
SEYMOUR CHATMAN 
WHAT NOVELS CAN DO THAT 

FILMS CAN'T (AND VICE VERSA) 

The study of narrative has become so popular that the French have honored it witb 
a term--la narmtologie. Oiven the escalating and sophisticated literature on the sub- 
ject, its English counterpart, 'harratology:' may not be as risible as it sounds. Mod- 
em narratology combines two powerful intellectual trends: the Anglo-Americnn 
inheritance of Henry James, Percy Lubbock, E. M. Forster, and Wayne Booth; and the 
mingling of Russian formalist (Witor Shklovsky, Boris Eichenbaum, Roman Jakob- 
son, and Vladimir Ropp) with French structuralist approaches (Claude L6vi-Strauss, 
Roland Barthes, G6rard Genette, and Tzvetnn Todomv). It's not accidental that nar- 
ratology has developed during a period in which linguistics and cinema theory have 
also flourished. Linguistics, of course, is one basis for the field now called semi- 
otics-the study of all meaning systems, not only natuml language. Another basis is 
the work of the philosopher Charles S. P e h e  and his continuator, Charles W. Mor- 
ris. These trees have borne elegant fruit: we rend fascinating semiotic analyses of 
facial communication, body language, fashion, the circus, architecture, and gastron- 
omy. The most vigorous, if controversial, branch of cinema studies, thc work of 
Christian Metz, is also semiotically based. 

One of the most important observations to come out of narratology is that nma- 
rive itself is a deep structure quite independent of its medium. In other words, nma- 
tive is basically a kind of text organization, md that organization, that schema, needs 
to be actualized: in written words, as in stories and novels; in spoken words combined 
with the movements of actotn imitating charactem against sets which imitate places, 
as in play8 and films; in drawings: in comic strips; in dance movements, as in narra- 
tive ballet and in mime; and even in music, at least in program music of the order of 
Till Eulempiegel and Peter and the Wolf. 

A salient property of nattative is double time struchlring. That is, all narratives, in 
whatever medium, combine the time sequence of plot events, the time of the hirtoire 

("story-time") with the time of the presentation of those evenls in the text, which we I 

call "discourse-time." What is fundamental to narrative, regardless of medium, is thol 
these two time orders are independent. In realistic narratives, the time of the story is 

I 
fixed, following the ordinary course of a life: a person is born, grows from childhoocl 
to maturity and old age, and then dies. But the discourse-time order may be com- 
pletely different: it may st& with the person's deathbed, then "flashback" to child- 
hood; orit may start with childhood, "flasbforward" to death, then end with adult life. 
This independence of discourse-time is precisely and only possible because of the c I 
subsumed story-time. Now of course all texts pass through time: it takes x number of 
hours lo read an essay, a legal brief, or a sermon. But the inteinal structures of these I < 
non-narrative texts are not temporal but logical, so that their discourse-time is irrele- 
vant, just as the viewing time of a painting is ir~devant. We may spend half an hour 
in front of a Titian, but the aesthetic effect is as i T  we were taking in the whole paint- 
ing at a glance. In narratives, on the other hand, Lhe dual time orders function inde- 
pendently. This is true in any medium: flashbacks are just as possible in ballet or 
mime or opera as they are in a film or novel. Thus, in tlieory at least, any narrative can 
be actualized by any medium which can commonicale the two time orders. 

Nan.atologistr immediately observed an important collsequence of this property of 
narrative texts, namely, the translatability of a given narrativc fiom one medium to 
another: Cinderella as verbal tale, as ballet, as opera, as lilm, ns comic strip, as pan- 
tomime, and so on. This observation was so interesting, so much in keeping with 
structuralist theory, and so productive of further work in narralive analysis that it 
tended to concentrate attention exclusively on Lhe const;~ncics in nn~~al ive structure 
across the different media at the expense of interesting diR'ercnccs. B L I ~  now [lie study 
of narrative has reached a point where the differences can omcrge as ohjccls ill: inde- 
pendent interest. 

In the course of studying and teaching film, 1 have been slruck hy ilic sorts ol' 
changes typically introduced by screen adaptation (and vice vcrsa in lIi:11 S ~ I Y I I I ~ C  new 
process "novelization," which transforms already exhibited films inlo novels). Cltrsc 
study of film and novel versions of the same narrative reveals will1 gw111 clilrily i h ~  
peculiar powers of the two media. Once we grasp those peculiarities, tlic lo;lsons li,r 
the differences in form, content, and impact of the two versions slrikingly ctncrgc. 
Many features of these narratives could be chosen for comparison, but I will li~iiil 
myself to only two: descriptiou and point of view. 

Critics have long recognized that descriptive passages in novels are di Werenl so~nc,: 
how in textual kind from the narrative proper. They have spoken of "blocks" or 
"islands" or "chunks" of description in early fiction and have noted that modern nov- 
els shy away from blatantly purple descriptive passages. Joseph Conrad and Ford 

I 
Madox Ford formulated theories of what they called "distributed" exposition and I 
description, in which the described elements were insinuated, so to speak, into the 
running narrative line. What has not emerged veiy clearly until recently, however, is 
a genuine theoretical explanation of novelistic description. The emphasis has been on 
the pictorial, the imaged. We read in typical handbooks like Thrall and Hibbard: 
"Description. . .has as its purpose the picturing of a scene or setting." But that is only 
part of the story; such a definition eliminates inter alia the description of an abstract 
state of affairs, or of a character's mental posture, or, indeed, of anything not strictly 



visual or visualizable. Narratologists argue that a more correct and coinprehen~:lve 
account of description rests on temporal shucture. As we have ulready notcd, nar.rp 
tive proper requims a double nnd independent time ordering, that of the time line of 
the story and that of the time line of the discourse. Now what ].lappens in den:riptiot~ 
is that the time line of the story is interrupted and frozen. Evenita are stopped, tl~ongh 
our reading or discourse-timecontinues, and we look at the characten and the setting 
elements as at a tableau vivant. 

As an example of this process, consider a bit of the short stl~ry which ond,mlie!; a 
film by Jean Renoir, Maupassant's "Une Partie de campagne" [A Col1ntl-y lixcur.. 
sion].* The story opens with a summary of events which clearly estnblisher: story. 
time: 'Tor five months they had been talklng oP going to lunch wk some country 
restaurant. . . . They had risen very early that morning. Monsiieur 'Dul'our h~ld hor- 
rowed the milkman's cart, and drove himself [on nvnit projots depuiri cinll ~nciis 
d'aller dijeuner aux environs de  Paris. . . . Aussi . . . s'gtnit-011 Ie11d de tbn bonnc. 
heure ce matin-18. M. Dufour, aymt emprunt6 la voiture du intier; conduisait lui", 
m@mel" (p. 63). There ore three events, and, as we note fioni the use of the past per,, 
fect with "hnd:' they predate the opening moment of the story proper, the nlonlcnt 131' 

story-now, so to speak, which is thc moment named by the expression "and cIro\!e 
himself." The story proper begins with the family en voyaye, already in the mirl~t ol' 
their excursion. The story sequence is nanral& ordered: at some point ira tho1 pilsc 
before the story proper began, someone first mentioned goit~g t~ lunch in tllc couittry 
(let's call that event A): the family continued this discussion, thus evcnt A wila ite.r. 
ated (let's call that A sub-n since we don't know how many times the topic came up 
during those five months); next, Monsieur Dufour bormwed the milkman"8 cart., pn:- 
sumably the Snti~rdny night before the hip (event B); then they or:osc ~:ru.ly on Sunday 
morning (event C); and finnlly, here they are, driving nlong t h e r o ~ d  (event D). hlotic~:, 
incidentally, the dispariry between the story wder and discourse order: story olrder is 
A, B, C, D; discourse order is A, C, B, D. 

This fimt sentence, then, is straight n m t i o n  which tnkes us out of the cxpoeitoqy 
past into the narrative present. Now the very next sentence is c!laarly of n diffelanit 
order: ". . . it [the cart] had n roof supported by four iron posts to .which were uttachecl 
curtains. which had been raised so  that they could see the countryside [. . . elle wait 
un tolt support6 par quatre montnnts & fer oh s'attachnient les ride~mx CJU'OII uvail 
relevds pour voir le poysage]" (p. 63). This in, of course, unadulterai:ed description. 
Story-time stops as the narrntor characterizes a story object:, s prop. Th~3 scn~ience 
reflects the stntic chnracter of the pnssage. The verb "to havc" is iclenrly eqoivaleol to 
the typical copula of description: it is not a verb of action and cowrnunici~tc.. 'Y 110 SCIISI: 

ofnn event but simply evokes the quality of an object or state oi'tffairs. iV[nupsxsnnt 
could have-nnd more recent writers probably would have--avoided direct de:rci.ip 
tion by writing something like "The cart, its roof supported by four , inn posts, rollal 
merrily down the mad!' This active syntax would hnve kept story-tirnc goin!: ant1 
would hnve eased in the characterization of the cart. Maupaxsantb prose provokes. 
rather, the start-and-stop effect customary to early fiction, 61 Sashiim now sonlowho~t 

---- 
'Guy de Maupassan~,,"UnoPartiade cnrnpgnc+,"Boule deLu(Pnria, r1.d.). 011. 63-78; all krlhrr of. 

crences will be cltcdpmntheticalty in the texc my uanslntione, 
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d:lterl. Not that the sllrface verb- the verb in the acrt~al verbal mediom, ,7red;r lo be the 
ropl~la "lo be." It could be a perfectly active verb ill the strict $remmalical sensf: and 
still evokc thc descriptive copula at the tlccp ~ i m r ~ t i v e  k!vel, as in thr: sentence thilt 
immediately ibll~sws: "Thr: cur1:nin ill the haclc . . . flutte.~ed in the. hree~e. like a. ilag 
[ct:l~.~i de darikre, SEUI, flottilit tlu vent, ccmlmi: un drapcau]."' "Fluttered" is an active 
verb, but from thls toxl.uel point of vi,ow, thc sentcncc is pure description; it is nol: tied 
inlo (he event cli;~in. ?he s!:ntenca cc~uld 11s eaiiily hc phased, "ln the back there ulos 

1 
3 curtain fluttcrillg in the breeze iike a flog." 

The ip;oq:clph conlinue:~ with a brief dcscriptio~ ofM111e i)ufour and nlilkea ref- 
erences to tlic pundrnother, to Henrietti!, and to n yellc~w-luind ycuth who later 
becotna:~ 11enrieti:c's husband. F'aragiraph,~; imnletliatcly lhcre~tl tcr conti.nue the nma-  
t j v ~  by citing c:vonta: thc pussing of thc Cortilicr\tiooh a1 f'clrtc kl;lill<lt: thl: rcachillf of 
the!hridge c~PNt!i~illy: the prc~nouncemel~t by tvl. IluA~or rljal ;!I Ills1 lhc)~ l~uve lraclred 
the uou~ilry. and so orr. 

Lot's con:;idcr the cipening scene or Jei~n R~:l~oir's 193(i iiI111 vcriiirll ol' Ihis story, 1 

nlso entilled U J I ~  I>artie dr  c~rrit/~agne. (Ideally, yc~u vlc!ul(l !v;ltch llle lillil 11s y0~I  wid 
Illis essay, b1.1t somcUting c~f the eFlicct, I l ~ o j ~ e , ,  can be c;~tnmurlic;~lcd by lhc li>llc>w- 
ing illu:;trntions.) The whole. sequenx introducing thc iI3ul'c111rs t;11,:os o111y &I rni1111tc 

viewing time, so we doll't Iittve m11ch time to n:nlm.lc on lllu ( ie l~i i l~  111' Illcir lhor- 
rowetl cnrl, But looking at a srngle fran~e cr~;~ble!i 11s I(! er:imi!lc i t  111 11111 Ivibllrc 
(fig. 1 ). I 
, We no~c,  for,insrance, ttlat the c a t  is absurdly snit~ll, !!;IS r111ly I W I I  wl~:~i!lu. I.~r~;t~'s 

the lialrie of tlie owner. "Ch. G~:rvai!r," pi~intetl on the sitlo, : I I I ~  li~:~' :I riiilirlp t i i i  I I I C  1 
roof.Tk~crs is no i1;~ppingcullain a( tl~cback but ir~slc;~d sorno I;in~l I ~ I ' S I I I I  sllii-l~l, ~ I I I ~ I  
so on. Now ttlesc: dckiils are apparently of the salllo orrlcr :IS tlrosc i l l  1111: s1111'y 
rcmember the tef<!re~rce to thcrcmof, thefour iron po!;t!i. :~n(l lhi: rcillutl !11r ,~i~rl:~irrs. I1111 
there an: .;onic vital dil.Tcreiicea. Fur uoe tlling, tllc mllnbcr ol'~lcl;~il:. ill ~ ~ I ~ I I ~ ~ ; I ~ S ; I I I ~ ' s  
sentcncc is limited to thsee. In other word,;, the sciection I ~ ~ I ~ I I I ~  ttic ~pr~ssil~l~: I N I I ~ I I , ~ ~  

I 

I, 
of details evoke11 was ;~bsoluteiy ideterrnincd: the nliti~or. thn1~11~11 hi:, I I ~ I I . I . ~ I ~ O ~ .  

'.selecte<V' and named prrcise.ly ithree. Thus the rcade~ le:lr'r~s 1111ly tlli~si" lllh'1.' i i l i t l  ~ ' I I I I  

only exp~und the picture irnilginr~tjvely. R ~ i t  in tllc t i l~n rel:~rcsl:~lt;~li~i~~. 1111: I I I I I I I ~ I L ~ I  III' 
details is indeternlindt~:, since wil:lt this versiot! givi:s us i!; :I !,ilnill111:rl1111 (1r:l I:~L:IIcII 
csrriilpc trf n ccrtilin era, povenance, ilnd so on. Tt~us  the rrurnhc~. 111 dct:~il.; Ill:rl! we 
cilulrl note i r i  pot<:lltially large, even vast. In p~actice. howrvcr, we do nol register i 
rnalzy dc~oils. The film is going by tcbo tast, a ~ ~ d  \i~t! are too preoccupied wilh the 
~nu;i~ling ,.,l'this curt, with whim i!; going I!O happen naxl:. tu dwell! upon its p11yr;ical 
tietails. 'Pie sitllply 1abt:l: we: say to ourselve!;, 'itha, a can: with sornc people i!ii it:"We 

j 
r,eocl 1k11 way hccal~ne of otechnical pmlxrry of film texts: the details al'e no1 asselTed 
as :iu~;h by a nalTiltor but simply [~renented, so we tend, in a prriglnatic: way, to con. 
templaa: only those that seem s:alient to the plot afi it u ~ ~ m l l r  in al~r minds (in what 
Rollantl Bartlirs calls :I "hermeneutic" inquiry:). Now if yclu think, itbout it, this is s 
rather odcl 3e:sthelic sil:ualicni. Film nall.iltive posser;scs ;I plenitude of visual det,ails, 
an i:x.ces;s[ve pwti~?ularity compared to the verbal version, a plenitude aptly t:.illed by 

;I 
cenlain ;iesthi:ticians visual "over-specificr~tio~i' i!brrl?esiirr~nthei(~, a propnt!~ that it 

r . , 
shares, of course, with tiic othm visu,ol ans. Hut unlike those arts, unlike painting or 
sculpture. narrative fil~ns do ~iot \~sitnlly allow 11s time to clwrdl (111 plentoouu derlils. 



Pressure from the narrative component is too great. Events movs too fast. 'The con- 
templation of benutiful fuming or color or.ligl~ting ia npleasuro litr~ited to those who 
can see the film many times or who are fortunate enough to have access to er1uipment 
which will allow them to stop the frame. But watching 11 movie onder n w n t ~ ~ l  cir- 
cumatances in a cinema is not at all like being in a gallery or #rt mugcum. The t n a a  
agement wants us up and out of the theater so that the 10:30 pellwris car1 take rntr 
seats. And even sophisticnted moviegoers who cnll u film 'beautili~l" rve moie liksly 
to be referring to literary than to visual components. Indeed, thew are movies (lilic 
Terence Malick's recent Days of Hcai!e~~) which are criticized because their viaunl 
effects are too striking for the narrative line to support. :Narrative pressure is so greut 
that the interpretation of even non-narrative Alms is sometimes awccled by 
least for a time, until the audiencegets its bearings. For example, there is a film wlllch 
presents a sequence of frozen frames, on the basis of which the nudic~icc is prumpwtl 
to construct a story. Then, after the last frame, the camern pulls iiwi~y rn rcveal thut 
the frames were dl merely part of a collage of photog;raphs orgenizcd rrindamly. This 
last shot "denmativizes" the film. 

Narrative pressure similarly affects the genre of film that Anrlrt! Buzin wl.ic~!s ;iboc~l 
in his essay "Painting and Cinema." the kind in which the ca111c1.e rnriscs around 
close-up details of a single painting. An example of this gonm is Aloin Ileslulih' lilt11 
on Picasso's Guemica. Noless apersonage th'm thc. Ias],octor (>onela1 r~l.'Dlawing of 
the French Department of Education compli~ined: "Huwc~rer you look at it lhc lilnr is 
not true to the pninting. Its dramatic iu~d logical unity e?slal?lishm reli!lil)~~sl~i))ti Illill. 

are chronologically false!' The inspector was speuking ubout tilo rel~rtirr~~sl~ips s~rtl 
chronology in the implied narrative of Picasso's dovelopmc~~t :IS on arlihl, h111 hc 
might as well have been speakinkof the reluionshipe rud ch~onolayy implicit i n  il 
nnrrative hypothecated on the visual deaths of Gac.r~~icii itlielf. Hy a~lrlrl~lling lhC, 
viewer's order and duration of perceiving, a film scanning a painting n l i~hI  im11ly i l ~ r ?  
double time structure of narrative texts. For example, il: the cnmrrn wn~~dm'it~g over 
Gueinica were first focused on the head and lantem-baring u l n  swr!eping ill lh~<on@Pa 
the window, then shifted to the sc~taming horse, then to the body 011 lhc grt~unrl with 
the broken sword and Rower in its hand, the audience m i ~ l ~ l  read into tho ~rrlinrin)! rr 
story sequence which Picasso didnot intend: first the ali~tm tva:i h e s ~ ~ d ,  tho11 llle horfia? 
whinnied as the bombs fell, the11 one victim died. 

The key word in my account of the different ways thar vistlal deluils :Ira j)r~:bentcd 
by novels and films is "assert:' I wish to communicute by that word the fnrue it  hia 
in ordinary rhetoric: an "assertion" is n statement, usually no independent sentence or' 
clause, that something is in fact the case, that it is n eeltain sort of thing, thal it dora 
in fact have certain pmpertiea or enter into certnin relntions, namely, thosc listed. 
Opposed to asserting there is mere "ne1ning:'When I say, "The call. WHS [illy: it can'w 
onto the bridge," I am asserting that certain properly of the cnl.t of being s~nilll in i;i-cir 
and that certain relation of arriving at the bridge. However, when I say "The ~ I W ~ W  

cart came onto the bridge," I am asserting nothing mure than its arrival 111 tllc: bridgir;. 
the greenness of the c u t  is not nsserted but slipped in witl~out syntactic Fuss. It is only 
named. Textually, it emerges by the way. Now, most lilm nnrratives seem to be of  ti^' 
latter textual order: it requires special effort for films to nsserl 11 propert)! or rohlir~lm. 
The dominant mode is presentntionnl, not asselrive, h film doesn't su)', 'This i s  t:br~ 

state of affairs:'it inesdy shows yot~ thar stale c ~ f  iii'ftlil~. OScour:i<, t1rt:l.e COUIII  OC. 

character or u voice-over ccnmlnenultor ii:isc~ti~lg ;L pmpt:lty 01. mlntiurl; ili11. I J I P ~ I  UIC 
film would be ur;ing it* soond trnck in much ;he sarne way as !i(tioti osc!, i i ~ ~ ~ i t i ~ ~  
syntax. It is not cirlemal.ic tiescr~ption hll rilerely des;cuiptio~l I),y liisri~ry aswitinn 
transferred to lilm. I'ilm~nakers anrl cridcs vi!diticsritlily shou disdilin 1 ~ 7 ~  varh.11 
cornmentu'y because il explicates wlrut. (\ley ke l ,  sllonid lic implic:i~ted viru>~lly, So 
in its essential visuill mocle, film de~l:s 1101 describe :d all i-lut nlr:n:ly pi"en7.s: i l i  bet:- 
ter, it depicts, in the origirlul etyn~i~logicol rcrlse crl' that word: ~eudrra  ill  l>ii:;tc,~i;,j 
form. 1 don't think [hut this is n1eI.t: purisrn or il die-bitrr! adt~creilcc to iilrtrt iilrll~i. 
Film attracts thal colnl;!onenl of clur pcrcel~tutii L!~I~>ULI~L~F which 1 % ~  Letid to 111~01.  I I Y , ' ~  

the other senscs. Seeing is, at'tcr all, bt:lk:vinp. 
That the camera t11:picl:i birr doe!; not r lescri t~ ucc:m,< ::ol!finotx? b!: L! iw~n offen 

used by literary r:ril.ios to ch~~r.aclr:ri~e nt:iitral, '.nan.n:il.r:.tt.d H~:i:tin~!vu~c~i~~uc 
fiction-the w,rle,rr <!.ye style. 'The i~~iplication of "camcle rye'' is ~hnt no one 
recounts the events ill: lor cx;uilpL:, "'l'llo E:iI!c.rsfi: ~hzy  irre.ju!:t ~i:r.eillni, ;$>, iT solne 
insuument--some c!.r>ss bctwer:n :I videci tape re(:order tultl irpcet:h !i~r~thc~i~,r:i--.-l~ad 
recorded visually and ihcri tlnrlsl:~leil ttri~i,e vis~li~ls ii.!to tile illiisr !ii:r:tr.~i kind of' 
language. 

Now, someout: n~iplrl coui!terat;i.ue: ""!i>o'ri lhlpcuing t;hviurr+ cirrrrnnrir. dc\,:r:r:s 
whose intention i s  a~.gi~ahl,y dcsi:riptivc \Vh:lt tibolit the :cllinji r:iohc-.i~li': \Vluit abr~nl 
establishing shots'?" Ilut t3a: illosc..trps t111il co:lvz iri~rniclialcly to rnilirl rel:m iotso- 
duced for plot ut~renr:ling, filr. hcrrnei~cutic j~iir-la~sis. 'l'llinh of I.titch\ucic'; fii~i.~nus 
close-ups: the villais's amputalrti liltlv liiigci. i l l  71,:f 'Tlii~,n.~\iiir~ ii!c/r.r,. the poisotled 
coffee cup in N<~/or.iuli.r: l i~net  L.ei~h's ii~~;.l.ihiy opcil cyc i l l  ihc lhlr#t!dy :I~o~,\r;rr in I>:;>,. 
rho. For all their capscily lo un.$:8t o ~ i ~ . a t t ~ : . ~ i t i ~ ~ ~ ,  ~ I I C V :  cli~!ie.~ln ill no \vi'ily illvi!(: ill:!;.. 
thetic contemplation: LJII tlie ci,iltrily:. tl~cy ~'I,::CI~IIII i~s cstrt:~~lel,), p ~ w r r t i ~ l  xrlnil:,ij-. 
nents in the structure ol'tl~e.suh].~rnse. Thc:; 1]1i:;cnt, ill the.: Inr,sr dr;.~i~lalii: i;~i,!~ion. t l ~ r l r  

abiding narrative-.ilr,mlei1i:11ti1: quci;ii~,ll: "My G,q!I,'' ii.il:y t l~ l l ,  "\~.II:II ilerl;"' O! 
course, a real descriptionin a ntlvcl tnuy iilsc~ hcrvc: I I I  bu!l<l susprllst.. \&?c curse i?ick. 
ens for stopping the action ;I! n cri1i::tll ~ l r i ~ ~ i i r ~ r i  lo tit.sc~.ihc ioruv!hitt~:. "r;ucp ,.:ill," 
shouts the suddell, lenil'yi11g fig111.12 10 Pip ;rl tile l)e!;i I I ~ ~ I I / ?  oi:::;rr.:~i E,r;;?m I C ; : , ~ ~ I ~ S .  '.u,. 
I'll cut your throai:" Antl Ilico, as bee <l,~ngli: iri i~ lspl lsc ,  :r wh:ile j1:1ragri11)11 ~l t t sc~ibc~,  
the man: the iron on his l::p, his hsok.;n s1111cs. tlli: r:~g tir:cl iu.urintl his hoial. :mil ,,o. 
Yes, we curse Dickons-.---a~~d Iovt. c<c~,v !:c.c*?t:cl ol' i t .  13u1 i l l  ~ l i c  ~ r l i l v i ~ :  vc.r:,ic>ri. lilr 
sense of continuing ix:tit)n coulrl not hirip. T~VCII ifti1cl.e were ii lilng p;r.lric rci gir.~: ,I:; .I 

chance to take in the fcarso~nt: rlcliriis of M;~:!\sii.cii's PL'ISOII. :VC \rr(xrld still let:] tlrai 
the clockofstory-linm rr~cls iickilrg :rVr.ay. ihal tl:;rt pir~rsc w;~s i:~duJ<~.irt/!irr 1h1: . ; ~ o ~ y  and 
notjustan interval as wc pcrnse~l l l~c~:l~~coursc.  \\'e.~~ligh: >zf:~).\vel'! i~if'cr th;il the dul.;~y 
means something, pcrlrilps thirt h1n~:wi~ch vi: is  iryins to c:c:ciilc wtitil LO iir! wilki Pip. or. 
in a superso~~his1icntt:rli "psychologi~~:il-' vt>r!;iot~, illat Pil,'s rlivn tiinc rciile hacl x o ~ r +  
how been stretched out beca~ise of his great terror. In eilhcr case, i l ~ e  ii.:eliralt r h t ~ ~  we 
were shaing timopassage with a ~ : ~ c t e r  would bc i~ sure clirc ihat i l o ~  olily ou~.clis. 
course-time but tkleir ~,tory..ti~nz ivas continoin;; to I.I>II. And i l  it is the case rl.~ilt stcrry.. 
time necessarily continues re? n7ll in tilins, icnd il'descriptiinl cncnils p~e~cihcly the jn.esi 
of story-time, h e n  it is rc:~silrl;ill!e lo argue lha! fitilrb dn not ar~d canrror Jes:::ibe, 



: q d ~ i % ~ i ~ d  p i ~ l  a q  'diols 
~;*~UI!$SI!~~;?W;IC~ o%.?ssi~! %u!P11a1jlaq3 a.iom pue .~a%uol s uo mo map! asaql LJJ s,laT 

~ 1 8 r a y p n  B u! BupaSpy i!s am so unr 01 sanup 
-uo:i I ~ I ~ I I J :  1x0; gql c:u lsnr'a!cjr{m podruaaaqajo m d a q  ojllajaq [l!m 'saaour %u!tpou 
,!ails. wu:ilroul l s i r ~ ~ m o ~ a  pvvap we\a 'wry a u! pal\s![qslsa s! om~~-Xro~s Xrosn[[! ~et l l  
::>a() ,maq  luti.y p" :~~o~!p  q kouuaa dldui!s a8ssssd a m p ~ o  uo!snlF arg I P ~  'alsgu! 
F:lrli  .;)r~g~,:iano;!i aj![ 1w.i aq! AT![ (1s 'arrroa! os am uaaJas ?rq uo sluamaaou aql 'pu!y 
;.:I ~u:ir.ll II:O.!J ~r!s~a<~!p em g:1!4~ B ~ O ~ U I X B  iamlsqu 's! ~ s t p  'S~JOM JO ]no iapoa a q  

p."4nu1; ~ U O ~ J ~ N : S U O ~  lliaq 1s am s1u:aha aauaq pus s~uawanow 'slaaou u! snaiaqM 
. ~ p c l !  1;111!pac~v arlj ~I!M tip oj i lu~~flau~os ansq dsm mmsun a q ,  man8 B pmmq Xluo 
Ili!n ( '11 .r,Msnr? ol anal1 f[!m utl!siaoqloae paaua!io X[papo~oqadsd 10 ~s!%o~oqadsd 
I? l l iy '11ci!16anh 3a?l:~;r.~.a$1tl ua s,mr[,~ jse!nour atp u! lads!p 01 pmq os s! 'awp-Qols JO 

i:lh\l! ~ ~ I ! ! ~ ~ ! I s I I  ' S ~ U ~ A ~ J U  WI~IUI  BU!OBUO SJ! q!m '101djo a x o j  aql istp I! s! b q ~  
:Io!,\l?qorl nt>itlI;a tlo!lw~:~! palwe8m1ajo p u ~  u mnq uo!~d!rasap s IOU pan!avad I 

I 0 1 1 "  " A ! ~ I ~ I ~ J  11 o! pocldtw~ ant plrroa lsqa ssm %u!pua uazoij atp p asuas aq] 
eiu .I(.,[ :sl;'nbr)r aq pjnohr arryl l ~ t l l  ~ ~ o l g  pmpunflinod a y j  mws dlpu!S!io I uaqm 
":"I>! nu p11i1 WLI LO,} I 111q 'pa:li! d,[%Ul!Ci suq p n n q ~  auo!d-ueay io~an  aqj ss 'XQM %ul 
-1~~u:ir11! o:: rr! .rq:>~i.riii[s l;iu!o(:~ aql .no[[oj 01 panu[]uoa ssq insgn.~.  L S M O I ~  piupunH 
.iaiod .JC/"I. I>! I [ ~ I I : I ~  g111 il(: uaz~3.g n1.n \au!oa ayoluy a a q  aunod s,lnngny, moq raq 
.Lllalrrat[ 'rd1 sml~!/i.wt: 1r4 'ism ir!qj su1y pua 01 o%e m a d  uazop s m[ndod SQM 11 ~ ~ o ! l  
-:I!.rn$:;lp r r  Xan~~<i;: bljsqmuroino MU swp  'qdar8oloqd [[ys paparo~d 6 01 paanpar s! 
otilrlr!. JLII .1r;lq,n ial.ixm,:-waa:l pqlaa-cs stp 'a~tqa!d e q  JO s a u a  praln a q  uana 

,nn:,iss,(p oaddsq 03 pamop s p u o  os pun 'smolsno %u!ioa!a 
I - I I I I I ~ : ~  :llllrgrimi.u X~!r~uamom sl! 30 esnsaaq qqqm ']old aql JO ssau 
."::incj ::y1 'l;?;au!rirtl . ~pg l  u'goqn 04 onn~ or[, a[!qm Suu!dsueq aq 01 1193 s! d1!~!~3~aans 
II~I( I  I I V  '?,I~.I.III I V ~  p!ilal l?ox L . 1 ~ 3  .JOJ Bugpm w a q  umop s! o ! ~  1nq1 iaqlwi ~ n q  am!l 
.,;me :)r[l II! snlil!rl F )10 lilu s! asuzs mo laA'u0 os pus 'sauaz ICGJJS pa!ddl 'ip a q  
u1o.r~ L i p  a:[! ,lr) iiioqs aa!r GJ,M ,cu!aul?r ap o ! ~  o~u! Su!Xy am uuwbaa p u g u ~  puw J U Q ~  

Ln33 itaym itialiioul : I ~ I  i:r ani'mo!ioro,vp a[pp!ru a q  u! auaas a q  l[t13ai 'aldwuxa 
. I O ~  ' a~upb~o lc ;~ :~  ~ : , I I I I X Q I ~ I ?  10 IRWL? us plus 01 waas IOU saopa! 'wly e j o  alpp!m aql 
{I: 8irolo irrqr p )  pn! f :IIUI:S aqr uaq,n @.J w%aq lad IOU saq I! lsq isnrs! 11 'pqsa.~m 
r.i.>aq seq eu.r!f-b~ols I I I ~ J  irHr 61 $1 'Qilsnb an!lduzap B rq!m sloqs %u!qs![qnlsa smopua 
s,:alae.,zqs,;ci onlasqr at11 i;[aqnid (qm aas uao am ,:isasmqa B 08 aouene~a .~au~os~o  
. ? ,  r r ~ ~ l i l :  ar7 h'q pa~viopad i l ~ ~ g i ~ . ,  UR C U Q ~ W  ,,luana anymu, ,  aau!s p w  'sauana JO u!oqa 
li!?nua I$ s i  ~:o!~!li!jal, [nnarl PI! I(! an!:txlcau MON *paonpor)u! uaaq aABy sJalasiaqa Xue 
oityaq 'Xes o~ s! 113qi 'i:ur!g "I 80 Bu!w!Baq Xra~ aqa 1s inam daq  asnmaq d1uo snlu~s 
J ~ I J I  bi-&a or urms ktf.p 11.q !areldjo anpaoha lssal lo io  aapdposap esuas u!suaa n 
u! ari: .;io~.ls a.iav:l ,lo :qoq lnijt unn r! g wnot Buppw an aldnoo s aaqm wool B oau! 
Imnp ,!ap!pi 11ol;i %p.:aoq,,l aaiiqa rr jy  s lms  s m s o  ayl 'oy?Xsd u! :laoq papmoia 
?cij aptirui aa#?hi loxls lvau am ili plln 'umop sonou! uaql 'uosa~ pqs SS!MS s anoqs q%!q 
SI . I I I I~  \!.l;nll!n arl; 'rr;{s!r,r~ Lprq  a:LL uf ,oprCsd pus says!uu~ llpg e u  uado isql 
s r q s  :),(a-s,pi!q uqi a.i? szlldwnm p . n ~ p u a ~  ,:moqs iamau tq dnuanbasqos umoqs aq 03 
slielap :lo cI!!jsuo~ie~o,~ralu! ;>tp tis!lilif>sa 01 auaas QJO Bu!uu~Saq a q  IB paanpoau! loqs 
81'01 b:, : { I . U : ~  m1jlo ,.i yat/L s ,~~aPp t~ !~ i s au ig  u!) smolloj se pauyap s! 'uoSm~ayom 
uc. c[n 1011 :ri,noC ,J! 'lotls 8u!yx![clr1sa try ~s loqs  %uys![~sa.moqa qsqm uaqJ 



W ~ L ' N U V M W :  CAN U U ' I ' M T  FILMS CAN"L'(ANU VICE VERSA) 45'3 
\. 

FILM NARRATIVE AND THE OTHER ARTS 

Henrlette's imocent seductiveness seems to have 
shots which compensate for the camera's sexless 

objectivity. 
are easier for film to handle: height, girth. 
can communicate reliably, (The COIIUUUN- 

cation, of course, is always comparative, scalar: a character is tall relative to other 
people and objects in the film.) The motion of her hips bears a double function: the 
movement itself is an event, but it also contributes to the description of a part of Hen- 
riette's anatomy that the narmtor finds quite absorbing. The same double role is 
played by the bosom and falling hat in segment six. As movements, theae of course 
sre simple for the film to convey; Henriette's voluptuousness, however, is not asserted 
but only suggestively depicted. 

In the seventh segment, an odd ambiguity is introduced. The text says that as the 
swing rose, "she showed her delicate limbs up to the knees [monkant B chaque retour 
ses jambes fines jusqu'au genou]," The camera is certainly capable of presenting the 
requisite portion of anatomy. But what about the implications of "showed"? In both 
story and film, Henriette is generally represented'as innocent; conscious exhibition- 
ism does not go with her character, her family situation, or the times. The answer is 
perhaps_ an equivoque on the verb "to show": the defin~tion of that word neither 
excludes nor includes conscious intention. And it is precisely an ambiguity that 
would go with the coquetry of a nineteenth-century maiden: to show but not neces- 
sarily to be conscious of showing. The camera, again, would seem unableto hZmslate 
that verbal innuendo, 

But see what Renoir makes of this problem. He elects to present Henriette first 
from the point of view of one of the two young boat men-not Henri, who is later to 
fall in love with her, but his comqe,  Rodolphe. The tern "point of view" means sev- 
eral things, but here I am usingjrin the strictly perceptual sense. Because the camera 
is behind Rodolphe's b a p  he looks out onto the garden through the window he's 
just opened, the camer , and hence the narrative point of view, identifies with him. It 
conspires, and invit us to conspire, with his voyeurism. Point of view is a complex 
matter worthy of whole other discussion, but one theoretical observation is worth 4 
making here. The fact that most novels and short stories come to us through the voice 
of a narrator gives authors a p a t e r  range and flexibility than filmmakers. For one 
thing, the visual point of view in a film is always there: it is fixed and determinate pre- 
cisely because the camera always need to be placed somewhere. But in verbal fiction, 
the n m t o r  may or may not give us a visual bearing. He may let us peer over a char- 
acter's shoulder, or he may represent something from a generalized perspective, com- 
menting indifferently on the front, sides, and back of the object, disregnrding how it 
is possible to see all these parts in the same glance. He doesn't have to account for his 
physical position a1 all. Further, he can enter solid bodies and tell what things are like 
inside, and so on. In the present case, Maupassmt's narrator gives u6 a largely frontal 
view of Henriette on the swing, but he also casually makes observations about her 
posterior. And, of course, he could as easily have described the secret contents of her 
heart. The filmmaker, with his bulky camera, lights, tracks, and other machinery, suf- 
fers restrictions. But the very limitations, as Rudolf Amheim has shown so elo- 
ouentlv. encouraee interestine artistic solutions. Renoir uses oreciselv the camera's 

need for placement to engage the problem of communicating the innocent yet seduc- 
tive quality of Henriette's charms. Since seductiveness, like beauty, is in the eye of a 
beholder, Renoirrequisitions Rodolphe's point of view to convey it. It is not Henri- 
ette so much as Rodolphe's reaction to Henriette, even on first seeing her, that shall 
establish her seductiveness and not only in his mind but in ours, because we cannot 
help but look on with him. Small plot changes help to make the scene plausible. 
Henri, disgusted with theParisians invading his fishing sanctuary, does not even care 
to see what this latest horde looks like. It is Rodolphe who opem the window, flood- 
ing sunlight into the gloomy dining room and making a little stage in the deep back- 
ground against which Henriette and her mother move like cute white puppets (fig. 2). 

At this range, we can't see anything very clearly except the waving of Henriette's 
skirt in the wind, but the way that Rodolphe lowers his back and settles his body 
clearly communicates his intention to gaze, and we become his accomplices. After 
all, what is a stage except a space to gaze at? (Renoir often used stagelike frames in 
his films to suggest several planes of action; one of his more delightful later films is 
called Le Petit Theatre de Jean Renoir.) Notice that the swing is so placed that Hen- 
riette's to-and-fro movement is toward Rodolphe's window, quite as if she were per- 
forming for him, although, of course, she is quite innocent of his existence. Here we 
begin to get something equivalent to the ambiguity of the word "show" that we found 
in the story: Henriette will display herself without being aware of it, she will reveal, 
yet malgre' elle. And as if clearly to establish her innocence in the matter, Renoir's 
next shot (fig. 3) is very different: it is a homely, mundane view of her en jamille, the 
black Rgure of her granny on the right and her father and fiance, Anatole, talking to 
each other on the left. This is followed by a discussion with the patron M. Poulain 
(played by Renoir himselt) about what and where to eat. The whole effect of this shot 
is to background Henriette, to make her again just a bourgeois daughter and not the 
inducer of vague feelings of uneasiness and excited senses. 

There follows a shot of Henriette's joyous face (fig. 4). The shot is from below, and 
it wondehlly communicates her lightheartedness and euphoria at being aloft. Sud- 
denly we are very much identified with Henriette's feelings: Rodolphe's voyeurism 
is forgotten. This identification also entails "point of view" but now in n transferred 
or even metaphorical sense of the term: it is not Henriette's perceptual point of view 
that the camera identifies with, since she is looking toward it. Rather, her movements 
and the infectious joy on her face incite us to share her emotional point of view; we 
c~npnthize with her. For this effect I offer the term "interest" point of view.* We 
beco~iie identified with the fate of a character, and even if we don't see things or even 
think about them from his or her literal perspective, it still makes sense to say that we 
share the character's point of view. Renoir brilliantly communicates the effect by 
swaying the camera to and fro in rhythm with the to-and-fro motions of the swing. 

The contrast with the banalities of the previous and following shots enhances the 
difterence between the buoyant fresh girl, a product of nature, and the ponderous and 
torpid family, especially the father, who seems rooted to the ground by his heavy 
black jacket, absurd tie, and gross belly bulging out of checkered trousers (fig. 5). It 
would be ludicrous to see such a man Swinging aloft among the trees. The mother is 

position: though a woman of some beauty, she has become too heavy and 
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is no such implication in Renoir's shots. The camera could have scanned her body in 

l a clichk shot in the Hollywood mode accompanied by an offscreen wolf whistle. 
I Renoir elected not to compromise the camera: it would have spoiled the whole effect 
1 of unconsciously seductive innocence. The camera is not required to share its view- 

point with Rodolphe and the three other groups of voyeurs. It maintains a cleat dis- 
tinction between shots from Rodolphe's point of view and those from a neutral point 
of view.* 

So writer, filmmaker, comic strip artist, chorcographer--each finds his or her own 
ways to evoke the sense of what the objects of the narrative look like. Each medium 
has its own properties, for better and worse usage, and intelligent film viewing and 
criticism, like intelligent reading, needs to understand and respect both the limitations 

1 these create and also the triumphs they invite. 

*Several participants in the nm~ativeconfcrence objected to my analysis of the point of view situalion 
at this moment in Renoir's film. I hope 1 amconect in reporling their complaints: the chief objection was 
to the assumption that female members of the audience wauld identify with Rodolphe's voyeurism. Such 
identification, it was contended, would have to be limited to men--snd only sexist men at that. The objec- 
tion seemed to be not about the voyeurism i t d f  but s h u t  the willingness of members of an audience to 
go along with it. (I hopeI'm not simplifyingthe issue by u i n g  termslikeUidentify"and "goingslong with 
it"; if I am, I wauld welcome further clsrification fmm interested readers.) 

My response appeals largely and familiarly to the distinction, crucial to interpretalion, as I see it, 
between aeslheticsand ethics. The kind of identification that1 was discussing is ofcourse purely aesthetic. 
A reader must obviouslv be able to oartici~ateimaeinativelv i n  a character'sset of mind. even if that ehar- .~~ ~ ~ ~~ ~ - ~ , ~ ~  ~ ~. . - 
rcter is 2 nineteenth-centurv lecher One would think the days lone cone in which we needed to awlaeize 

~ .~~ ...., . ~ ~ ~ . . ~  .--- ~~~~~~~ ~ ~~,~ ~ - - ~  ~ . - 
for donning the perceptual and conceptual clothing of objectionable fictional characten or unnliable nar- 
rstarkRa&olnikovs orverlocs or Jason Compsons or one of Celine's "hero" narrators. Imaginative par- 
ticipation in the point of view of fictional characters (need one say again?) in no  way implies moral 
endorsement. It issimply the way we makesense-he way implied authors enable us to become implied 
readers who make s e n s e 4 u l  of unusual or even downright alien viewpoints. We don't compromise our 
right thinking by engaging In that find of participation; we don't condone the character's outlook. Why 
should female members of Renoir's audience have any more difficulty porticipaling in Rodolphe's lechet- 
ous point of view than male members have in psticipating in the point of view of Molly Bloom'! How 
responsibleis an ideology which nccuses critics of promulgating characters' viewpoints whiclt they merely 
wish ta analyze? Does a herpdologist becoma a snake by dissecting a snake? I cannot see how it call be 
denied that Renoir's presentation of four ages of voyeurs establishes a textuai intention to show Henriette 
as a woman eminently worth looking at, albeit with lust in some men's hearts. For o womon to pnrticipate 
in a male character'sdoing s o q u i r e s  nogreater act of imagination than for u jnrn to punicipate in Scar- 
let1 O'Hara's lust for Rhett Butler. To deny that Renoir intended to communicate voyeuri~m (because that 
would make a classic film sexist) seems critically naive. Of course Maupassant and Renuir-or more prop- 
erly rhe implied authors of t k s e  works-are sexist by modem standards. That doesn't m a n  that we 
keome sexisl by reading, studying, and, yes, even enjoying them. 

A comment by Roy Schafer wns moreuseful. Schafer argued that Leclose-up of Henrielteon theawing 
conveyed to him something of her aexuol pleasure. It is not difficult toagree thnt swinging is easily nliied 
to sexuality. The athibution goes along perfectly with oher  motifs of innocent, preconscious sexualily, a l  
"showing her limbs:' and of the vague feelings of longing for even t k  tiny things that move undcr tile 
leaves and grass that Henriette expresses to her mother a bit later in the film. I think Schafer is right Ille 
paint of view could also be attributed to Henriette. But that causes no theoretical problem. l b o  points of 
view can exist concuncntly in a single shot. I t is  an interefiting property of cinematic nanative thnt we can 
see through one character's eyes and feel through another's hem. Thecamera adopts a position, an angle, 
and a distance which by coovenlion associates itself with he position, angle, and distance of a character's 
vision. But so great is its capacity to inspire identification with characters' thinking, feding, and general 
situation that we tend to identify even when the character appears to us in a completely fronLzl view. 'Ihis 
sympathetic or "interest"point of view (as I call it) is particularly strong in film narratives and can easily 
combine with the more conventionally marked perceptual point of view. 


