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and redundant, so we do not have to analyse the image much beyond 
a local region to resolve any ambiguities. When faced with the cues 
of pictorial art, the local cues are more meaningful, albeit inconsist-
ent with cues in other areas of the painting. Like many aspects of art, 
discrepancy between art and the scene it depicts, informs us about 
the brain within us as much as about the world around us. 

PICTORIALISM IN A LANDSCAPE 

There is a complicated inter-relationship between the perception of 
the movement of the surroundings and the movement of the body, 
which is displayed in what is known as 'parallactic movement ' . For 
example, as we move forwards in a car along the road, the retinal im-
age of the landscape in front of us expands, flows around on either 
side of us, and then contracts and becomes sucked in behind us.190 

This effect is not usually very noticeable in ordinary daylight, when 
the whole visual surroundings are perceived as rigid and stable while 
we ourselves move. But it may be apparent in driving at night, when 
the surroundings are not clearly perceived. And if we look at objects 
on either side of us, we may see them moving rapidly in the direc-
tion opposite to that in which we are moving; but the farther away 
they are, the slower the movement, and the horizon is stationary. 
In fact, the retinal image of the landscape is continuously distorted 
or deformed as we move, but we are not consciously aware of this 
deformation; instead we perceive it in terms of our own movement 
across the landscape. This is something that film can also pick up in 
relation to perspective and visual thinking. Thus a rough generaliza-
tion may be made that the total amount, which can be attended to at 
any one moment , is constant. If attention is concentrated on a small 
part of the field, little will be perceived in other parts; if attention is 
diffused over a larger area, no one part will be very clearly and ac-
curately perceived.191 
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Often the conscious part of our thinking is restricted to a co-ordina-
tion of selected items of data, the setting of a goal, and a volitional 
decision to perform the task. The actual performance is no more 
conscious than instructing each foot alternately to take a step. One 
can feel quite home with all the irrationalities of film form. To make 
sense of a film, the mind draws on our general understanding of the 
cinematic situation, of which its forms are part, and of our general 
knowledge of the wider world, of which our knowledge of film is 
part. Young children's ability to makes sort of sense of different tel-
evision programmes depends less on receiving verbal disquisitions or 
deconstructions of the medium, but rather through everyday experi-
ence of it.192 

In film movement draws the eye, and its vectors and trajectories usu-
ally override the static (visible) elements of the composition. The 
contradiction between the pictorial scene and the frame is relegated 
to a very low-priority awareness, and instead one concentrates on the 
scene, where the interesting and fruitful information lies. Although 
the composition of the picture guides our eye, few of the eye's move-
ments reproduce the picture's compositional lines. Nonetheless, the 
composition looms large in our apprehension, as one keeps encoun-
tering its structure. The roving, or browsing eye apprehends, not only 
the whole pattern but more like successive sub-configurations, some 
of which constitute objects or actions, some of which are purely pic-
torial, graphic structures. The shot is a complex entity with various 
elements at once co-existing and competing for our attention. O n e 
can never see every possible configuration, or every detail, because 
our seeing is always selective, and though sometimes one can stay 
content with the obvious, and pre-coded form, one is also guided by 
important inputs from non-visual content and context. 
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The composition of moving pictures shares many elements with still 
composition. Yet movement counterpoints this to the point of over-
riding and disrupting it. It creates a sort of third dimension by imply-
ing a space for the objects to move through as they shift. Movement 
loosens space, and therefore the composition of the image. Simul-
taneously trajectories override relationships, movement and speech 
give faces more autonomy, or rivet the attention towards them. Usu-
ally the nexus movement, or change in rhythm and duration counter-
points, or dismantles the unitary composition of the sill image. Space 
ceases merely to imply movement and time. It enters into concrete 
relationships with them. 

Time, image and parallactic movements are bound together in the 
films of the Greek director Theo Angelopoulos. His lilms are picto-
rial meditations on the feeling of different landscapes, human and 
natural. Temporality in experiencing a landscape is further compli-
cated by the movement of the body itself, a phenomenon we call 
kinesthesis. This is relevant to the work of Angelopoulos. When mov-
ing across landscape space there is not only a dynamic flow of per-
ceptions derived f rom external sources, but there is also the muscular 
and nervous movement of the body itself through space and time.193 

This is something that is related to cinematic thinking. Angelopou-
los is a virtuoso of long takes, especially the "figures in a landscape" 
kind.194 In this kind of thinking 'landscape' includes streets, interiors, 
and any sizable area. Angelopoulos' camera tracks between follow-
shot phases and "free-range" roving, between extreme (scenery with 
distant figures) and the old mid-shot distance (knees-to-head), at 
which modern wide-angle lenses allow plenty of landscape above, 
around, and between people.195 It is an example of European pictorial-
ism and montage thinking where there is plenty of time for people to 
come into the frame and walk slowly over it, while the camera tracks 
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down after them. Also, many scenes start with a long shot, and avoid 
close-ups. 

"The camera movements subserve the general scene, subordinat-
ing to it any calligraphic or camera-conscious side-effect; they pick 
out details less than they change or vary its aspects and general con-
figuration. 'Aspect' here, carries its original, visual, sense: the partic-
ular facet seen. It is as crucial to pictorial meaning as what is seen. It 
dictates the camera-angle, not vice versa (albeit film theory regularly 
misattributes to camera angle meanings stemming f rom aspect). As 
compared with cuts, the moving camera's gradual angle changes allow 
a more solid, sustained sense of scene.'"96 Angelopoulos 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 thinking. It seems 
that Angelopoulos 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. Andrew Hor ton thinks that Angelo-
poulos forces the spectator, through the slow pace and continuous 
takes of his films, to become more aware of the environment, whether 
it is man-made or natural.19 ' In the hands of Angelopoulos the long 
takes transform into 'sequence-shots'. 

"Hard-edged landscapes, like architecture, and people who, being 
distant, make pictorially small movements, encourage cuts on strong-
ly static forms; these strengthen the graphic collision dear to m o n -
tage editing (hence Hollywood usually preferred cuts on movement , 
as more self-effacing.)"198 Walter Benjamin has recognized that the 
meaning derived from landscape 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.199 Angelopoulos creates new relationships 
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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. 

The Russian montage theory was based on the idea of shot as a unit 
that does not change much. But when we have long tracking shots 
and pans, the shot ceases to be just one unit, one look, and becomes 
several (25, 50, etc.) units, which do not distract the attention to-
wards the shot as a whole. In a way, it is distracted, because when the 
scene proceeds and moves forward, the spectator looses the touch 
of places and lorgets the veridical relations of things. When one usu-
ally perceives things, one knows exactly where one's body is, and 
one relates all that what one sees into a feeling of one's body. That 
is important in a human vision, because when one concentrates on 
something, one does not separate it f rom its surroundings. When the 
camera rolls over a scene, it shows only parts of the whole, so after 
60 seconds camera movement, the spectator has forgotten the places 
of things, and that is important related to editing. The structures 
of film are largely function of our knowledge of the world, and our 
expectations as to what we will, or need to be, shown. Stefan Sharff 
has spoken of slow disclosure, which means the gradual introduction of 
pictorial information within a single shot or several.200 As a method 
it can be applied to one scene or to a whole narrative; basically it is 
a way of avoiding a simplistic and over-expository flow of informa-
tion. 

In Angelopoulos' Voyage to Cythera (1983) this gradual pictorial infor-
mation is introduced with different kinds of sequence-shots: "The 
landscape shots using freely in and out of POV positions. Alexander, 
quitting the old actors' audition, walks leftwards, in a follow crabbing 
(sidewise travelling). He's distanced f rom us by a busy foreground 
(behind which he briefly disappears, the camera keeping pace with 
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his presumed walk). As he remerges, pauses, and turns his back to 
camera, the camera moves round and forward into a space so close 
to his that his colleagues stepping forward to address him seem to ad-
dress camera; which makes it, and conspicuously, his POV But that's 
jarred when he re-enters shot, and at some distance, and from the 
right (against the earlier momentum left)."201 

In an Angelopoulos film reality and imagination mix and reflect each 
other. This all has a specific quality, which creates stimulating dif-
ferences. Alexander's journey in the film has three circles: First, 
Alexander leaves his daily environment, second, he creates a dream 
hero, and third, the relationship between the artist and the old man. 
The voyage has self-critical aspects in it; it functions as a vision, a 
meditation and an analysis of the man's creativeness related to the 
world outside him. The complexity of the narrative structure and the 
visual approach has some specified meanings in Voyage to Cythera due 
to overlapping of different layers of time and the free manipulation of 
time. Angelopoulos extends many dedramatising tactics. His special 
interest is in the landscape and stretches of dead time. Angelopou-
los' 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.202 Angelopoulos 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 different elements in the shot.205 

Angelopoulos relies on the powers of cinema to present fine details 
without sacrificing a large-scale image. 

Primary image processing is characterized by parallel processing. 
Based, for instance, on excitation from more than 100 million rods 
and cones and on memory-stored schemata, the brain constructs 
gestalts and holistic fields of intensities.204 These may be fields of 
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texture, as in the processing of areas of colour- and light-intensi-
ties, geometrical figures, and complex visual patterns. The excita-
tion created by this process of primary input processing and by these 
asynchronous fields is of ten connected with visual aesthetics proper. 
The aesthetic and cultural cannot stand in opposition. The aesthetic 
dimension of a film never exists apart f rom how it is conceptualised, 
and how it is received. 

Angelopoulos' visual style functions in intimate relation to the char-
acters, events, and the themes of the films. It speaks to us humane-
ly about very complex situations. It continuously expresses subtle 
t ruths about the characters in the films and their predicaments. An-
gelopoulos' style is in a much more intricate and complex relation to 
the actions, subjects, settings, characters, and events of the films than 
either being a mere reflection of our commonsense understandings 
of them. This sense of style will understand Angelopoulos' style as 
expressing and creating in the spectator extremely complex states of 
consciousness and awareness far beyond anything summarized either 
as a theme or as a mere perceptual disruption of formal de-famil-
iarization. The first generalization that one can make about Angelo-
poulos' style is that it heightens spectator's consciousness of time. 
The retardations of editorial and interactive rhythms and the general 
avoidance of elisions whenever possible in Angelopoulos' work make 
the spectator especially aware of time Secondly, and partly as a result 
of its temporal effects, it is of the essence of Angelopoulos' style that 
it continuously reminds us that meaning is enacted. It is not a quality 
of an abstract system of themes and ideas nor a more or less fixed 
stance toward other more or less fixed, logical, perceptual, or rep-
resentational norms. It is the consequence of an activity, a per form-
ance, the result of a series of shifting choices. 
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There are several important conclusions to be drawn f rom this sty-
listic state of affairs in Angelopoulos' work. In the first place, such a 
sense of style re-establishes the figure of the author as a felt presence 
in the work. The author is not in a coolly ironic or detached relation 
to the work. Insofar as one feels Angelopoulos' stylistic choices being 
enacted and continuously revised within the films, the author is felt 
to be vigorously in the films, meditatively moving around in them, 
adjusting relationships, comparing positions, weighing, discriminat-
ing, and judging. 

The author is bringing humanly valuable meanings into existence, 
shot by shot, moment by moment , in continuously adjusted and re-
adjusted acts of attention and intellect. The reason that this matters 
is that insofar as the author makes meanings and relationships in such 
a way, he gives us a model for all of the acts of making meaning per-
formed by the characters within the films. 

Many of Angelopoulos' principal characters become surrogates for 
the director in this process of meaning making. Alexander, the central 
figure in Voyage to Cythera, is only one of the most obvious examples 
of a character whose own tentative, laborious processes of search-
ing out meanings and adjusting relationships mirror the filmmaker's. 
The spectator of Angelopoulos' work becomes a collaborator in this 
process as well. One of the reasons that Angelopoulos' work requires 
such an enormous effort of attention from his spectators is that the 
ideal spectator is asked to participate in this process of searching out 
and making meanings. 

Angelopoulos' work gives us a very special sense of what meanings 
are and how they are made. This is a sense that is different f rom most 
of films and a sense that has important consequences on our func-
tions both in our lives outside of the film theatre and in our lives as 
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spectators of his films. In Angelopoulos' films meanings are produces 
of specific acts of human performance. They are made in time and 
with difficulty, and they are always in process, up for revision, adjust-
ment, enlargement, and correction. In this respect, Voyage to Cythera 
is a textbook lesson in the process of meaning making. Angelopoulos 
deliberately presents the world of his film so that virtually nothing 
is known, or can be known, with any degree ot certainty, about the 
t rue or correct relationship of the principal characters. Everything 
must be worked out, and all the meanings must be made. The cam-
era work enacts the work of knowing that Angelopoulos' style always 
figures. Angelopoulos' style is the record ot the whole process as it is 
conducted bv the filmmaker and enacted by various characters within 
the film. It is a record of a series of imaginative exertions, a history of 
labours of attention and discrimination. 

Style is the tracks left behind by this continuously renewed and ever-
shifting course of work. This conception ot cinematic style does not 
limit it to an affirmative function. Creativity frequently requires clear-
ing a space through the application of negative energies as well. This 
is to say that Angelopoulos' style tries to change our concept of what 
a scene or s character was suppose to be. Angelopoulos' style is of ten 
designed to complicate simple situations and to prevent reductive 
judgments, to widen narrow views, and to broaden perspectives. An-
gelopoulos' style of ten seems designed to delay or complicate easily 
formulated thematic interpretations. It attempts to slow a spectator 
down, to retard his or her sense of semantic completion, not only by 
actually slowing down the pace of events in the films, but more im-
portantly, by continuously enlarging the possibilities of interpretation 
around any one character, action, or scene. 

This is to say that precisely in the places in which a spectator may 
want to rush to judgment, to stabilize a reading around a particular 
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meaning, Angelopoulos' style opens up new views, or qualifies and 
complicates old ones. Angelopoulos' directing creates new point of 
views and shifts of angle of vision. Where a spectator wants to hurry 
to an interpretation that can be lifted out of the particularities of time 
and space, Angelopoulos' style deliberately slows us down or slightly 
shifts our understanding. Angelopoulos' style encourages the same 
tentativeness about final meanings in his spectators that his most sen-
sitive principal characters demonstrate in his films. Angelopoulos' 
ideal spectators, like his ideal characters, live in a world in which 
meanings must continuously be open to being made and remade in 
the shifting particularities of specific times and spaces. Meanings are 
on the move, and Angelopoulos asks that his spectators and most 
sensitive characters become as semantically mobile as his style. Since 
meanings and relationships are not weightlessly, metaphorically, or 
abstractly posited or gestured into existence, but are enacted slowly 
and laboriously within the particularities of space and time, they are 
never final or ultimate. They are never more than tentative and pro-
visional. It meanings are on the move, an adequate understanding of 
style in this sense must communicate the sheer work of establishing, 
maintaining, and remaking a set of always eroding relationships be-
tween characters and between characters and their surroundings. 

One of the most powerful meanings between Angelopoulos' style 
and his narratives communicate is to express some of the ways in 
which consciousness is translated into the forms of dramatic situa-
tions or into the forms of social interaction between characters. The 
style exists to express an imaginative and passionate residue in those 
moments. Angelopoulos orchestrates states of energetic silence or 
moments of solitary meditation in his films. Specifically, Angelopou-
los' style minimizes the pull of naturalistic, economic, and practical 
concerns within a scene in order to maximize the pull of emotional, 
spiritual, and intellectual concerns. Angelopoulos de-realizes certain 
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social and physical forms of representation in order to realize move-
ments of mind and desire, fugitive feelings, and impulses that would 
otherwise be lost or invisible within a scene. Angelopoulos' silencing 
of the dialogue, his momentary stopping of the plot, and his slowing 
of the pace of scenes are in the service of nurturing a special, nar-
ratively non-repressive, imaginatively evocative relationship between 
the spectator and the film. 

Angelopoulos' audiovisual style in his films is more than an artistic 
matter: it is a statement about the purpose and value of possible rela-
tionships to experience and expression. It is a declaration of faith in 
the ability of the active soul (of a filmmaker, a character, or a specta-
tor) to remain imaginatively free from being trapped by certain im-
bringing forces. It is an act of belief in the sheer power of cinematic 
language. 
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