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I

We are still unsure of what we mean when
we refer to the “classical cinema.” We as-
sign it many names: the “invisible style,”
the “continuity system,” the “Hollywood
style’ and even the *‘zero-point of cine-
matic style.”1 Generally we recognize it
as a particular style codified in Holly-
wood in the 1920s and 1930s and propa-
gated to such an extent that it eventually
came to dominate commercial narrative
cinema, Some of its characteristics prove
familiar: the style seeks to minimize view-
er disorientation through such devices as
the 180-degree rule and the establishing
shot/shot-reverse shot/reestablishing shot
structure; and it maintains a sense of con-
tinuity through the eyeline match, the di-
alogue match and the match on action.
While these are the instantly recognizable
components, recent theoretical studies
have sought to determine how the parts
function as an integrated system and how
that systemn affects spectators.

One issue of continuing significance in
this project is the question of how classi-
cal editing articulates the space of a scene.

From the time of Kuleshov's experiments,
we have recognized that film has the pow-
er to create a completely artificial space
consisting of heterogeneous fragments
joined together in the editing process,2
but a common assumption about the clas-
sical style is that its scenes always seem to
transpire in a pre-existing “real” space
from which the individual shots have

been excerpted. Although shots taken
from different camera locations present
fragments of the total space, we are to
understand that the overall space of the
scene is stable from one shot to the next.
The pieces add up correctly. The classical
style, according to traditional theories,
permits the spectator to view a scene
from several perspectives through changes
in camera angle, but the scene could log-
ically be played out in a continuous take,
because the space of the scene is as stable
as that of a stage play. André Bazin asserts
that the classical style adheres to a “veri-
similitude of space™ to such a degree that
if the scene were “played on stage and
seen from a seat in the orchestra, it would
have the same meaning, the episode would
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continue to exist objectively.”3 Noel
Burch sees the long-take style employed

by such directors as Hitchcock in Rope as 4

the logical outcome of the classical cine-
ma’s tendency to “maintain the illusion
of theatrical space, a ‘real’ space in which
the viewer has an immediate and constant

sense of orientation.”* He advocates a 8Y5

tem in which the space of the scene is al-
tered from shot to shot, as in Jvan the
Terrible when Eisenstein tampers with
the locations of figures and objects with

each successive shot to create what Burch |}
labels a *“‘cinematic,” as opposed to a “the-

atrical,” space. Cinematic space “exists
only in terms of the totality of shots in-

cluded in the sequence ; we no longer have
any sense of a surrounding space endowed
with independent existence from whicha §

sequence of shots has been excerpted.”s

Assumptions about the spatial integrity
of the classical scene are associated witha
theoretical explanation which tends to
“naturalize” the editing process. This is
the frequently invoked concept of the
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. : H: Which [ won't. Oh wej] in spite of every-
t, Walter mm.mqwmﬂw:mmumwﬂmwﬂm ex- thing, if I ever do a.ﬂ.n“m only one man I'q
Wife and former sryp Teporter Hildy JTohnson to work for. N .
lunch along with hey fiancs, insurance salesman ! You bet your life, I°d kin you if you ever
i worked for anybody elge,

Bruce Baldwin, Walter hopes to scuttle thejr
i * You hear that, Bruce, That's my diploma,

© It must be Quite a businegg ifit's, , . Hildy?

; : Huh?

2 hapless bookkee scheduled to hap for

Emzwnh% per © hang B: Are you sure You want to qui?

The appendix stresges shot transitions rather Cut 4/1:17 (straighe cutat end of question) i

than individual shots; the llustrations designate  H: Now, Bruce, what do mean? w

cuts. The top frame of each illustration con- B: Wel, ir there’s any doybg about jt, or if :

lains the last frame of one shot, angd the bottom there’s anything . . . No, this is your :

frame of each llustration is the fitst frame of chance to have 4 home, to be, like you |
. the subsequent shot, Each eut i numbered and said, a human being. And ' going to !

timed in the written description of the scene, ake you take that chance, :

W: Certainly, Why I wouldn't let her stay.
No, she deserves gl thig E_Eumumar Bruce

all the things [ couldn't give her, Yeah, ail
Cut 1/0:00 {dissolye) she ever wanted wog 4 home,
* Well, hellg Gus,

H B i | certainly try tg give her one,
G: Well, don’t tel] me it’s you, Hildy, * Lknow you will Bryce, Where you gonng
Cut 3: Walter Shifts position wig, each C g -,
Successive shot in Hawky' reverse-angle M €5 none other. How have things been?
. w

live?
* T can’t complaip, * Albany.
: 1 can, I'm hungry. Get me 5 roast beef ¢ Albany, huh? Got a family up there g you?
sandwich, Rare on white, (Watter snatches * No, just my mother.
middle seat from Bruce) : Mother, hup? Oh, you gonna tive with
§ Cut 4. Cuts are timeg 4, stress the re. Sory. your mother?
Marks or reactiong o f chargeoters gt certain : You, Hildy? Cut 5/1:47 {straight cur gz end of question)
moments, * I'll have the same, I gyegs. B: fofr screen) Well, jyst for the first year,
* And you, gir? fto Bruce} (Hildy look suspiciously g¢ Walter)
Yes, that's aq) tght for me.

Cut 6/1:51 (straighy cut) .
M&M&W\P_mq (stralght cut on Walter tming his . Oh, that will be nice, A home with mo ey, ‘
&,

EvEr gw

FazTow

i (glances ar Hildy} In Albany, oo,

W: Bring me Some mustard, tog, Gus, Cur 7/1:56 fstraight cuy)

G: Yes, gr, (Hildy makes smaiy gesture to Walter

W: Ah, well, well, well, g, YOu two are gonng which acknowledge; “touché™) :
get married, huh? How's j¢ feel Bruce? Cut 8/1:15 (straighs cut) ,

H i

w. n&.u N.S.E.wooa. . . B: Mighty nice town Albany, They've got the

W: You're getting a gregt little gir] for yourself, state capital there, you know,

B: 1 realize that, Things have been different . . ,.
for me ever singe | met Hildy, I've neyer M<r ¢ wu\w M«W. u..nﬂw. su\n were w:ﬂd once. (laughs) :
et anyone quite [ike her before, e \u_nw&.mx et on laugh)

Cut 3/0:30 {straight cut on diclogue) W“anwﬁhﬂaﬂﬂ%ﬂ Mmﬁ Moﬂﬂnwonﬁn _M.Mq Mo~ wﬁn
Everybody eise pye known .. wel, yoy hotel? (t0 Bruce) You see, I was in taking i
could always tell ahead of time what they 2 bath, When [ came oyt amsccn . _
e B0Ing to say o do, Byt Hildy’s not (Hildy Kicks Walter unge, teble) uh, she ,
like ﬁ_suﬁ.. You can't te] that about her, didn't know I was in town Well, uh, Bruce, “
" M__mm s EnMn thing o 5 how’s business up there? Any better?
+ You're getting gome Ing else, too, Tuce.  p. y i i
You're getting a great newspaperman, toum Albany's a fe gy good pretice

town, Most le take it gut retty eard
* No orchigs, Walter, (Gyg serves orders) inlife, peop Pretty cary
' I could see why they would. (Hildy kicks
#im again) - b
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“jdeal observer”” who can follow a com-
plicated scene by observing crucial details
one at a time, Karel Reisz and Gavin Millar
suggest that the camera *becomes, as it
were, a ubiquitous observer, giving the
audience at each moment of the action,
the best possible viewpoint.”® This a-
nalogy extends back at least as far as
Pudovkin’s influential Film Techniqte,

a theoretica) text which has as much to
do with the classical style as with the
Soviet school of montage. Pudovkin ex-
plains the logic of editing by positinga
real-life situation in which an “attentive
observer” witnesses a violent scene on a
street. The observer casts his glance from
one detail to the next as the action un-
folds, and Pudovkin insists that the cam-
era can replace the eyes of the observer:
“the changes of angle of the camera-di-
rected now at one person, now at another,
now at one detail, now at another-must
be subject to the same conditions as those
of the eyes of the observer.,””?

These traditional explanations equate
classical editing with the natural by in-
voking the image of an event transpiring
in a real, three-dimensional space, which
space is visited by an observer who watch-
es the event from a variety of vantage
points, More recent theoretical investiga-
tions, however, counter naturalizing ex-
planations of classical editing by examin-
ing the highly manipulative nature of the
classical style.8 In some respects, the clas-
sical style resembles the perspective sys-
tem of Western painting. Both are highly
conventional sets of techniques which

are widely perceived to be natural modes
of representation. The perspective system
presumes to portray a real-world scene
from the fixed perspective of an ideal ob-
server, while the classical cinema seems to
define a real space viewed by an ideal ob-
server from several vantage points, Cer-
tain paintings composed in the stvle of
the perspective system make us aware of
the system’s arbitrary nature by including
spatial arrangements which could not be
duplicated in reality.?

I propose to examine a scene from the
classical cinema composed of conflicting
spaces, 4 scene which violates real space
and thereby calls into question some of
the naturalizing explanations of the clas-
sical style. The restaurant scene in Howard
Hawks’ His Girl Friday is shot in strict
classical style and could pass on casual
viewing as a scene which obeys the spatial
integrity of the theater. Yet Hawks manip-
ulates the space of the scene by systemat-
ically tampering with the locations of the
characters in such a way that the scene
could not exist in real space nor, Bazin to
the contrary, on stage. The sequence of
shots articulates a shifting cinematic
space not unlike what Burch finds in Ivan
the Terrible and what other theorists find
in such non-classical directors as Ozu.10
How does Hawks employ the classical
style to maintain the illusion of theatrical
space while, in fact, articulating a cine-
matic space, and what is the specific ideo-
logical function of the scene’s spatial
manipulation? The task is to explore not
simply this scene, but the power of illu-
sion inherent in the classical style.11

II

Hawks is noted for the unobtrusive style
which is characteristic of the classical cin-
ema, and he held to the belief that the
only function of technique was the effi-
cient presentation of narrative informa-
tion.}2 He, in effect, professed that
proper technique hides itself in deference
to and support of the narrative dominant.
Before exploring the spatial manipulation
in the restaurant scene we need to deter-
mine what devices of classical editing
function in the scene to help produce this
transparency of style,

The restaurant scene has a deceptively
theatrical look which has little to do with
the film’s dramatic source,13 but which
derives from the fact that the scene is
staged in one location with little charac-
ter movement and only a few camera set-
ups. The scene contains thirty-six shot

{ransitions, all of which are straight cuts
except for two dissolves clearly designed
to demarcate the beginning and end of
the scene (1, 36). The relative absence of
optical devices helps create the sense of
invisible editing, since straight cuts can be
rendered virtually imperceptible by
matching devices. What is more, the tight-
ly circumscribed space of the scene would
seem at first viewing to provide little op-
portunity for significant spatial manip-
ulation.

The staging of so much of the scene a-
round the table reinforces the impression |
of theatrical stability. Hawks follows the
180-degree rule with a simple arrange-
ment: the axis extends through the table
and the characters remain to one side of
it, which permits Hawks to employ a con-
sistent practice of cutting to reverse anges
as the characters exchange remarks. The

framing consists generally of two-shots Cut 7: Spa
from over the third character's shoulder even in sha
so that the third figure is at least repre-

sented by the outline of a shoulder on the,

edge of the frame. .

By organizing the scene in this fashion, Mw%cm%m M
Hawks includes a sufficient number of conversati

spatial cues in each shot to reaffirm the
relative positions of the three figures:
Bruce on the left, Walter in the center
and Hildy on the right. Such consistent
screen direction generally maintains a
sense of spatial orientation, even in the -
few shots where Hildy is isolated in shal-
low-focus closeups (5-8, 17-20). Many |
spatial cues are omitted from these tight-]
ly framed shots of Hildy, but the consis-
tent direction of her eyeline preserves the
directional continuity.

The orientation is enhanced by the prac-,
tice of overlapping fragments of space
from one shot to the next. Burch’s con- 2
cept of the “spatially continuous” cut
proves useful here and designates a case i
which “some fragment of space, fully o
partially seen in shot A is also in shot
B.’14 All except two cuts in the scene
are thus spatially continuous, and the
exceptions are the cuts necessitated by §
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Cut 7: Spatial orientation is maintained
even in shallow-focus closeups of Hildy.

Cut 10 Cuts on continuous &.&ﬁmﬁm
Provide formal matches by stressing
coRversation.

B: Statistics show

Cut 10/2:30 (straight cur on dialogue)
that most of cur policy holders . . .

W: You know Bruce, I've got a feeling I ought
to have taken out a little insurance, Of
course that doesn’t matter now that Hildy
and have | well, you know, we've phttt.
Does it?

Cur 11/2:41 (stmight cur on Walter urning

his head)

Well, does it? What do you think? Sl it
might have been g good idea if we , | |
ifI had taken out 4 little insurance.

(Gus serves orders)

B: Well, I honestly feel that way. I feel I'm
in a business that really helps people. Of
course we don’t help you much while you
are alive, But afterwards—that's what
counts,

W: (laughs)

Cut 12/2:57 fcut on laugh)
Idon’t getit,
(Hildy’s kick accidentally connects with
Gus)

G: Quch!

W: fto Hildy} Nice going,

H: I'm so0 sorry, Gus, My foot must have
slipped.

G: Oh, that's all right. {to Walter) What
would you lke to drink?

W: Coffee, Gus,

O..m:E:u::oEn :::553.: nasty
day out,

W: Sure.

H: Me too, Gus, please,

G: {to Bruce) And you,

Cut 13/3:11 fstraight eut on dialogue)
siy?

B: No, not for me, thanks,

W: Go on, Bruce, Have a little,

B: No, 1 have alot to do this afternoon. I
have to buy the tickets and check the
baggage,

W: Do it tomorrow, There’s plenty of time,

H: But we're leaving today at four o’clock,
Taking the dleeper to Albany,

W: Oh, vou're leaving today at four o’clock,
fchecks watch) Say, that’s only two hours,

H: That doesn’t give us much time at that
Bruce,

B: No, I've got a lot o do,

{Walter zpills his water)

Cut 14/3:32 {straight cut on Walter leaping up)

W: Look at that, [sn't that silly. All down
over my front.

H: Well, that's nothing new. Here, fhands him
a napkin/

W: No, never mind, I'l get Gus. fwalks back
1o bar) Hey, Gus,

Cut 15/3:38 (straight cut on Gus turning head
and Walter entering the frame)
Do something about this, will you? fwhis.
pers) Call me to the telephone as soon a3
I get back to the table,

G: Sure. (wipes off Walter's Jacket)
W floudly) Thanks, Gus. That's fine, Thanks.

Cut 16/3:46 straight cut on Walter returning
t0 the table)

Pm terribly sorry about that, Silly wasn’t
it. Bruce, I, uh . . let me get this straight,
I must have misunderstood you. You
mean you're taking the sleeper today and
then getting married tomorrow?

B: Oh, weli, it'’s not like that.

W: Well, what is it like?

H: Poor Walter. He'll toss and furn all night,
Perhaps we better tell him Mother's
coming along, too,

W: (to Hildy} Mother? Why your mother
kKicked the bucket . , .

B: No, my mother, my mother,

W: Oh your mother. Oh well, that relieves my
mind,

H: to Walter) It was cruel] of us to let you
suffer that way, (io Bruce) Isn't Walter
sweet? Always wanting to protect me,

W: Well, I admitI wasn't much of a husband,
But you can always count on me, Hildy,

B: Idon’t think she’ll need you very much,
Mr, Bums, I aim to do most of the pro-
tecting myself.

{Gus enters from right rear)

G: Mr, Burns,

W: What?

G: Telephone.

W: For me?

G: Yes, gir.

W: That's strange, Uh, pardon me, (exits)

B: Youknaw, Hildy, he's not such a bad
fellow,

Cut 17/4:34 (straight cuty

H: No, he should make some girl real happy.
B: (off screenj Unh-huh,

H: fto herself) Slap happy,

Cut 18/4:38 (straight cut)

B: He’s not the man for you. I can see that,
ButI sort of like him, He's got a lot of
charm,

Cut 19/4:44 (straight cut)

H: Well, he comes by it naturally. His grand-
father was a snake,

B: foff-screen laugh)

33




Walter’s trip to the telephone booth when
a completely new spatial fragment is in-
troduced into the scene (20, 21). In these
two cases the cuts involve “proximate
spatial continuity” because the fragment
exists within a circumscribed area, in this
case, the restaurant,15 This reliance on

spatially continuous cutting tends to stitch

together the fragments of space into a
tight whole, reinforcing the illusion of
spatial integrity for the scene.

Hawks employs numerous classical de-
vices which hide the presence of the cuts
and contribufe to the illusion that the
scene exists as a continuous event, Match-
es on action appear frequently. When
Walter turns his head in response to the

waiter’s presence (2) or when Walter turns

toward Bruce to ask him a question or to
offer him a business proposition (11 and
31, respectively), Hawks cuts on the con-
tinuous movement. The subsequent shots
in these three transitions are framed as

if in response to the movement since
they include the new spaces invoked by
Walter's glances, A similar strategy is evi-
dent at the end of the scene, Hawks cuts

on the motion of Bruce turning and glanc-

ing off-screen in response to Walter’s call,
and the subsequent shot incorporates
Walter back into the camera field. Bruce’s

movement overlaps the cut, and his glance

motivates the framing of the next shot
(35). We find a forceful match on action
when Walter spills water and leaps up
from the table (14). In the succeeding
shots, when Walter departs from and re-
turns to the table, Hawks cuts on his
movement into and out of the frame (15,
16). These transitions are motivated by
character movements and they deflect at-
tention from the presence of the cuts to
the actions of the characters.

Similarly, cuts on continuous dialogue
provide formal matches by stressing the
characters’ conversation. When Bruce
rhapsodizes on the insurance business, for
example, Hawks cuts during Bruce's re-
marks from a full three-shot to a two-shot
which emphasizes Walter’s presence and
draws attention to his feigned interest in

Bruce’s protession (10). Later, Gus asks
Bruce if he takes rum in his coffee, and

Hawks cuts on the question from a shot
in which Gus is prominent to one which

favors Bruce~from the source of the ques-

tion to the source of the answer (13).

Near the end of the scene, Walter proposes

that Bruce write him an insurance policy,
and Hildy interrupts the conversation.

Hawks cuts on the interjection to a reverse

angle that includes her more fully into
the shot (33). The transition, in effect,
answers to a dialogue cue by including
Hildy back into the camera field at the
moment when she injects herself into the
conversatioh. The scene contains several
other cuts on overlapping dialogue which
are calculated to complement shifts in the
conversation (22, 23, 27, 28).

The cuts are timed throughout the scene
1o stress the remarks or reactions of char-
acters at certain moments. Even when the
cuts lack a formal bridge, such as a match
on action or a dialogue match, the transi-
tions are 5o positioned as to require us to
focus on individual figures at particular
points in the dialogue, and the shape of
the conversation seems to dictate the
transitions. For example, when Bruce
asks Hildy a question, the cut takes us

from a shot which favors him to one which

favors Hildy, and the cut anticipates her
response (4). During the discussion of the
Williams case, Hildy comments on the
mayor's cynicism in a shot from over
Bruce’s shoulder which favors her. Hawks
then cuts to a shot over Hildy’s shoulder
favoring Bruce so that he can offer his
naive suggestion that someone “just show
that the man [Williams] wasn’t responsi-
ble’” (24). The cut is timed to coincide
with a shift in the conversation, and it
helps define the difference in the per-
spectives of the two characters by con-
trasting Hildy’s political savvy with
Bruce's innocence,

The transitions are motivated by the nar-
rative dominant, which in this scene is the
relationship of the three characters, The
cuts help define the association of the
characters as the most significant issue

while the cuts themselves remain 1ncor

spicuous thanks to the matching device

which emphasize movement, diatogue g
character interaction. The classical stylg
forces the character relationships to th3
foreground and hides the cuts. The sced
fairly demands to be perceived as a coy

tinuous event transpiring in real space,|
but a careful look at the mise en-scinel
veals that the space of the scene is, in g
a quite artificial construct,

I

A pattern of spatial manipulation existy
throughout the scene as the locations of
the figures change slightly from shot to
shot. Although the 180-degree policy
keeps the figures in the same relative pd
sition, Hawks frequently makes adjust-
ments in their exact position. 1

Recall that the axis cuts through the
middle of the table and that Bruce re-
mains on the left, Walter in the center
and Hildy on the right. Walter's place-
ment in the center proves significant; he
steals the middle seat from Bruce at the
beginning of the scene, and uses that lo-
cation to advantage by appealing first tg
Bruce and then to Hildy as he attempts {§
play the two characters off against each
other as part of his scheme.

In those parts of the scene where all thres
characters remain at the table and where
Hawks employs reverse-angle cutting, §
Walter shifts position slightly with each |
successive shot. While at the end of one ;
shot Walter will appear closer to Hildy, af
the beginning of the subsequent shot we
find that he has magically shifted around?
toward Bruce, and vice versa. For exam-
ple, at the point of the third cut of the
scene, we find a sizeable gap between ,
Walter and Bruce at the end of the forme
shot, but in the first frame of the latter -
shot we notice that Walter now sits much |
closer to Bruce (3). The next cut in the
scene reverses that shift; here we notice
that Walter somehow has moved back to-
ward Hildy and away from Bruce when




Cut 22: Walter shifs toward Bryce on the
eren-numbered cuty {22-29}

Cut23: He shifts back
the oddnumbered cufs

toward Hildy on

Cut 20/4.49 {straight cuy)

W: Hello, hello, Hey, Duity, tisten. Is there
any way we could stop the four o’dock
train for Albany from leaving town?

D: fover the bhone) We might dynamite it,

W: Could we? Oh, well, maybe we couldn’t,
Okay, now get this. Get hold of Sweeney
and send him out o

{Walter enters gnd takes seqt)
i Oh, this is bad business,
© What's the matter Walter?
: Oh, the Earl Williams case,
: Oh, yes, I've been reading about that,
: What is the low-down on jt?
: Simple, Honey,
Cut 22/5:56 {straight cut on diglogue and me.
tion of Walter salting his Plate)
Poor little dope who lost his Jjob and went
berserk, Shot 5 cop who was coming after
him to quiet him down, Now they’re going
to hang him tomorrow,
: Oh, whata shame,
: (to Walter) Your Paper, uh, you’ve been
taking his side?
: Uh-Huh,
* Well, if he was out of his mind when he
did it, why doesn’t the state just put him
away?

W: Because it happened to be a colored police-
man. You know

Cut 23/5:41 {straight eut on dizlogue}
what that means Hildy.

H: Un-huh, The colored vote’s very important
in this town,

W: Yes, especially when there'’s an election
coming up in three or four days.

H: or, He'd hang his own grand-
mother to be reclected,

Cut 24/5 49 (straight cut)

B: Ishould think you could fust show that
the man wagn’f responsible,

W: That's not g9 easy,

H: Um, maybe it isn't so hard either,

Cur 25/5:55 (straight cuy
what do you mean Hildy?
't they have to have another ox%u:
€xamine him before they hang him?
W: Sure, a bird named Eglehofer's gonna do
it. He'll say the same as all the rest.

¢ Suppose he does,

: What's the scheme Hildy?

: Look, Walter, you get the interview wih
Earl Williams, Print Eglehofers state-
ment, .,

! Yes,
¢ ... and right elong side of it, you know,
double column, run Your interview,
Alienist says he's sape rinterview shows
he’s goofy!
Cut 26/6:17 (straight cutj
* (excited) Ah, Hildy, yoy could do it! You
could save that poor devil's life,
: Uhuh, no!
* Naw, you're going away. [ forgot,
* That's rght,
* (to Walter) How long would the interview
take?
W: Oh, about an hour for the Interview,
another hour to write it; that's all,
B: Hildy
Cut 27/6:28 (straight cut on dialogue)
We could take the gjx o’clock train if jt
Wwould gave a man’s life,
H: No, Bruce, fto Walter) If yon
Earl w » YOUu write

W: You know I can't write that
kind of thing. It takes 5 Woman's touch,
It needs heart,

H: Don’t get Poetic Walter, Get Sweeney, He’s
the best person you've got for that sob-
Cut 28/6:44 fstraighy cut on diglogye)

sister stuff,
W:

hanged Yomorrow,

: Now, Walter, lock it isn’t,

* (o Bruce) You argue with her! Yoy argue
with her! Otherwise you're geing on a
honeymoon with blood on your hands,
How can Yot have any happiness after
that? All thiough the years You
ber thata mag went to the gall

night, angd
all the rest

B: Hilay?1e

H: Stop it Walter! Shugh! What an act,

Cut 29/7:16 fsiraight cuz)

W: Hup?

H: just remembered, Sweeney wag only
married foyur months ago,




we compare the two frames which adjoin
the cut (4). This is clearly an artificial
manipulation : there is no temporal ellipsis

in part by the figure closer to the camera.
By moving Walter back and forth on each
reverse angle cut, Hawks creates a fluid

obscures the space between them (3).
Likewise, in the next cut, Walter moves:
away from Bruce but the new shot over§

in cut 3, for example, which would per-
mit a naturalistic explanation of the move
since itisa cut on a continuous dialogue.

The pattern of repositioning Walter ex-
tends throughout the scene in the cuts
where all three figures are present. Walter
shifts toward Bruce on several cuts (11,
13,22, 24,26, 28), and he shifts back to-
ward Hildy just as regularly (12, 23, 25,
27,29, 31, 33). In order to identify the
pattern and posit an explanation of the
manipulation, I shall isolate one series of
reverse-angle cuts (22-29). Walter shifts
toward Bruce on all the even numbered
cuts (22, 24, 26, 28), and he consistently
shifts back toward Hildy on the odd num-
bered cuts (23, 25, 27, 29). In this series
the pattern becomes quite clear: when
Hawks shoots over Hildy's shoulder, he
places Walter closer to Bruce:in shots
over Bruce’s shoulder, we find Walter sta-
tioned nearer Hildy. Hawks relocates
Walter in the mise-en-scéne each time he
cuts to a reverse angle, and he consistent-
ly moves Walter away from the figure
closest to the camera.

Such a series would have been shot out of
sequence in accordance with efficient
methods of studio production. All the
shots from a given set up would have

been filmed at once to reduce time and
expense. Hawks could easily have placed
Walter in one spot for the series of shots
over Hildy’s shoulder and moved him
once 10 a new location for the series
taken over Bruce’s shoulder. One reposi-
tioning in the profilmic event becomes a
series of shifts in the finished, edited scene.

But the spatial manipulation we find in
the scene cannot simply be written off to
the exigencies of production or to a lax
continuity clerk. The manipulation has a
formal significance in the finished scene
in that it keeps the figure of Walter prom.
inent near the center of the frame. If
Walter were not relocated on each reverse
angle, he would be obscured in whole or

mise-en-scéne in which Walter remains
constantly visible. While the shots over
Hildy’s shoulder faver Bruce and those
over Bruce’s shoulder favor Hildy, both
sets of shots favor Walter thanks to the
spatial manipulation, Walter remaing Prom-
inent no matter what angle the camera as-
sumes while the two flanking figures are
often obscured or relegated to the edge of
the frame.16

This tactic of guaranteeing Walter's prom-
inence in the frame has ideological signif-
icance as well, because it figures in the way
the film defines a power hierarchy among
the three major characters, Throughout
the film Walter is presented as the most
powerful figure in the fictional world of
His Girl Friday, the character most will-
ing and able to exploit the people around
him.17 This is precisely what he does in
the restaurant scene, and the pattern of
spatial manipulation which assures his
physical prominence in the frame comple-
ments other codes (e.g., acting, dialogue)
which inscribe Walter as the dominant
character. It is no coincidence that the
figure who dominates the mise-en-scéne
of this scene emerges as the character
most clearly in control of the dramatic
situation. The audience might not notice
Hawks’ subtle juggling act in this scene,
but it is not likely to remain unaffected

at some level by the heightened sense of
Walter Burns’ presence,

The spatial manipulation of the scene is
similar in kind, if not in degree, to that of
Eisenstein and Ozu, but it is not a mani-
fest pattern in Hawks as it is in the two
non-classical filmmakers. What disguises
the manipulation in this scene? Part of
the answer lies in the fact that the reverse
angle cuts provide slightly inconsistent
depth cues by constantly shifting our
view of the three characters. In the third
cut of the scene, for example, the reposi-
tioning of Walter increases the space be-
tween Walter and Hildy, but the new
camera angle from over Hildy’s shoulder

Bruce’s shoulder hides the sizeable gap
which separates the two figures (4). We
would require a consistent depth cue of}
interposition~the degree to which the
mass of a foreground figure blocks out §
the view of a background figure--to re. .
main cognizant of the distance between'
Walter and the foreground figure,18 But)
the change in vantage point provided by
the reverse angle negates this monocular}
depth cue by refusing us the consistent §
perspective we would require to gauge 1hg
degree of interposition. Classical editinglg
widely held to be a system which provide]
constant viewer orientation, but here the
reverse angles provide a crucial measure |
of disorientation in the form of inconsis
tent depth cues which hide the scene’s
spatial inconsistency.

More importantly, we may fail to notice
the spatial inconsistencies because Hawky
fidelity to classical editing foregrounds |
character relationships and deflects atten)
tion from the formal manipulation of the
scene. As we have seen, the classical de- §
vices cover cuts and create the illusion of
a continuous event. The scene operates °
through a hierarchy of ingredients, and 3§
the spatial manipulation functions as a s
ordinate ingredient helping define the ;

important issue of the character exchangs

Such a scene might present the illusion ]
that it transpires in a stable, theatrical §
space, but clearly this scene could not &g
ist except a5 a combination of conflicting]
spaces--or to use Burch's term, as cine.
matic space, Even the analogy of the id
observer who visits a scene in real spaci}
and watches the activity from different :
positions cannot explain the formal prop,
erties of the scene. According to tradi- §§
tional theories, the ideal observer can 213
ter his angle of view but not the positiong
of characters in the scene, and Pudovkin'g
stricture that the “camera must be subd
ject to the same conditions as those of the
observer” becomes suspect. If Pudovkid

Continued on page 573
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