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Cinematic Transcendence From a

Synaesthetic Perspedive
(A Review of Michad Snow's Wavelength &
David Rimmer's Variations on a Cell ophane Wrapper)

INTRODUCTION

I magine watching a film. Imagine sedng the film without the sound track.
I magine listening to the sound tradk on its own. A film is a synergetic whole.
That is, afilm is greder than the sum of its parts - the visual track and the
audio tradk, when considered separately. The visua and audio trads combine
and interad to produce an event - afilm, with its sibsequent content,
structure, form and meaning. At times, these two tracks can interad in such
away that the viewer is truly moved.

This paper will explore the notion of cinematic transcendencefrom a
synaesthetic perspedive. The word synaesthesia comes from the Greek syn
(union) and aisthesis (sensation), literally ajoining of the senses.’ Using
Michad Snow's Wavelength, (1967 and David Rimmer's Variations on a
Cell ophane Wrapper, (1970), | will show how a dnematic transcendence, or
ashift in awareness in the viewer, is creded through the spedfic and delicae
combination of audio and visual eventsin their respedive films. In other
words, | am reviewing these works with the notion in mind that a full
appredation of these filmsisredized when they are awnsidered asa
combination of visual and aural events, and that these two eventsinterad in
such away asto produce ablending, or uniting, of the senses.
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I will explore the senses and synaesthesia, and will provide examples of
synaesthetic aredivity and exploration. | will then describe dnematic
transcendence The final sedion of this paper will provide asynaesthetic
rationale for cinematic analysis of both the visual and aural components of a
film asa cmbined and singular event encompassing space(image) and time
(music). | will show that humans have an innate predispasition to
synaesthetic, or poly-modal perception. | will suggest, further, that it is
through this synaesthetic cgpabili ty that cinematic transcendence @n occur in
the viewer.

AsMary Ann Doane states:
It has become a diche to note that the sound tradk has recéved much
lesstheoreticd attention and analysis than the image. Y et the diche
is not without truth or value and isolates, but leaves unexplained a
fad. Thislad of attention indicates the dficacy of a particular
ideologica operation which is masked, to some extent, by the
emphasis placel on the "ideology of the visible." Whileit istrue that,
as the expresson would have it, one goesto "se€" afilm and not to
hea it, the expresgon itself consists of an affirmation of the identity
(ie. wholeness, unity) of the film and a cnseguent denial of its
material heterogeneity.2

Simply stated, | have taken Doane®©s holistic gopredation of film analysis
and applied it to Wavelength and V ariations on a Cellophane Wrapper. |
believe this approacd does reved that within afilm©s construct therelies a
unity in credive adivity and perception. Thisunity hasitsfoundation in the
unity of the senses.
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SYNAESTHETIC ANALYSIS

The senses are the highways of human perception through which the world is
apprehended and comprehended. In reviewing the static and dynamic ranges
of the senses, we can begin to appredate how important these "information
gatherers' are to human awareness and credivity.3

Radius of Static Ranging Dynamic Velocity
Tadile 1/1,000 of amile 10 mil es per hour
Olfadory: 1 mile 400 mil es per hour
Aural:  100miles 1,100 miles per hour
Visual: 6 trilli on miles* 700,000,000mph

* Onelight yea is 6 trilli on mil es, and humans e Andromeda with the naked
eye one milli on light years away, which means $x quintilli on miles.4

Throughout history, the at¢ual number of senses which humans are
believed to passesshas been in dispute. (Aristotle, Galen, Erasmus, Darwin,
and von Frey believed there were five, six, twelve, twelve, and eight,
respedively.) However, philosophers, scientists and artists have ayreed that
there gpeasto be asensus communisthrough which all the senses sem to
be unified. John Locke (1690 noted that the senses assist one aother©in
defining the existence of a perceived dbjed.5 In other words, the paper you are
presently reading is known to you through sight, touch, sound, and perhaps the
smell of the paper and ink. W. H. Auden suggested that there exists an
"infirm king" to whom eyes, eas, tongue and nostrils bring together objeds
that vary in size, texture and shape.6 We sensually perceive the objeds
differently and as diff erent from one another; but when we touch them and
when we seethem, we know that the objeds are one and the same. Aristotle
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considered rest, motion, number, size, unity and shape to be common sensible
attributes.7 Galil eo named four qualiti es- size, shape, quantity and motion.8 To
Hobbes9 and Lockel0 form or figural shape was a cmmon attribute of
sensation. Kant (1781 believed space ad time ae general forms of

perception.” Hume (1739 stated it isimpaossble to go beyond sense datato
objeds and events themselves.12

J.S. Mill ©s (1865 interpretation of redity was as the permanent posshili ty
of sensation.©3 Hombostel (1925 observed movement can be perceived by
touch, sight and sound.14 Madntyre (1958 beli eved that not only do odaurs,
lights and sounds correspond to one another, but they also padnt to the
noumena underlying the phenomena of synesthesia.15 Given this wide range
of experienceand insight into the senses, it may be said that the senses display
afundamental unity because there exists a dass of supra-sensory attributes
which pertains to all senses, however distinct from one another.

SYNAESTHESIA

Synaesthesia can present itself in many forms. Chromaesthesia, or
coloured heaing, isthe most common. People who experience
chromaesthesia report seéng colours when listening to music or heaing
sounds. Another manifestation of chromaesthesia includes seing coloured
letters and words.  Some synaesthetes report coloured dfadion and
name-colour associations. Cytowic reports the wide variety of synaesthetic
experience.  Polymodal letters and numbers; number form, simple
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synaesthesia, coloured auras, musicd and word or letter tastes and smells,
colourlessnumber forms, visual smell, audioalgesic touch, shaped pain,
coloured music keys and geometric heaing are other forms of synaesthesia.16
Cytowic hasrecorded the ceebral blood flow of a synaesthete during Hs
experiencing of intense synaesthesia, reveding an abnormal pattern of brain
adivity.17 He agues that synaesthesiaisin the left hemisphere, is not
©"corticd" in conventional sense, and involves temporal |obe-limbic
structures.©8 Studies of blood flow among synaesthetes are being continued
and are mncerned with the examination of coloured speed synaesthesia using
Positron Emission Tomography.©9 These studies, and athers, point to direct
physiologicd evidence of synaesthetic experience20

However, there eist intersensory correspondencesthat fall under the
rubric of synaesthesia. Synaesthesiais aterm that refers to the transposition
of sensory images or sensory attributes from one modality to another, as where
the mell ow tones of alover©s voice flow in a kaleidascope of colour, or where
the sundry flavours of dinner come divein melody. Probably the most
common form - certainly the most thoroughly studied - is visual heaing,
where sounds take on the acoutrements of sight.21

Synaesthesia becomes quite goparent to us through language. When
crossmodaliti es appea in language, they typicdly take the form of similes or
metaphors. The aosssensory or synaesthetic expresson provides one of the
simplest kinds of metaphoric language, in which one mode of sensory or
perceptual experiencetransfersto another.22 We commonly speak of loud
colours and hitter cold. Kipling wrote of an orient where "the dawn comes up

196



Cinematic Transcendence from a Synaesthetic
Perspedive

like thunder.” The historicd roots of such metaphors are old. Chapter 20 o
Exodus informs that when Moses ascended Mount Sinai to receave from
Jehovah the Ten Commandments, the I sradites waited below: "And all the
people saw thundering, and lightening, and the voice of the shofar, and the
mountains smoking." Although many of the English trandations give
perceived in lieu of saw, the Hebrew verb "Rahah" refers gedficdly,
metaphoricaly, synaestheticdly to sight.23

Metaphor derives from two Greek words: meta, which means "over and
above," andpherein, which meansto "bea across" A metaphor alowsaleg
aaossa thasm from one thought to the next.24 In the same way, synaesthetic
experienceisreveded in metaphoric description and interpretation, and isa
common cross-modal adivity. Synaesthetic perceptstend to foll ow
conventional trends ofconnative meaning. In coloured heaing, for example,
both synaesthetes and normals matched low pitches with large dark photisms;
high pitches with light, small photisms and louder sounds with brighter, larger
photisms. The differenceis that synaesthetes acdually report seeng an external
photism; whereas normals imagine that these "go together" appropriately.
Synaesthesia caries edal interest because there is evidencethat it represents
something much more general, perhaps even universal, than an idiosyncrasy
pealliar to asmall number of people. Rather than being "abnormal "
synaesthetic perception may rest on a universal undercurrent of cross-modal
experience25

It is not surprising that synaesthesia has been of interest to individualsin
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the ats, sciences and phil osophy. The basic premise of thisinterest isthat a
co-relation exists between sound and colour. IsaacNewton propcsed a
mathematicd correlation organizing sound and colour.26 In 1810 Goethe
wrote A Theory of Colour (Zw Farbenlehre)" His Colour-Theory is based

on the ideathat all colours belong either to agroup deriving from the primary
yellow or to one deriving from blue: these in turn stand for light and darkness,
and are metaphoric representatives of the duality in all Nature.

The composer, Messaen, wrotein 1956 Tednique de mon langagein
which his modal systems are diredly related to colour.28 For example, mode
two of the limited transpositionsis a cetain shade of violet, blue, and violet
purple, and mode threg orange with red and green pigments and spots of gold,
and also milky white with iridescent refledions like opal. Once ajain, another
example of what | term "asciative" synaesthesia. Kandinsky takesthisidea
further in "The Y ellow Sound."29 He writes about colour as being equivalent
to music and line & being equivalent to dance Kandinsky©s acceptance of the
concept of synaesthesialed him to believe that his paintings might stimulate
multi ple sensory resporses in the viewer. He felt that sensory equivalents
could be scientificdly measured; he believed, for example, that exad
equivalents could be found for individual musica notes within the spedrum.

Another example of "asociative" synaesthesia an be found in the case
of Scriabin who proposed that the key F Minor was blue, D major was yell ow
and F Mgjor was red.30 A similar example can be found in Bliss© Colour
Symphony (1922). The movements are given colours relating to tonaliti es.
As such, the first movement is cdled: "Purple: the Colour of Amethysts,
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Pageantry, Royalty and Deah." The second movement is " Red: the Colour of
Rubies, Wine, Revelry, Furnaaes, Courage and Magic." Blueisthe wlour of
the third movement - "the alour of sapphires, Degp Water, Skies, Loyalty and
Melancholy." The fourth movement is cdl ed: "Green: the Colour of

Emeralds, Hope, Joy, Y outh, Spring and Victory."31

Cytowic proposes that synaesthetes, people who have synaesthetic
experiences, can be defined through diagnostic criteria. Lawrence Marks, on
the other hand, propases that synaesthesiais a dired, economicd, salient and
compad mode of chil dhood cogniti on, laden with physiognomic
charaderistics of perception. As such, synaesthesia may play an important
transitional role in the sharpening of modes of information processng. It is
transitional because it may be superseded by the more astrad representations
emboded in the linguistic mode of cognition.

Perhaps synaesthesia exists in associative and physiologica terms becaise
of the functional differences of the adivities of the brain©s hemispheres.
Inded, all theright brain©s principal attributes - being, images, metaphors, and
music - are etioes of evolutionary techniques used by our recent zoologicd
ancestors to comprehend redity, and are perceived holisticdly.32 All the
innovative features of the left hemisphere - doing, words, abstrad thinking,
and number sense - are principally processed in time. To develop craft,
strategy, language, logic, and arithmetic the mind must range badk and forth
alongthe line of past, present, and future.33 | sense that synaesthetic
experience may exist in as much that sensory memory decays quickly over a
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short unfill ed time interval, that modali ty-spedfic immediate memory is not
affected by events occurringin ather sense modaliti es, and lastly, the inverse
of this, that events occurring in the same modality will interfere with recadl
acairacy.34 However, there is a anscious mixing of sensory channels almost
asif what is normally a subconscious mechanism is smehow laid open to the
synaesthete©s experience. Synaesthesiais what humans do without knowing
it; whereas, synaesthetes doit and know that they doit.

CINEMATIC TRANSCENDENCE

Cinematic transcendence describes a shift in the mnsciousnessof the film
viewer. This shift is an expansion of perception, knowing and understanding.
A clea example of transcendence, or a shift in consciousness, can be seenin
Wittgenstein©s well-known example of the Duck-Rabbit figure shown below:

As John Gilmour statesin Picturing the World:35

A sportaneous shift of asped yields a new perceptual whole; thus the
figure may be seen first as arabhbit and then as a duck with no process
of interferenceintervening. This diff erence of perception occurs
without change of line sincethe same line may take on either asped.
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The duck/rabhit or rabhit/duck paradox enables the viewer with aline of
consciousnesswhich brings into focus one©s internal perceptual process Once
the paradox is known, the shift between the m-existing imagesis easier to
negotiate. The viewer experiences a transcendencein the understanding of
ambiguity and of one©s own dedsion-making process Throughthis snse of
enlarged inner self-awareness the viewer develops degoer understanding of
the "exterior” world and its diverse manifestations.

In the same way, cinematic transcendence dl ows the viewer to shift
between his/her inner world and the outer world of experience Throughthis
process the viewer becmes aware of what it isthat he/she is aware of; and,
by extension, of what he/she is not aware of. For example, in watching afilm,
the viewer may be so absorbed into the film that his’her own self-awareness
of "it is| who iswatching the film" islost in, or hidden, behind the film©s
absorption. At the other end of the spedrum, the viewer, knowing the
"watcher-as-self© in the film experience, can criticdly percave the film with
guestions concerning content, meaning, form and structure, etc.

These states of awareness are not static. The viewer©s consciousnessfredy
flowsinand out of the awareness of self or of the other. The viewer may or

may not experiencethe flux between these two states of consciousness
However, it is this movement from the known to the unknown that adds depth
and meaning to that which is being experienced.
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Another way to understand cinematic transcendence, analogously, may be
suggested by the functional differences in the brain©s hemispheres to achieve
a heightened state of being aware of what/who meis aware of. Jeremy
Campbell in Grammatical Man provides alist of terms used by psychologists
who, over many yeas, have grouped definitions of left brain and right brain
styles of knowing.36

LEFT BRAIN RIGHT BRAIN
intelled intuition
convergent divergent
intellecual Sensuous
reductive imaginative
adive receptive
discrete continuous
redistic impulsive
transformational asciative
linea nonlinea
temporal timeless
explicit taat
objedive subjedive

Transcendencein cinema gives the viewer insight into exterior and interior
experience, enabling the redizaion of perceptual layers or shells between left
and right brain modes of knowing - enabling awareness of the psychologicd
circuitry as the viewer shifts from rabbit to duck or duck to rabbit. This
transcendence, or shift in self-knowing, is encouraged visualy,
musicdly/sonicaly or through the synergetic combination of the two. |
believe, however, the cmbination of visual and aural eventsto produce a
transcendental experience has deep rocts in human perception which can be
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described in terms of modes of heaing/listening and sedng/watching. This
combination can also be described in terms of synaesthesia or paly-modal
sense perception.

In this paper we have discussed the senses, synaesthesia and cinematic
transcendence Michad Snow states "knowledge isolates, seleds and pants
out unities or differences which were not previously evident. |dentification,
definition is a matter of limits, of recogniti on of limitations, bounds and
boundaries."37 In this paper | am attempting to push the boundaries of
cinematic analysisto include apoly-modal synthesis. In thisregard, | am
looking at how cinematic visual and aural eventsinterad to produce ashift in
awareness

Wavelength (1967), by Michael Snow, is aforty-five-minute film which
encourages transcendencein the viewer. The filmis dructured as an apparent
"single shot," moving progressively and slowly towards a photo of an ocean
wave on awall. The amera©s forward movement is through the dmost-empty
spaceof aroom, providing the viewer with psychological spaceto imagine and
tofill the screen with hissher speaulation and to hypothesize dout the
"dramatic" narrative which istaking place At various times throughout the
film, events happen - abodkcase is moved into the room; two women enter
the room and li sten to the radio; the women disappea; a man enters the room
and fallsto the floor, as if deal, and a woman enters the room and telephones
aman cdled Richard, telling Hm about the dead man on the floor and to
arrange ameding downstairs.
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Bruce Elder gives adetail ed and knowledgeable analysis of thisfilm,
defending it as a meditation of dramain film, an interplay of time and space
as sngdle, fixed and continuous, and the aeaion on film of a subjedive space
the spaceof vision and imagination.38 His analysis shows how Snow evokes,
in the viewer, an engagement of self in the negotiation of the film©s snse of
time and space For Elder, the canera movement is the structural organizing
principle of the film; from the long, slow, forward movement of the camera
lens towards the photo of the waves on the wall, to the intense di max of the
movement of the image, finally moving towards the viewer.

Asinthe cae of Wittgenstein©s duck/rabbit paradox, the "line" of
consciousnessshifts between the film©s subjedive spaceof vision and
imagination and the underlying subjedive awareness of the viewer©s own
interior spaceof vision and imagination. Through the use of the "single shot,"
the viewer is confronted with self-awarenessin the form of questions such as,
what is happening here? What is this film about? Where is this narrative
taking place? Why is the man on the floor? Who are these women? The
interior spaceof the viewer becomes fill ed with possble answers or solutions
to the questions being asked. Throughout the film, there isahum in the
badground of the film. This sonic event aurally complements the notion of
awave length. Metaphoricdly this generated wave or signal suggests, along
with the slow moving zoom, that all lifeis a wave formation.

Bruce Elder writes:

Suddenly one®©s attention is diverted from the mntinual extension of
the 2oom. There occursthe seand o the "human events': two
women, one of whom we saw previously supervising the moving into
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the room of abodkcase, walk into the room and listen to aradio

broadcast (suppasedly) of the recording " Strawberry Fields
Forever."39

The playing of this popular tune ads as atrigger which adivatesa
different knowing. As athen well-known Bedles ng, it provides the viewer,
aurally, with a sense of familiarity of the known, as contrasted with the
unfamili arity of the film©s context, the unknown. The song enables, in the
viewer, a"bre&" or shift in knowing in the right-brain sense. Wavelength
visually cdls upon the viewer©s intuition, sensuousness imagination,
receptivity, associativenessand subjedivity. With the insertion of
"Strawberry Fields Forever” into the film©s discourse, the viewer shiftsto a
left-brain mode of knowing of the intelled, intellecual, reductive, adive,
redistic and oljedive. The visua right-brain adivity of recognition is
contrasted with the aural left-brain adivity of experience. At thispaint, a
spontaneous shift of asped yields a new perceptual whole; thus the film may
be seen first as "imaginary" and then as "red", with no processof interference
intervening.

A second and completely different aural trigger of cinematic
transcendence can be seen/head in the film Variation on a Cell ophane
Wrapper (1970) by David Rimmer. Thisfilm is structured in asimilar way to
that in which eledro-acoustic music compasiti ons are often organized.
Communication theory initially began with the dedronic signal. Asthe
theory increased in acceptance, musicians began to seethat the dectronic
signal itself was material with which they could work.
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In 1948 Claude E. Shannon published his Mathematicd Theory of
Communication based on hiswork in dedphering eledronic signal messages.40
Simply stated, in communication theory, the amount of information conveyed
by the message increases as the amount of uncertainty as to what the message
adualy will be beaomes greder. Thiswas arevolutionary idea A message
which is one out of ten possible meanings conveys a small er amount of
information than a message which is one out of a million possble meanings.
Entropy, in communicaion theory, is the measure of uncertainty, and entropy
is taken as the amount of information conveyed by a message from a source
The more that is known about what message the source will produce, the less
uncertainty, the lessthe entropy and the less information.

Edgar Varese, (1833-1964) is widely regarded as one of the first masters
of eledronic music. Rather than imagining structures of melodies and
harmonies as auch, he conceived of music morein geometric, sculptural
terms. Blocks of sounds could be treaed as objeds to be turned, reshaped and
projeded through space- something of a ©plate tedonic.© Varese preferred not
to cdl hiswork "music", but rather "organized sound."4©

One strategy electro-acustic compasers use to organizetheir
compositionsisto play with detail, foreground and badkground.42

Rimmer visually uses the repeaed pattern of afadory worker
straightening out a shed of cdl ophane in the same way one may straighten out
afolded sheda before making abed. Thisisthe detail signified by its
placement in the foreground or background, or transformation from one
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ground to the other. Visualy, Rimmer places this detail, or information, in the
respedive fore and badkgrounds through layering on top o, or underneah,
colour, or its absence and film textures. Similarly, the aurally detail ed motif,
gesture or information is foregrounded or backgrbunded through tape
manipulation (splicing, looping, tape reversal, speed ateration, and amplitude
and frequency modulations).

Rimmer is playing with visual and aural entropy. Asthe viewer comesto
know more aout the message the film will produce (a woman slowly and
repeaedly flapping alarge shed of cdl ophane), the lessuncertainty, the less
entropy and the lessinformation there is. Rimmer visually kegys the viewer©s
consciousnessof the message d the line cncept of our Duck/Rabbit analogy.
However, aurally, he uses music to enable the viewer/li stener to have a
cinematic transcendence Repeaedly, when the visual image lesensin
intensity, the musical gesture or detail moves closer to the foreground of the
cinematic experience. When the musicd detail wanes into the sonic
badkground, the visual detail waxesin the visual foreground.

As such, Rimmer forces the viewer to shift between visual and aural
modes of perception throughtheir respedive placementsin the schemata of the
perceptual foregrounds and badkgrounds. Thus, thisfilmis based on avisual
and aural gesture beingintell ecually/intuitively, convergently/divergently,
discretely/continuously, explicitly/tacitly perceived. Each time there is a shift
in consciousness between these two modes of perception, a dnematic
transcendence occurs and the viewer, if self-aware, is knowingly reposited into
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amode of consciousnesswhich moves him/her towards lf-understanding.
This mode of consciousnessis cdled "resporsibility” in Lonergan©s system of
self-appropriation.

The philosopher, Bernard Lonergan, in his Insight: A Study of Human
Understanding, provides a dea description d how the knower comes to know
the knower in experience43 Simply stated, one©s sf-understanding requires
aprescribed way of thinking which enables and adivates the organizing
principle and function of self-appropriation. Self-appropriation is
transcendencein the most personal sense. Dr. Moira Carley has developed the
following chart which outlines the progressve levels of consciousnesswhich
are stages of self-appropriation a transcendence 44

LEVELS of CONSCIOUSNESS WHAT | WANT/DESIRE MY QUESTION/MY TASK AS KNOWER

experience data be atentive

uncerstanding intelli gibility What isit? beintelligent
Why isit?

reflection truth Isit so? be reasonable

resporsibility good Isit valuable?be responsible

Throughout this film the viewer is confronted with visual and aural data
or information. At thistime, there ae no questions. However, as
understanding increases through the questions, what isit? and why isit?, the
viewer is developing an intelli gibility abou the experience he/she is having.
Thisleadsto the refledive question, Isit true?This question in turn leads to
the question. Isit valuable?In ather words, Where am | in this experience,
what am | leaning, and what have | leaned?
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In bath Wavelength and Variations on a Cell ophane Wrapper,
sound/music is used to trigger cinematic transcendence transcendence being
ashift in perception of the viewer/listener. Wavelength©s visual movement is
in the form of a 200m lens closing in on a stationary objed. In Variations on
a Cell ophane Wrapper, visua movement isin the form of a stationary camera
filming a moving subjed/objed.

Peter Harcourt, in a dassledure, defines parataxis as "arhetoricd term
relating to the dimination of temporality and logicd connedive links."
Wavelength©s parataxicd treament of foreground, detail and badkground is
different from that of Variations on a Cell ophane Wrapper.” It isa sow
unfolding of these three éements. However, Variations on a Cellophane
Wrapper approacdes these dements catachrestically in order to startle or to
shake the viewer/listener into awarenessof detail, badground and foreground.
(Harcourt describes caadresis as the "deli berate misuse of arhetoricd device
- to startle, asin rap music.") In both films, the aural dimension plays a
pivotal role in negotiating the shift between uncertainty and certainty,
unfamili arity and famili arity; a shift between duck and rabbit; a shift towards
self awareness and the unravelling of perceptual and psychologicd masks.

David Rimmer states, "the ambiguity of the content-message permitsthe
viewer to experienceand interpret the filmin a variety of ways."46 Thisisthe
sense of freedom we have to explore synaesthetic adivity in his work. Both
David Rimmer©s and Michad Snow®©s films evoke synaesthetic, or poly-modal
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sensory experiences to trigger cinematic transcendencein the viewer. Their
works are a onscious intermixing of visual and sonic events, where the sonic
isinexorably conneded to the visual, and the visual keyed to the sonic. This
play between the aural and the visual allows for a blurring of the bias of space
concept over time cncept and time @ncept over space oncept.

Harold Innisin his Pleafor Time states "the dharader of the medium of
communicdion tends to creae abiasin civili zation favourable to an
over-emphasis on the time ancept or on the space oncept and only at rare
intervals are the biases offset by the influence of another medium and stabili ty
isadhieved."47 1 believe that synaesthetic fil m analysis addresses these biases
and provides a different ideologica nucleus from which to explore.

| propose that film analysis must addressboth time wncepts and space
concepts within a unity of comprehensive experience To separate the
visual/space oncept from the aural/time cncept means not considering the
synergistic interadion of the two concepts/dimensions and their combined
eff ect on perception and consciousness. | believe aiticd analysis from this
synergetic/synaesthetic perspedive could provide insight into how the
cinematic wholeis greaer than its parts.

Diana Deutsch in her Paradoxes of Musicd Pitch states:48

Reseach into the way individuals hea particular sequences of tones
reveds how the brain uses different cues to make sense of ambiguous
sounds. Indedd, the latest studies suggest that perception of certain
musicd paradoxesis related to the processng of speed. It appeas
that during childhoodindividuals gradually aaquire arepresentation
of pitch that is peauliar to a particular language or dialed. Hence, a
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native of Californiawill perceive a cetain pattern of tones differently
from a native of the south of England. Such studies have reveded
that a cmmon influence on perception of both speech and musica
pitch existsin individuals. Furthermore, the reseach has over-turned
some asumptions, particularly one concerning perceptual
equivalencefor musicd patterns. This assumption states that a
musicd passage remainsidentifiable even if it is presented in a
different key from that in which it was originally heard. But on the
contrary, certain pitch paradoxes show that this principle is not
universal. Rather, the brain may completely reinterpret the relations
between tones transposed to another key. Thisnotionisas
paradoxicd asthe ideathat a visual shape might undergo a
metamorphosisif shifted to a different locaion in space

| find the notion that humans from different parts of the world will hea
a cetain pattern of tones differently intriguing. Does this information provide

insight into the way afilmis perceved - considering the film©s und tradk to
be an esential constituent of the film? Many more questions gring to mind

when understanding a film as a visual and aural unity. These questions point

to synaesthetic analysis as a possble starting point. It would be a hallenge
to continue this line of investigation in another paper.
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