 
characters and the camera do in relation to one another, so, there 
is the possibility of moveable and shifting relationships between the 
elements. Tarr's approach deals with the character's hidden agendas 
and duplicitous motives, adding to the overall paranoid and conspira-
torial atmosphere. Tarr's strategy creates various kinds of movements 
within stasis, and freedom within confinement.284 

Tarr's commitment to long takes, distant views and temps morts places 
an enormous weight upon the unfolding shot. Camera movement is 
the most obvious accessory here. In Tarr's films the camera move-
ments seem locally motivated. This tactic allows Tarr to keep his 
shots alive, and shift our visual interest. This is the way that Tarr 's 
camera movements participate in a larger cinematic dynamic, filling 
the spaces in a slow tempo; they offer a chance to arouse and foil ex-
pectations. The strategy with the long take is to take it to a m o m e n t 
of heightened expressivity. Its source is in a modernist aesthetic, the 
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absence of drama can command our attention and emotional invest-
ment along different lines. The strategy of building a long take to a 
moment of heightened expressivity, in the absence of drama, which can 
command our attention and emotional investment along mainstream 
lines, has its source mainly in modernist aesthetics. 

The movement of the body itself further complicates temporality 
in landscape experience, a phenomenon we call kinesthesis. When 
moving across landscape space there is not only a dynamic llow of per-
ceptions derived from external sources, but there is also the muscular 
and nervous movement of the body itself through space and time.285 

This is something that is related to cinematic thinking. There is a 
complicated interrelationship between, for example, the perception 
of the movement of surroundings and the movement of the body, 
which is displayed in what is known as 'parallactic movement ' . Tarr 
strengthens his universes by a feeling for a man-in-environment -
theme. This is possible by an unhurried choreography of camera and 
characters, and by heavy emphases on people's silent or cryptic think-
ing. It seems that Tarr rejects montage (or uses montage-within-shot) 
as too manipulative a technique for capturing the reality or essence of 
a given moment in a given place. 

Walter Benjamin has recognized that the meaning derived from land-
scape and architectural space is received 'by a collectivity in a state 
of distraction', slowly appreciating its symbolic environment through 
'habitual appropriation' , or through everyday use and activity.280 Béla 
Tarr creates new relationships between the camera and the scene. It 
is a question of montage within the camera and montage within the 
shot, which seems to become a more 'normal ' way of expressing than 
the usual montage thinking. 
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Tarr's thematic and stylistic concerns have their expressive motifs in 
showing the subjective logic, a kind of movement of thoughts. The 
subtlety of the lighting effects is not simply a source of legitimate 
aesthetic pleasure in its own right, but part of the thematic and psy-
chological structure ol the film. The stylistics of Béla Tarr is a world 
apart not only from Hollywood but also from the fractured forms and 
shock techniques of western modernism. Tarr has developed a new 
cinematic art f rom the long take, multi-planar composition and the 
complex orchestration of characters, sounds and objects in and out 
ot the frame. It is a meeting place for themes and styles, a kind cine-
ma of adversity: a fascination with the interface of nature and culture 
that co-exists with a sense of the terror lurking in the material world. 
This has been called "magical realism", but it is not supernatural by 
nature. Instead this kind of cinema exists in the face of adversity, 
both human and natural. In Tarr the very presence of different ele-
ments percolates the texture of the image, with its intimations of 
infernal wind, rain and cold and the flood of biblical proportions that 
threatens at the end of Damnation. 

Tarr's films are fine examples of artistic originality, because Tarr can 
create direct perceptual and imaginative engagement with the films 
themselves, and can give rise to a distinctive aesthetic mode sur-
rounding the films. Tarr is a European filmmaker who can mould 
sensuous or imaginatively intended material into original symbolic 
form. Tarr brings the rational, sensible and historical aspects of ex-
perience into an internal relation. All the different elements of his 
films are, in a way, inseparable, coherent, and mentally and physi-
cally embodied. Tarr's cinematic syntax makes possible increasingly 
complex combination of shots, which can generate an even greater 
variety of messages and meanings. Such combinations touch on the 
mystique of cinema: a peculiar and original cinematic reality Tarr 's 
film phrases, constructed through fragmentation, also tamper with 
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reality by showing the total geography of a setting and spatial rela-
tionships between the shots. Tarr shows that the intensity of viewer 
involvement depends on the energies, which radiate f rom the screen 
according to the filmmaker's arrangement of dramatic sequences. 

VISUAL MONTAGE, AND OTHER IDEAS 

In visual perception the transitions of elements inside narrative may 
even be more abrupt than habits of language might suggest. Phrases 
like "cutting between shots" risk suggesting that spectators experi-
ence first shot, then a cut, and then another shot in that order, as if 
experienced form reduplicated the material order of the strip of film. 
But the cut was never on display. The spectator never sees a cut tel 
quel, and moreover, the cut on the strip of film, is identical with .the 
frame-line between any two frames of the continuing shot. The new 
shot is offered at the same speed as the next frame in the old shot. 
The spectator sees the suddenly new form, f rom which he deduces, 
that the viewpoint or scene has changed. The second shot intervenes 
directly into the first. The spectator does not experience a cut, but 
the second shot, and the differences between the shots. What he 
or she sees is the new graphic form of scenic information. Any new 
viewpoint is a deduced difference, a difference of signified content, 
and not of signifying form. 

The invisibility of the cut, and the deduced nature of the change of 
viewpoint explain how cuts, although so "total", can yet be subliminal. 
Given successive shots of, say, a car speeding by a castle, the spectator 
sees, primarily "car-and-castle". Acting as a unity, this scene "over-
rides" the fact of different shots. The different views are a secondary 
difference, and correspond to seeing the same scene "afresh", look-
ing at things from another angle, or in a different light, or slightly 
adjusting one's mental set. Normally, each shot would show some-
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