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The Cinematographer’s Canvas

This is a groundbreaking book that sheds light on the roles of cinematographers in terms of using aspect ratios and framing in films. This book offers a fresh look at the processes associated with the creative side of filmmaking and the use of cinematic space.

Based on the author’s own experience, the book offers an insightful discussion between cinematographers based on questionnaires, interviews, and correspondence with professional cinematographers and film students alike. It describes the different modes of activity such as pre-production, collaboration and working with directors, the processes behind selecting an aspect ratio, and genres and expectancy. The chapters also focus on compositional elements, such as the concept of centre, balance, and negative space. They look behind the act of framing, revealing what impact these visual frameworks have on the work of cinematographers and the overall storytelling experience. Readers will gain a deeper understanding of the artistic and technical decisions that cinematographers make, how these decisions impact their work, and their creativity in the visual narrative.

This book will make ideal reading for students and practitioners of filmmaking, cinematography, composition, and framing, as well as for anyone interested in film, creative processes, and visual storytelling.

Timo Heinänen is a professional cinematographer with over 30 years of experience in the industry. He is also a cinematography teacher, having worked as a professor at ELO Film School in Helsinki, Finland; at the London Film School as a Head of Camera; and as Senior Lecturer at British University Vietnam. He is a member of the Finnish Society of Cinematographers.Page ii (blank)
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1 Introduction and Background

DOI: 10.4324/9781003627968-1


German-born art and film theorist, and perceptual psychologist Rudolf Arnheim introduced the concept of force field in art theory and visual perception.1 Arnheim’s theory is based on the idea that the visual elements, the frame, and canvas sizes interact with each other in a composition. The boundaries of a frame, the size and form of it, have an effect on perception as the distribution of visual forces and energies varies inside the frame. Dr Des O’Rawe writes: “There is always more to framing than framing (…) the frame does not simply surround and present the image; it structures it, and what is framed and not framed, including and excluded, centered and decentered, invariably reveals a method, a choice, a way of seeing the world. Is the frame, then, the primary unit of film meaning, “the absolute standard of reference for the whole of cinematic representation. Does it matter chiefly in relation to image composition or projection, the shot, or the screen?”2

The cinematographer’s job is to master technology, cameras, lenses, and light, but ultimately it is to understand the story and to identify its visual needs and capture those. This book focuses not only on the conceptual and practical processes but also on the role of the cinematographer in the process when working with different aspect ratios. This topic has not been researched in great detail before in film history. Therefore, this book aims to shed new light on these processes related to the cinematographer’s input and role in these processes. The Cinematographer’s Canvas asks questions about how aspect ratios affect the cinematographer’s thought process, decision-making, and framing in general.2


Personal Background

The current aspect ratio of TV sets is 16:9 (1.788:1). These numerical values define the proportions of the image, its width and height. In other words, 16:9 means that the image is 0.788 times wider than its height. While studying at film school in the early 1980s, all the student films were shot on 16mm film with a 1.37:1 aspect ratio. One of the author’s last films was a director’s graduation film. Once it turned out that the film was possible to shoot on 35mm film, it was possible to choose an aspect ratio other than 1.37:1. Finally, 1.85:1 was mutually selected. After having shot numerous student films on 16mm and 1.37:1, this film offered a unique opportunity to not only shoot on 35mm for the first time but also to explore this new aspect ratio. As a young filmmaker, the author was very excited to work with a wider 1.85:1 aspect ratio; however, he found himself wondering what to do with all that extra space on both sides of the frame. In terms of space, the difference between 1.37:1 and 1.85:1 was truly remarkable, both from the practical and emotional perspective, recalls the author.

In the late 1980s, VHS cassettes introduced a new way to watch films – now at home. The films were presented with a 4:3 aspect ratio, which was the TV’s aspect ratio at the time. This meant that the widescreen films were cropped to suit this box-like aspect ratio of TV, losing quite a bit of the original image. The author is still able to remember some scenes with the complete absence of characters, as they were framed close to the sides in the original composition tv showing only the middle section. Later, at the beginning of the 1990s, films with their original widescreen aspect ratios started to be available, however, they needed to be ordered from overseas. Quite suddenly you were able to study and research the films in their original widescreen aspect ratios.

Alongside over three decades of experience as a cinematographer, the author has also spent more than 17 years teaching cinematography and filmmaking at various film schools. Surprisingly, he discovered that aspect ratios did not hold much significance for the students, as they generally seemed to overlook the potential of visual narrative and aspect ratios. In most cases, the students automatically chose the wide 2.35:1 aspect ratio without considering the implications and narrative possibilities that much. When asked about the reasoning, their responses were often very vague. Occasionally, they replied that for them the 2.35:1 was cinematic and cool. The next question was whether they thought that F.W.Murnau’s Sunrise (cinematography by C. Rosher and K. Struss) was not cinematic then. The vertical space is beautifully used in Sunrise (shot with box-like 1.20:1), which differs greatly from wider aspect ratios’ cinematic space. These discussions with his students highlighted the need to explore visual narrative and aspect ratios further. It took several years before the students began to show any interest in aspect 3ratios such as 1.33:1 and 1.37:1. This was occurring only after the introduction of the new TV’s aspect ratio, 16:9. Prior to that, these narrower aspect ratios were not considered appealing as being too strongly associated with TV.



Historical Background

During history, not only thetechnological innovations and curious filmmakers have had an effect on the geometry of film images and the filmmakers have constantly been exploring other options and new languages for visual narrative. In both Intolerance (1916) and Broken Blossoms (1919), director D.W. Griffith and cinematographer Billy G.W. Bitzer pioneered in exploring the cinematic image in new ways. They wanted to take visual expression further by modifying the 1.33:1 aspect ratio. They used physical masks, such as round, horizontal, and vertical ones in front of the lens and by that, they were able to control and guide the attention, emphasise details, and change the dynamic of the images.

The analogue workflow was less flexible due to technical limitations in both the capturing and projection phases. In spite of that, filmmakers were able to explore and utilise new kinds of spatial thinking and visual narrative. In Napoleon (1927, directed by Abel Gance, cinematography by Jules Kruger, Léonce-Henry Burel, and Jean-Paul Mundviller), three standard 35mm cameras (1.33:1) were used side by side to create a 4:1 image.4


[image: A woman walks through a dark alley towards the main street which lays horizontally in the foreground. The bottom and top are masked by black masks making the image appear more dynamic.]

Figure 1.1 Broken Blossoms




[image: A thoughtful man leaning his elbow on a table.. Black masks on both sides of the boxy aspect ratio is narrowing the image.]

Figure 1.2 Broken Blossoms 




[image: The wide image consists of three individual camera images emphasising horizontality. Napoleon is standing on the left side of the image on a hill. There is a military camp below with flags flowing.]

Figure 1.3 Napoleon



It was no longer than a couple of years after Napoleon that some films explored the use of wider vistas along with the traditional aspect ratios. Roland West’s The Bat Whispers and Raoul Walsh’s The Big Trail, both produced in 1930, used both 35mm and 65mm cameras side by side to capture the same stories. In The Bat Whispers the 35mm version was shot by Ray June and the 65mm version by Robert H. Planck. The cinematographers behind the cameras in The Big Trail were Arthur Edeson (65 mm) and Lucien Andriot (35 mm). Ultimately, the standard 35mm version was presented 5with a 1.2:1 aspect ratio, while the 70mm Grandeur version showed a wider 2.13:1 scenery. The same story, two different cinematic spaces.

The tri-panel technique in Napoleon (similar technique used in Cinerama films in the beginning of 1950s) was called Polyvision, and its impact was remarkable. French astronomer and physicist Henri Chrétien was inspired by Polyvision, and in 1926, he invented a lens that was able to compress images laterally during shooting. This optical system was called Hypergonar.

This invention allowed a wider horizontal image to be compressed into a conventional 1.33:1 frame, which was then de-squeezed in projection, resulting in a wider image on the screen. This was the origin of the CinemaScope technique. However, Chrétien’s invention was forgotten for decades, as it 6didn’t draw much attention at the time. It was not until the early 1950s that 20th Century Fox Studios became interested in Chrétien’s invention, the reason being that cinema ticket sales were declining because of the popularity of televisions. This new widescreen innovation offered something visually more powerful than TV. Interestingly enough, this revolutionary introduction of a new technique was not done by the filmmakers, but by the studio. Filmmakers now had to learn a new visual language, as the traditional framing rules and principles no longer worked. Films like The Robe (1953), directed by Henry Koster and shot by Leon Shamroy, from the beginning of CinemaScope era clearly reveals this learning process.


[image: Two men in old Western outfits standing next to each other by a wooden building in town. The left one is leaning against his rifle and the man opposite him is looking more formal. There are other people sitting by the building.]

Figure 1.4 The Big Trail 35mm




[image: A wider image of two men in old Western outfits. They are standing next to each other in the middle of the frame. Wider image shows more visual information of the town and people.]

Figure 1.5 The Big Trail 65mm



Aspect ratios and film genres are traditionally linked. The wide 2.40:1 aspect ratio has often been associated with Westerns, while the more square 1.37:1 ratio is considered appropriate for drama. Meek’s Cutoff (directed by Kelly Reichardt, cinematography by Christopher Blauvelt) can be considered a Western, however, it escapes the conventional approaches of genre conventions. Instead of capturing vast landscapes and grand vistas, a limited and narrow aspect ratio of 1.33:1 is used, which enhances the content and supports the story in a unique way. This was based on the idea of female characters’ bonnets, which restricted their view in real life.7


[image: A woman in a Chinese bamboo hat wearing a plastic disposable raincoat. She is standing in the middle of the frame in profile. The backdrop feels to be a painted landscape.]

Figure 1.6 I Am Not Madame Bovary



Digital technology has opened up opportunities to explore various aspect ratios and storytelling methods. In recent times, several films have been filmed with more unconventional aspect ratios like 1:1 (Xavier Dolan’s Mommy, cinematography by André Turpin) and tondoscope, a circular frame (Feng Xiaogang’s I Am Not Madame Bovary, cinematography by Luo Pan).



Theoretical Framework

During film history, discussions related to aspect ratios have primarily focused on directors and their use of space and framing. The role of the cinematographer has often been overlooked. Therefore, there is a need to shed light on these processes that cinematographers are involved in to understand how cinematic space can be used as a narrative tool.



Research Data

The research data consists of various sources such as a questionnaire, face-to-face interviews, email correspondence, workshops, and the author’s own expertise as a cinematographer and teacher. Interviews were based on the themes that emerged from the questionnaires. Eventually, these themes provided a fundamental structure for the entire research. Upon discovering the themes and patterns, it became evident that certain themes overlapped with others and fell into multiple categories; thus, some themes are discussed in more than just one chapter.


Questionnaire

A 17-point questionnaire covered various aspects such as personal experiences, preferences, genres, rules, and guidelines, as well as artistic collaboration and roles. The questionnaire was sent out globally with the help of IMAGO, the International Federation of Cinematographers. It reached cinematographers across continents and countries. Fifty-five responses were received in total from Australia, Austria, Belgium, Brazil, Canada, Czech Republic, Denmark, Estonia, Finland, France, Germany, Greece, Iceland, Ireland, Japan, Mexico, New Zealand, Norway, Philippines, Switzerland, Poland, Portugal, Romania, Serbia, Sweden, the United Kingdom, and the United States of America.



Interviews

The author has conducted 18 face-to-face interviews with various filmmakers, the majority of whom are cinematographers. These interviews included 8renowned and acclaimed filmmakers who have extensive experience in filmmaking. Two interviews were took place online.



Email Correspondence

The material from Genkichi Motokichi Hasegawa, André Turpin (before and after the face-to-face meetings), Giora Bejach, Boróka Bíró, and Robert Yeoman was obtained through email correspondence.



Workshops

The author has been conducting workshops and classes on aspect ratios and visual storytelling at various film schools across Albania, Estonia, Finland, Germany, Russia, Spain, and the United Kingdom. These workshops have 9focused on the artistic approaches and visual grammar associated with different aspect ratios. The workshops have covered a range of aspect ratios, including 1:1, 16:9, 9:16, 2.35:1, and an unique 360° panorama format (360° image was compressed into a 4:1 aspect ratio). The students were given an assignment to shoot the same short script with three different aspect ratios (1:1, 1.78:1, and 2.35:1).


[image: A 360 mirror lens attached to a DSLR camera which points upwards. Two male students are adjusting the camera in the street.]

Figure 1.7 The cinematography students Julian Krubasik and Christopher Aoun from HFF Munich, setting up a 360-degree mirror lens. Photo by the author.





Personal Professional Experience

This research is also based on the author’s personal experience over three decades as a cinematographer and nearly two decades as a teacher, including at the London Film School, ELO Film School Helsinki and British University Vietnam.



Miscellaneous

Some of the research material was obtained from presentations. Kommer Klein and Axel Block gave very interesting presentations at the Film Form Symposium at ELO Film School Helsinki in 2013. The symposium was organised by Kirsi Rinne and the author. Additionally, the publication titled Framing: A Symposium on Cinematography 1990, The Report has served as a valuable source.




Methodology

At the beginning of this research, the author gathered material from both professional cinematographers and film students. Based on the identified patterns and themes, further questions were created for the additional interviews where it was possible to delve deeper into specific topics and themes.

The interviews were conducted in various locations across different countries. Vittorio Storaro, John Seale, Philippe Ros, Walter Murch, Stefan Grandinetti, Robbie Ryan, Caleb Deschanel, Jean-Marie Dreujou, and André Turpin were interviewed at the EnergaCAMERIMAGE festival in Poland. In addition to Turpin’s face-to-face interview, the author also recorded his press conference after the screening of Mommy at the festival. The interviews with Seale, Deschanel, and Murch were held at the Camerimage Press Conference Centre, with each author being granted a half-hour time slot. During John Seale’s interview, when the allocated time was over and there was a reminder of the time, he carried on the well-flowing conversation for another 15 minutes, only giving a laugh. Vittorio Storaro’s interview took place in a bar at the Holiday Inn Bydgoszcz, which was a significant moment for the author as he has been one of the major inspirations for his growth as a cinematographer. Some of the interviews were conducted in restaurants; André Turpin was interviewed in Bydgoszcz and Sławomir Idziak, 10Esa Vuorinen and Jarmo Kiuru in Helsinki. Mark Swadel and Carlos Ebert were interviewed during IMAGO’s annual general assembly and CILECT’s meeting. The interview with Swadel was conducted on a bus from the conference to a hotel in Paris, while the latter took place in an empty conference room on the top floor of a hotel in Buenos Aires. Axel Block was interviewed at the HFF Munich Film School, where the author was conducting a five-day workshop at the time. Philip Sindall was interviewed at London Film School and Annika Summerson online. Film students Päivi Kettunen, Salla Sorri, Sevgi Eker, Eeva Siivonen, and Mika Niinimaa, along with editor Juuso Lavonen, were interviewed at ELO Film School Helsinki, while Sandra Tabet was interviewed at Royal Festival Hall in London.

The author had scheduled an interview with Łukasz Żal at a restaurant in Warsaw, but upon meeting at the location, both of them agreed that the noise level in the restaurant was too high. Żal kindly suggested conducting the interview at his home, which was located around the corner. The conversation flowed effortlessly, with Żal displaying great enthusiasm and openness. During the interview, a wide range of subjects were covered, including the differences between Western and Japanese visual arts. Furthermore, during the author’s conversation with John Seale at Camerimage, they not only discussed his experiences, particularly in The English Patient and Mad Max: Fury Road, but also his work in television. Their conversation included topics such as the rules of thumb, the use of centre framing and negative space, and the differences in aspect ratios and their impact on visual narrative. All the interviews have been carefully documented on audio and/or video recordings.



Objectives

This book introduces new knowledge and insights by exploring aspect ratios from the perspective of cinematographers, an area that has not been extensively studied before. The objective is to provide a fresh perspective on aspect ratios, examining the use of cinematic space in narration and understanding the processes behind and during the filming. It is crucial to acknowledge that cinematographers are not solely technicians but also artists who effectively communicate content and emotions through the cinematic screen’s force field. Ultimately, the primary goal of this work is to challenge conventional thinking and approaches, offering innovative viewpoints for current and future filmmakers.



Structure

“Selecting the Tool – On Expectancy and Genres” chapter explores the significance and meaning of aspect ratios in filmmaking. Aspect ratios are 11selected based on genres, expectancy, and the story needs. It discusses how different aspect ratios influence the cinematographers’ work and approaches, audience perception, and emotional engagement. Cinematographers discuss their creative processes with familiar and more unconventional aspect ratios, how they affect their thinking processes, and possibilities in supporting narrative. Cinematographers discuss their working methods and approaches in these processes and how to use conventional and unconventional aspect ratios to deliver information and emotions. Some filmmakers are challenging these conventions to create unique visual narratives and thus enhance storytelling.

“Pre-production and Working with the Director” chapter explores the collaboration between the cinematographer and director in filmmaking, emphasising the importance of communication, mutual understanding, respect, and trust. It illustrates how different ways of pre-production may affect the creative process. Cinematographers are discussing their collaboration with directors, highlighting the critical role of aspect ratio in framing, aligned visions, and artistic freedom. The importance of an aspect ratio in enhancing visual narrative is also discussed. The text emphasises the importance of collaboration, communication, and pre-production and the meaning of those for the film’s quality and coherence.

“The Modes of Activity in the Selection Process” chapter explores the decision-making process involved in selecting an aspect ratio, emphasising the collaborative roles of the cinematographer, director, and producer. There are several factors included in the selection process. Artistic vision, personal preferences, conventions, expectancy factors, technical requirements, and distribution considerations can all have an effect in the selection. . In spite of the common way to collaborate with the director regarding the selection process, cinematographers themselves may play an active role when proposing an aspect ratio.

“The Act of Framing – Emotions, Intuition, and Rules” chapter discusses the framing, the use of composition, and meaning of aspect ratios in the filmmaking process. The cinematographers discuss the meaning of composition in relation to aspect ratios, their personal likes and dislikes, and their approaches and principles. The filmmakers share their experiences on balancing between personal style and storytelling needs. The chapter exposes how unconventional aspect ratios not only can offer unique possibilities in framing but also can limitt artistic expression. The discussion also dwells around the intuitional and emotional side of framing and how to use framing and aspect ratios to support the story’s emotional needs. The chapter also presents filmmakers’ approaches when working with multiple aspect ratios in a film. There are differences in practices in terms of relying on 12compositional rules as some cinematographers want to follow these rules whereas some have the need to avoid them at all costs.

“On the Centre, Balance, and Void” chapter discusses the meaning of aspect ratios, the concept of centre, visual balance, and negative space and void. . Wider aspect ratios offer better possibilities to use balance in a more dynamic way compared to the more narrow aspect ratios. The narrower aspect ratios tend to emphasise verticality and depth. The cinematographers discuss the use of negative space and void and how these can add psychological depth to the narrative. This chapter presents how both physical and conceptual elements of the frame shape the viewer’s experience and emotional reception and resonance.

“Final Observations” chapter concludes the discussion with final observations.

“Appendix I” – Transcripted Interview with Cinematographer Łukasz Żal.

“Appendix II” – References

“Appendix III” – List of films with 1.19:1, 1.33:1, 1.37:1, 1.50:1, 1.66:1, 1.90:1, 2.00:1, 2.20:1, 2.55:1, 2.76:1, and 2.89:1 aspect ratios (excluding 16:9 and 2.35:1 and 2.39:1/2.40:1) and films that use multiple aspect ratios and endoscope films.

“Appendix IV” – Further Reading

“Appendix V” – Acknowledgement



Notes


	Arnheim, Rudolf. Art and Visual Perception: A Psychology of the Creative Eye, University of California Press, 2004.Return to text.⏎

	O’Rawe, D. “Towards a Poetics of the Cinematographic Frame.” Journal of Aesthetics & Culture (2011). https://doi.org/10.3402/jac.v3i0.5378.Return to text.⏎
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2 Selecting the Tool – On Expectancy and Genres
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Psychologist and philosopher Hugo Münsterberg writes “Of all internal functions which create the meaning of the world around us, the most central is the attention. The chaos of the surrounding impressions into a real cosmos of experience by our selection of that which is significant and of consequence.”1 This chaos can be seen and organised through an aperture. The English word “window” derives from the Old Norse “vindauga” (from vindr, “wind,” and auga, “eye”) and emphasises the etymological root of the eye, open to the wind. “The window aperture provides ventilation for the eye (…) A brief history of fenestration will demonstrate how the window as an architectural opening for light and vitiation ceded its priorities to the modern function of the window: to frame a view.”2 Just as the architectural “vindauga” frames a view in a house, a frame organises and encapsulates the visual elements for the viewer within a frame in film. Rudolf Arnheim, an art theorist, introduced the concept of a force field, which consists of the image area’s visual energies, and these energies can be presented as vectors. The visual energy and vectors differ depending on the frame size and aspect ratio. The wider we go, the more the vectors can spread around the image, while the more narrow 1:1 aspect ratio, with reduced horizontality, keeps the energy vectors more concise. In other words, the tension of these vectors also differs depending on the size of the image. This force field can naturally also be related to the cinematic frame and aspect ratios. Nestor Almendros explains how differently the horizontal and vertical frames can be used for storytelling purposes. He points out that “(…) besides what I told you about organizing what is in the frame. Also about what influence you can have on people through what is in the frame. The classic idea is that horizontals give you an idea of peace, 14and verticals have unrest and then the diagonals were used very much by the Soviet filmmakers of the silent times – in Potemkin, etc. The diagonals give movement; it helps convey fighting against something.”3


Expectancy

When selecting an aspect ratio, several factors and considerations are involved. Some of these are considerations of a filmmaker’s personal background, intuition, spatial limitations of locations, story’s needs, and reception, not to forget the distribution factors. The cinema experience is based on expectations and agreements between the filmmakers and the audience. If you go to see a Western, you most likely expect it to be screened in a wide 2.40:1 aspect ratio. Yannis Daskalothanasis shares an example: “It is a film about everyday people and the camera involves a lot like being one of the characters. So the aspect ratio had to be something familiar to the audience, like a 16:9 television frame.” Daniel Maddock agrees that cinema is an art of expectations: “Not only do the mediums create expectation, but also genres create expectation. The wide screen format for a grand epic story is something that people expect. 2.40:1 The film was Spielberg inspired action cinema. It had a grand scale of story (monster/alien and journey) so the film needed to be told in that traditional grand scale.” He continues: “We, the viewers, know what to expect from it. So, when we see a film with aliens or a war film it must be 2.40:1 as opposed to when we see an intimate, dialogue driven drama about a couple it is expected to be 16:9.” Camera Operator Philip Sindall says: “(…) of the 45, 50 films I’ve done, I’ve probably only been involved, I mean, not actually choosing myself, but involved in the discussion about whether it be 1.85 or 2.35. I mean, it’s normally between those two. (…) I know now we have the others because of HDTV, but I mean, for me, the majority of films are either 1.85 or 2.35, and it was always that decision of whether you want to be, and I kind of hate this word, but some people say 2.35 is more cinematic, and to me it’s kind of (…) you get sucked into this thing about it being widescreen and therefore it’s more important than all the rest of it, but does it work for the story?”, asks Sindall. Jean-Marie Dreujou identifies this by mentioning that he has often worked with anamorphic formats because as a producer they collaborated with strongly associated cinema with anamorphic widescreen. “It’s like an American you know, it’s the tradition,” says Dreujou. John Seale admits that if they would reshoot The English Patient, it would have to be anamorphic not only from the studio’s point of view but possibly the director’s and producer’s, and possibly himself too. “I would now go anamorphic. It’s a far better accepted format for cinema. But I think people go to the cinema now and when it opens that big screen – that’s what they expect,” says Seale. Aspect ratios and film genres are tightly connected but these 15conventions can naturally be challenged. Audiences paying to see an action film, are expecting to have a big screen experience, but if filmmakers offer them something out of ordinary, their expectation gets most likely challenged. Carlo Mendoza emphasises the story’s need against conventions and expectancy: “I honestly believe that sometimes, the genre gives an automatic suggestion of what aspect ratio the film should be shot,” says and continues: “But then again, if the story calls for another aspect ratio based on the director’s vision, then the genre is not the one that dictates the aspect ratio. My next film is a period film about a national hero in the Philippines, set in 1896 during the time the Spaniards colonised the Philippines, and I thought that the genre is telling me to shoot it on 2.40:1.”

Marek Jicha argues that different genres require different aspect ratios. For example, action movies benefit from wider aspect ratios to accommodate unbalanced compositions, while crime stories set in narrow Parisian streets do not require such wide ratios. Fairytales and Westerns also benefit from wider aspect ratios, as do war movies and films set in the future or space, says Jicha. He further suggests that Charlie Chaplin’s slapstick comedy would not have the same impact if shot in a narrower aspect ratio, as it would leave him feeling isolated within the frame. Camera operator Philip Sindall explains: “I shot Mr Bean’s Holiday. I didn’t work on the first one, and I was offered the film, and I thought, well, yeah, it’d be something really different. I’ve never done a comedy before (…) and myself and DP and the director were talking about aspect ratios, and (…) we all sort of felt that we wanted to make it different from number one, and so one of the discussions was should we go 2.35[:1] (…) and try and be more cinematic for want of a better term, and we sort of went down this road. We were exploring, and then we did some tests with Rowan Atkinson, and he looked at the frame and said, well, that isn’t going to work. We’ve got to shoot 1.85 or 1.66, and we all went, why? And he went, it’s Mr Bean. You need to see the whole body. You need to see the movement. You know, every shot, if you have Mr 16Bean in full length, it’s going to be so wide that you’re not going to look at the body action, and the body action is really, really important for Mr Bean. It just doesn’t work. And, of course, we all went, oh, yeah, you’re absolutely right (…) and it was something we hadn’t really sort of considered. So it’s a prime example of whether, you know, that framing is the correct framing for that particular story. I mean, it’s a bit of an odd one, that, but it’s true. Although we were thinking, because we shot a lot of it in France, and there was lots of fantastic landscapes, which did look beautiful in 2.35, and you could see these long roads disappearing into the distance, and that was great, but it actually didn’t work for the character, if that makes sense, and, of course, the character is absolutely essential, because that’s the whole point of Mr Bean, his whole body language,” says Sindall.


[image: A wide 2.35:1 frame where Spanish soldiers are positioned in profile. There are canons, rifles and swords horizontally aligning with the wide frame’s shape. Also the soldiers are layered from close to further away from the camera so that they fill the frame laterally. They are evidently prepared for an immediate fight.]

Figure 2.1 Bonifacio: Ang unang pangulo, cinematography by Carlo Mendoza



Jan Weincke states that certain film genres, such as film noirs and Sergio Leone’s Westerns, are best suited to specific aspect ratios. The expectation that Westerns require wider aspect ratios to present vast landscapes is a commonly held misconception, says Weincke. Jan Betke argues that while it may seem logical to use CinemaScope for Westerns or films mostly taking place outdoors, effective films can be made in any genre and aspect ratio as long as the framing and editing are skilfully executed. Betke emphasises that the content and chosen aspect ratio are aligned with each other. On the other hand, James Chressanthis shares this flexible attitude: “That is an old concept that is no longer relevant that a particular genre must be shot in a particular aspect ratio.
OEBPS/images/fig1.1.jpg





OEBPS/images/fig1.6.jpg





OEBPS/images/fig1.3.jpg





OEBPS/images/fig2.1.jpg





OEBPS/xhtml/toc.xhtml



		Cover


		Half-Title


		Title


		Copyright


		Contents


		1 Introduction and Background


		2 Selecting the Tool – On Expectancy and Genres


		3 Pre-Production and Working with the Director


		4 The Modes of Activity in the Selection Process


		5 The Act of Framing: Emotions, Intuition, and Rules


		6 On the Centre, Balance, and Void


		7 Final Observations


		Appendix I: Interview with Łukasz Żal


		Appendix II: References


		Appendix III: List of Films


		Appendix IV: Further Reading


		Appendix V: Acknowledgements


		Index







Landmarks



		Cover


		Half-Title


		Title


		Copyright


		Contents


		Start of Content














		i


		ii


		iii


		iv


		v


		vi


		1


		2


		3


		4


		5


		6


		7


		8


		9


		10


		11


		12


		13


		14


		15


		16




















































































































































OEBPS/images/fig1.2.jpg





OEBPS/images/fig1.7.jpg





OEBPS/images/cover.jpg
The |
Cinematograpners
Lanvas

Aspect Ratios and Framing the Film

Timo Heinanen

A Focal Press Book E{





OEBPS/images/logo.jpg
% Routledge

Taylor & Francis Group
LONDON AND NEW YORK





OEBPS/images/fig1.4.jpg





OEBPS/images/fig1.5.jpg





