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Abstract

The subject of the thesis is the study ofvikaal aesthetics and properties of film noir. As
part of the research, the thesis draws on Paula8ehis influential essay, "Notes on Film
Noir,” which is used as a frame of reference foiraroduction and thematic classification of
film noir. Following a delineation of the societaifluences crucial to the shaping of the
genre, the thesis lists and exemplifies a set afatteristics peculiar to its visual style. In
particular, the thesis focuses on the visual aésthef the films of the director Orson Welles.
Analyses of selected scenes in the fil@gizen Kane The Magnificent Amberson3he
Stranger The Trial Mr. Arkadin, The Lady from ShanghandTouch of Evilaim to illustrate
the essential elements of the film noir style andusd attest to the significance of Welles’s
work to the development of the genre’s visual asgth. A concise biography of Orson
Welles focusing on his career in film, in theated in radio is included to supplement the
analyses.

The thesis consults critical texts and esdaysAndré Bazin, James Naremore, Paolo
Mereghetti, Foster Hirsch, Charles Higham, and ro@eson Welles and film noir critics as
part of an exploration of Welles’s radicalizatioh fdm noir’s visual style. The thesis
examines Welles’s use of innovative cinematic tesples and traces their impact on the
representation of narrative, of setting, and ofrabirs. Welles uses extreme camera angles
and deep-focus photography as a means of disaimmtaf the spectator, juxtaposes close-up
shots to mediate physical and emotional detachroérnihe characters, employs extended
tracking shots to give the impression of real timed crafts visual symbolism through
camerawork, mise-en-scene, the contrast of bladkvdmte, low-key lighting, shadows, and
mirror reflection. The examination ought to demoatgt the complex manner in which visual

style in film noir reflects the psychology of thbaracters, establishes the setting, conveys



diverse perspectives of different characters to gpectator, facilitates simultaneous action
within a single frame, insinuates a social commmsnmtand creates the prototypically bleak
atmosphere of film noir.

The final chapter deals with the extent of ithguence of film noir style and themes on
the visual look of neo-noir. The profound impactdaenduring legacy of film noir is
illustrated in Ridley Scott'$lade RunnerAlex Proyas'Dark City and Martin Scorsese’s

Taxi Driver, which appropriate and contemporize various otaffsn noir visual conventions.



Abstrakt

Rednttem bakal&ské prace je studie vizualni estetiky aurygm noiru. Pracecerpa z
Paul Schraderovy vlivné eseje ,Notes on Film Noktera slouzi jako vychozi bod pro
piedstaveni a tématické rageni film noiru. Po nastimi spol€enskych vlivi, které hraly
klicovou roli @i vzniku tohoto Zanru, prace uvadi a ilustruje kamabi charakteristik
pitiznatnych pro vizualni styl film noiru. Prace séefdevSim zawiuje na vizualni estetiku
filmu reziséra Orsona Wellese. Vybrané scény zifi@bcan Kane Skvli Ambersonové
Cizineg Proces Pan Arkadin Dama ze Sanghaja Dotek Zlabyly rozebrany za delem
znazorrni charakteristickych prukfilm noiru a dale slouzi jakoiattaz o ginosu Wellesova
dila pro vyvoj vizualniho stylu tohoto zanru. Welba strdna biografie, nasiujici jeho
kariéru ve filmu, v divadle a v radiu, je obsaZzenatelem doplgni analyz.

Teze dal€erpa z kritickych texi a odbornych eseji Andrého Bazina, Jamese Naremora,
Paola Mereghettiho, Fostera Hirsche, Charlese Higha dalSich kritik piSicich o Orsonu
Wellesovi a film noiru fi zkouméni Wellesovy radikalizace vizualniho styitm noiru.
Predmétem rozboru jsou Wellesovy revehi filmové techniky a zfpsob, kterym je uZival pro
prezentovani ge, &jisté a postav. Welles uziva extrémnichiikbmery a silného zadshi
objektivu jako prosedki k dezorientovani divaka, uptatie juxtapozici zakra
z bezprostdni blizkosti pro vyjaieni fyzického a emocionalniho odimni postav, vyuziva
pohyblivé zabry za &elem navozeni dojmu realného plyntdsu a vytvB vizualni symboly
pomoci kamery, rekvizit, kontrastderné a bilé barvy, tlumeného eéHeni, stinu a
zrcadlového odrazu. Rozbor byhoziejmit komplikovany zpsob, kterym vizudlni styl film
noiru vyjaduje psychiku postav, buduje scénu, zpedtovava pro divaka rozdilné
perspektivy postav, umagje soukzné dje v jednom snimku, néjmno vklada spoksenskou

kritiku a vytv&i pochmurnou atmosféru typickou pro film noir.



Zakrecna kapitola se zabyva vlivem stylu a témat filmraaia vizualni vzhled neo-noiru.
Silny dopad a fetrvavajici tradice film noiru jsou znazeény ve filmechBlade Runner

Ridleyho ScottaSmrtihlavAlexe Proyasa Taxik& Martina Scorseseho.
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Introduction

The subject of the thesis is the study of wlsial aesthetics of film noir. Using Paul
Schrader’'s seminal essay "Notes on Film Noir" asame of reference, a brief historical
survey enumerates the origins of film noir and sbeietal influences that shaped the genre.
This is followed by film noir's thematic classifitan and an exposition that strives to arrive
at what constitutes the distinguishing charactessif its visual style. An analysis of selected
scenes in the film€itizen Kang The Magnificent Ambersonshe StrangerThe Trial Mr.
Arkadin The Lady from Shanghaind Touch of Evilby the director Orson Welles ought to
illustrate the essential elements of film noir sfyhnd attest to the significance of the
director’'s work to the development of film noir. Tloat end, a biographical sketch outlining
Welles’s career in film, in theatre, and in radialso included.

The object is to explore Orson Welles's ralizedion of film noir's visual style through
his use of innovative cinematic techniques andetrtheir impact on the representation of
narrative, plot, and characters. The thesis comsuitical works and essays by André Bazin,
James Naremore, Paolo Mereghetti, Foster Hirschyl€hHigham, and other film noir and
Orson Welles critics to instantiate the directon'gplementation and innovation of the use of
extreme camera angles, deep-focus photographyagasgition of close-up shots, extended
tracking shots, and visual symbolism of the camer&wmise-en-scene, colour contrasts, and
lighting. The examination should serve to demonstthe complex manner in which visual
style reflects psychology of the characters, esthét the setting, mediates different
perspectives, comments on the society, and crélateguintessentially dark atmosphere of
film noir.

The last chapter will outline the extent toiethfilm noir aesthetics and themes serve as

the basis for the neo-noir style. The legacy arildience of film noir will be illustrated in

10



Ridley Scott'sBlade RunnerAlex Proyas'Dark City and Martin Scorsese$axi Driver,

which are selected as representatives of divess@laspects of film noir.
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1. What is Film Noir?

Film noir is a filmic style that can be tracasl far back as the nineteen fortidgir is a
French word foblack and even though the denotation of the styleditgimeanslackfilm,
it above all alludes to the tone of the films proeld in the United States between 1940 and
1959 in which the protagonist, typically a privatgestigator, a police officer, a government
agent or a journalist investigating a criminal céaés prey to a seductive femme fatale and
often in the process loses his sense of moraliityedhe termfilm noir was coined in 1946
by the French critic Nino Frank, who recognized #raergence of a new trend in the
Hollywood crime film! In 1955, the term was used by Raymond Borde, dhader of the
Cinémathéque de Toulouse, and the film critic Eteehaumeton in their seminal work of
cinema criticismPanorama du film noir américaito denote crime thrillers cynical in mood,
existential in outlook and expressionist in stylequced in Hollywood from about 1940.

Despite the lack of concord among film critas what film should claim the status of the
first noir, many adduce John Hustormbee Maltese Falcorf1941) as the first of the kind,
whereas others cite Orson Welle€#izen Kang1941) as the genuine inception of film noir.
In his famed essay "Notes on Film Noir" Paul Schragropounds four prerequisites that
brought about film noir in the nineteen fortiesHollywood. As a result of the "war and post-
war disillusionments" American films became more pessimistic both injettbmatter and
tone. The post-war disillusionment of returningveés¥men and of the American society at
large gave rise to an increase in the crime filmcdkding to Schrader, this tendency was
reflected in post-war productions, suchTée Blue Dahlig(1946) in which a former pilot is

suspected of murdering his adulterous wif&ate thePink Horse(1947), which incorporates

! Frank Krutnik,In a Lonely Street: Film Noir, Genr#asculinity (Routledge, 1991) 15.

% Krutnik, 15.

% Paul Schrader, "Notes on Film NoiEllm Noir Readered. Alain Silver and James Ursini (Limelight
Editions, 1997) 54.
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a mysterious bordertown setting, the investigattbra morally corrupt character, and the
involvement of a classic femme fatale. Schradentifles "postwar realisnf*as a major
societal influence on the form of production anel tihematic content of film noir. In the wake
of World War 1l film studios responded to the patdidemand for an unvarnished depiction
of America with a widespread "resurgence of reall3ffihe newfound realism was reflected
in the production of films such abBhe Killers (1946) orBrute Force(1947) where the
majority of the scenes were shot on the actuatimecaepresented in the film. Schrader states
that though the authenticity of production begardézline after 1947, "realistic exteriors

remained a permanent fixture fifn noir."®

Furthermore, Schrader points out the importance
of the post-war realism on the setting of film naird its differentiation from film genres,
"The post-war realistic trend succeeded in breaking noir away from the domain of the
high-class melodrama, placing it where it more prbp belonged, in the streets with
everyday people.”

During World War I1l, there was a marked risetlhe popularity of the detective crime
novel. The school of hard-boiled writers, such assiidell Hammett, Raymond Chandler,
James M. Cain, David Goodis and John O’Hara fagludithe 'tough’, cynical way of acting
and thinking which separated one from the worl@éwéryday emotions—romanticism with a

protective shell®

Strewn with morally corrupt characters and drivdnmasculine themes,

the novels were a reflection of the social anxietyhe United States. In the early nineteen
forties, when film studios were looking for the wayp accommodate the rising demand for a
more realistic depiction of life and the rising ayam, they turned their attention to the hard-

boiled novel and its "preset conventions of heramsjor characters, plots, dialogue and

“ Schrader, 55.
® Schrader, 55.
® Schrader, 55.
" Schrader, 55.
8 Schrader, 56.

13



themes® to provide the raw material for what would evetijuaecome film noir. The early
film noirs The Maltese Falcor(1941), Murder, My Swee{(1944) andDouble Indemnity
(1944) were adaptations of hard-boiled crime tarihovels by Dashiell Hammett, Raymond
Chandler, and James M. Cain respectively. Charldieself co-wrote the script ddouble
Indemnityadapted from a James M. Cain novel. All three dilnse murder as an impetus of
the plot. The murder and the ensuing consequemege@sented through a morally perverted
point view, often from the perspective of the cniali InDouble Indemnityin particular, the
portrayal of the two protagonists as morally depchwand utterly irredeemable was quite
unprecedented in film as it exhibited that "[...] @ant humor was especially potent when
mixed with the darkest aspects of human nattf&thrader draws a parallel between the
impact of crime thriller novels on the plot and tihemes of film noir and the influence of
German expressionism on noir visual style: "Like tBerman expatriates, the hard-boiled
writers had a style made to order fibm noir; and, in turn, they influenceabir screenwriting
as much as the German influenceir cinematography™

German expressionism had a profound influencéhe technical aspects and the style of
film noir. In the years leading up to World War Hpllywood experienced a mass arrival of
German émigrés, among them directors, producerdeuihicians who quickly became an
integral part of the American film industry. A gteaumber of German and East European
filmmakers brought with them various techniques aletinents of expressionist cinema which
were later incorporated into the style of film nohief among these techniques was
chiaroscuro lighting which exploits bold contralsetween light and shade and as such creates
the visually dark tone of film noir. Directors Fritang, Billy Wilder, Otto Preminger, Max

Ophtls, Fred Zinnemann, Robert Siodmak, cinemapbgnas John Alton, Karl Freund,

° Schrader, 56.

19 Eddie Muller, "Film Noir."GreenCine 25 June 2013
<http://lwww.greencine.com/static/primers/nopss

" Schrader, 56.
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Rudolph Maté, and composers Max Steiner or Franxrida were chief among the
consummate artists in the trade who contributedh® noir phenomenon. Fritz Lang’s
Metropolis(1927) andM (1931) and also Robert Wiend'ie Cabinet of Dr. Caligar{1920)
were among the most stylistically influential exgs®nist films. Schrader expounds on the
prominence of the German stylistic impact on filmirn"The influence of expressionist
lighting has always been just beneath the surfa¢®othywood films, and it is not surprising,
in film noir, to find it bursting out full bloom* In addition, Schrader explicates the
ostensible incogruence of the expressionist cindev&loped in Europe in the early nineteen
thirties and the post-war demand for realism in Aoz "On the surface the German
expressionist influence, with its reliance on & studio lighting, seems incompatible with
post-war desire for realism, with its harsh unaddrexteriors; but it is the unique quality of
film noir that was able to weld seemingly contradictory elets into a uniform style"® In
particular, Schrader gives credit to the Hungabam cinematographer John Alton for his
ability to adapt the established expressionist nggles to the contemporary demand for
realism.

In terms of chronology, Schrader subdividé® finoirs into three comprehensive phases.
The criteria for the classification of a film togawven phase are not based merely on the
occurrence of the film within the same period abeotrepresentatives, but they also
presuppose thematic, character, and plot commaasalithe initial wartime phase spanning
approximately the first half of the nineteen fosti@as the period of "the private eye and the
lone wolf, of [Raymond] Chandler, [Dashiell] Hammand [Graham] Greene, of [the actor-
actress duos Humphrey] Bogart and [Lauren] Bafalgn] Ladd and [Veronica] Lake, [...]
directors like [Michael] Curtiz and [Tay] Garnetf."With regard to visual semblance, the

general restriction of filming locations to studiets during this period resulted in a distinctly

12 3chrader, 55.
13 Schrader, 56.
14 Schrader, 58.
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recognizable studio look of films such &be Big Sleed1946), Laura (1944), The Lost
Weekend1945) The Postman Always Rings Tw{t846) Scarlet Stree1945) The Woman
in the Window(1944) or Gaslight (1944). Partly as a result of the studio limitaipn
representatives of the wartime phase were oftenifgsvative in style and driven largely by
witty dialogue rather than action.

In spite of its chronological association witke first period,Double Indemnitycan be
viewed as an arch connecting the wartime phasett@ngost-war phase of film noir as it
combined a number of the stylistic elements assetiby Schrader with both phases. The
second post-war phase ranging approximately frodb 18 1949 was marked by the sudden
influx of realism in film. The enclosed studio sgts/e way to outdoor settings, typically dark
shadowy streets in a modern urban environment. @heatly, the films depicted the issues
of corruption in the police force and politics atid increase of street crime. The hardened
cynical protagonists and "less romantic heroesHlanard Conte, Burt Lancaster and Charles
McGraw were more suited to this period, as were [dirgctors like [Henry] Hathaway,
[Jules] Dassin and [Elia] Kazan>The unabashed realism of this phase set withiritiyds
exemplified byThe Killers(1946), Ride the Pink Hors€1947) The Set-Ug1949), T-Men
(1947),Raw Deal(1948) Dark Passag€1947),Force of Evil(1948) The Naked City1948)
or Brute Force(1947).

The third phase of film noir lasting from 19491953 is characterized as "the period of
psychotic action and suicidal impuls®'wherein the typical noir protagonist becomes a
deranged killer in the wake of his moral and memniaintegration. In comparison with the
aesthetically restrained studio look of the eadyr and its penchant for melodrama, the final
period constitutes the most sociologically incisarel stylistically daring phase of film noir as

"the laternoir films finally got down to the root causes of thexipd: the loss of public honor,

15 Schrader, 59.
18 Schrader, 59.
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heroic conventions, personal integrity, and, fipapsychic stability. The third-phase films
were painfully self-aware; they seemed to know thteypd at the end of a long tradition based
on despair and disintegration and did not shy afvayn that fact.*’ The final phase
thematically characterized by "the forces of pesbatisintegration® is exemplified by film
noirs, such aSunset Boulevar(l950),The Big Hea{1953),In a Lonely Plac€1950), They
Live By Night(1948), On Dangerous Ground1952), White Heat(1949), Kiss Tomorrow
Goodbyg1950),Deadly Is the Femalél950) orAce in the Hol€1951).

Thematically, film noir can subdivided intoetHollowing categories which serve to
illustrate the scope and variety of its subjecttarain what Paul Duncan designates as "The
Heist Noir," the plot is centered around a painstakingly pldnmébery whose execution
goes amiss in consequence of an error of judgemade by the protagonist. This is perhaps
best exemplified by Stanley Kubrick'She Killing (1956). In "“The Amnesia Noir?
represented by films such &ke Long Wai{1954) orSomewhere in the Nigit946), the loss
of memory of the central character "allowed thei@ucke to discover, with the character, what
happened in the past™The Gangster Noif* portrays the gangster as a sadist "coming to
the end of his time?® emphasizing his violence and moral unscrupulossrise downfall of
the criminal is depicted in film noiM/hite Heat(1949) orKiss Tomorrow Goodbyg 950).

"The Psychological Noif* is characterized by the insanity of the protagoaisd the
dangerously unpredictable and seductive femmeefaslrepresented by the ndd&l 1119
(1950),Leave Her to Heave(l945),Hangover Squarél945) andlhe Night Runne¢1957).

The desperate escape of two lovers pursued byatheepitomizes "The Runaway Noff"

17 Schrader, 59.

18 Schrader, 59.

19 paul Duncankilm Noir - The Pocket Essential Guiiéamera Books, 2006) 8.
2 Duncan,
2 Duncan,
2 Duncan,
% Duncan,
% Duncan,
% Duncan,

LCooooo
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Duncan cites Fritz Lang¥ou Only Live Onc€l937) as an important noir predecessor whose
plot inspired film noirs, such ashey Live by Night1948) orGun Crazy(1950). The virtue of
pure love is subverted in "Gothic Ndit“and "Victorian Noir,?” where a Jane Eyrdike [...]
timid woman [who] blossoms into a confident beatdy win the heart of an initially
aggressive mastéf'is transformed into a homicidal maniac or a malaite blackmailer.
Alfred Hitchcock’'sRebecca1940) serves as an iconic example of Victorianr Nehereas
Hitchcock’s next noir,Suspicion(1941), aptly represents what Duncan calls "Wohman-
Distress Noir® where a female character, often the protagonisifs, is put in danger and
eventually driven insane by her husband. Furtheentbe themes of dualism, guilt, obsessive
search for the truth, and distortion of justice @xplored in film noirsThe Man With My Face
(1951),Dark Mirror (1946) orThe Guilty(1947).

In the second half of the nineteen fifties @ noir phenomenon gradually came to a
halt. Aside from the societal changes which pronstedios to adapt to a new prevailing taste
of the audience, technical developments, sucheasgh of colour photography led to the end
of classical film noir. Orson Welles'8ouch of Evil(1958) is commonly designated as film
noir's terminus. Notably, some critics ascribe gtatus of the first noir to WellesSitizen
Kane (1941), the director's masterpiece debut thathatisklly inspired generations of
filmmakers, while others call it film noir's profodly influential precursor. Welles’s aesthetic
contribution to the beginnings of film noir and h&ibsequent association with the
phenomenon up to the time of its climax indicate #ignificance of his work to film noir.
Orson Welles’s innovation of film noir aesthetiogyéther with his use of established noir
conventions will be discussed in chapters "Orsonlé¥e From the Early Beginnings to

Citizen Kané and "Orson WellesThe Magnificent Ambersomns The Trial"

% Duncan, 10.
2" Duncan, 10.
% Duncan, 10.
2 Duncan, 10.
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2. Film Noir Aesthetics

Paul Schrader denies generic identity of thie phenomenon on the basis that "[film noir]
is not defined, as are the western and gangsteegeloy conventions of setting and conflict,
but rather by the more subtle qualities of tone amsbd.®® The overall dark mood and
pessimistic outlook associated with film noir idetenined to a great extent by its visual style.
In order to examine film noir visual aesthetics alhgstrate its use and development in the
films of Orson Welles, the methods and techniquesvisual stylization must be first
considered. Arguably, no individual visual stylksselement is more prominent in film noir
than chiaroscuro lighting. Dating back to Rennaissapainting, chiaroscuro technique,
which uses the conrast between dark and light, adgepted and amply used in film by
German expressionists who ultimately introduced ftim noir productions in Hollywood.

A typical scene in film noir which uses chisearo is set in a dark room dimly-lit by an
external source of light. An outline of a figureurstling inside the room is circumscribed by
the light oozing in through partially opened Veaatiblinds. The light coming in from the
window brightens the figure’s contour and the immaggly contiguous space, while the figure
itself and the rest of the room is immersed in rpanetrable darkness. As a result of this
striking juxtaposition of black and white, the bulkthe character’s body along with his facial
expression are concealed from the audience. Fuantrer cinematographers employed low-
key lighting in order to accentuate the effecthad tontrast between light and dark spaces on
the screen. Janey Place and Lowell Peterson destnid distinctive effect of low-key

lighting:

Noir lighting is ‘low-key’. Ratio of key to fill lght is great, creating rich, black

shadows. Unlike the even illumination of high-keghting which seeks to display

30 schrader, 53.
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attractively all areas of the frame, the low-keyrrsyle opposes light and dark, hiding
faces, rooms, urban landscapes — and, by extensiatijations and true character — in

shadow and darkness which carry connotations afiysterious and the unknowh.

The extensive use of low-key lighting accountstfa fact that noir films were much darker
in appearance than any other films of the period.

Night-for-night shooting strategy contributednsiderably to the fidelity of darkness in
film noir. The use of actual night for the shootiofythe scenes that were supposed to take
place at night brought about more realistic, vigualarker impression of the nocturnal
atmosphere. In contrast to the grey sky in dayafght shots artificially rendered by various
filters, night-for-night shooting provided genuidarkness and more defined shadows. The
distinction between the two methods of renderimggat scene is significant to the identity of
the film noir style. As opposed to the day-for-riighethod that was the prevailing norm in
Hollywood at the time, night-for-night shooting wiast consistently used in film noir.

The words 'dark’ and 'night' are intrinsicalgsociated with film noir as they establish not
only the visual style of the films, but also seagthe basis for a number of recurring noir
themes and motifs. Schrader points out the coroeldietween the visual darkness and the
representation of characters and thematic contenfilm noir "As the years went by,
Hollywood lighting grew darker, characters morerapt, themes more fatalistic and the tone
more hopeless*® The increasing paucity of light in favour of daglss went beyond the
visual representation of danger and uncertaintye @ark tone reflected the cynicism and
amorality of the noir protagonist and hinted at gresence of corruption in society. Joan

Copjec comments on the symbolic nature of the demknhat engulfs film noir "the darkness

31 Janey Place and Lowell Peterson, "Some Visualfslofi Film Noir," Film Noir Readered. Alain Silver and
James Ursini (Limelight Editions, 199G9.

32 Schrader, 57.
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that fills the mirrors of the past, which lurksardark corner or obscures a dark passage out of
the oppressively dark city — is not merely the keyjective of so many film noir titles, but the

obvious metaphor for the condition of the protagtsimind.”®

Apart from the symbolic
representation of a character’s state of mind, resk provides the ideal environment for
criminal activity. Empowered by the nocturnal anmue that seems to promise to shroud all
wrongdoing, the criminal feels he is given freenrea commit violence. However, contrary to
this rationale, the ubiquitous presence of shademesns to point at, rather than conceal, the
the criminal’s corruption and immorality. Dependiog the context of a given film, darkness
serves as a visual metaphor for a range of filnn th@mes and motifs, among which the most
frequently recurring are cynical, world-weary owo#o of the protagonist, personal
disintegration, moral ambiguity, corruption of theciety, obsession with an irrevocable past
and a predetermined future, the futility of indiwad action, the questioning of identity,
perverse eroticism, or the alienation and isolatdrthe individual within a dehumanized
mass society. These themes, largely existenticthamacter, work together to create a basis for
the atmosphere of fatalism and hopelessness, viditchditionally accociated with film noir.
Though many of the themes can be found in variamseas, the visual style and techniques
used for their rendition in noir films are peculiarthe noir phenomenon.

Urban landscape, which often provides the seiting, further adds to the enveloping
darkness of noir films. Nicholas Christopher vividlescribes the underlying relationship
between film noir and the city, "The great, spragliAmerican city, endless in flux, both
spectacular and sordid, with all its amazing peatoms of human and topographical
growths, with its deeply textured nocturnal lifatltan be a seductive, almost otherworldly,

labyrinth of dreams or a tawdry bazaar of lost sotihe city is the seedbed of noif."

3 Joan CopjecShades of NoifVerso, 1993) 132.
3 Nicholas ChristopheSomewhere in the Night: Film Noir and the Ameri€ity (New York: The Free Press,
1997) 37.
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Familiar urban locales, such as poorly-lit barghitlubs frequented by dubious clientele,
gambling establishments and squalid waterfronesngfirovide the setting.

The density of massive buildings and the fuofdaadustrial pollution prevent the sunlight
from ever entering the city in full strength. Theimcityscape is riddled with dim corners,
deserted streets, murky alleyways and dimly-litomd spaces where everything appears
impure and tainted. Films such dhe Big Combo(1955) or Double Indemnityare
interspersed with visual references to industry pidtotypical noir image in Joseph H.
Lewis’s The Big Combdeaturing industrial pollution consists of two cheters wreathed in
fumes, Jean Wallace towering in the foreground \with back facing the camera and Cornel
Wilde standing in the middle ground face towarde thudience. The scene expertly
photographed from a mid-low angle by John Alton éf#s immensely from the use of
chiaroscuro lighting as it enhances the bold cenhtoatween the dazzlingly white fumes and
the dark silhouettes of the two characters whosesfand bodies are utterly inaccessible to
the spectator despite their relative proximitylte tamera. Instead of putting visual emphasis
on the protagonist, film noir tends to obscure mnthe darkness. Consequently, the presence
of the unlit figure is reduced to a shadow, whigmbolically casts doubt on the protagonist’s
character and also draws the spectator’s attetdidhe bleak impersonal environment. As a
result, the protagonist is further deglamorizedcsirthe environment becomes of greater
consequence than the actor. This shift of focuslygmes a hopeless and fatalistic mood
characteristic of film noir.

The general lack of bright lighting in noilnfis makes it all the more noteworthy that when
the light is permitted to enter a scene, it is selgrin regular shapes. Light entering a room
through a window is often partially hindered byoavure, Venetian blinds or a curtain. As a
result, the screen space is fragmented into twdrapuntal sets of light and dark stripes.

Horizontal lines, which were the norm in Hollywoatithe time, give way to vertical, slanted
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or diagonal lines and angles. Schrader explainetteet of the oblique presentation and its

relevance to the setting:

Obliquity adheres to the choreography of the capd is in direct opposition to the
horizontal American tradition of [D.W.] Griffith @h[John] Ford. Oblique lines tend to
splinter a screen, making it restless and unstalgft enters the dingy rooms &fm

noir in such odd shapes--jagged trapezoids, obtusegtes, vertical slits--that one

suspects the windows were cut out with a pen Khife.

The effect of the non-linear presentation of lightl space gives the impression of dislocation
and adds to the discomfort of the audience.

Apart from the lighting techniques, film nomelies on the use of deep focus
cinematography. The technical innovation of deftliedd was vital for maintaining all the
objects in a single frame in sharp focus regamdésleir relative distance from the camera. In
combination with a wide-angle lens which enhand¢eddimensions of the frame, deep focus
cinematography brought about a sense of immediatyden the spectator and the image. In
particular, the wide-angle photography marked byubstantially reduced focal length
signalled a departure from the regularly structusedse of space created by a regular lens.
The following distortion of space lead to the suli@n of the audience’s notion of linear
spaciality. As a result, even the most attentivectgior was prone to disorientation. The
spectator’s confusion was further compounded byusde of skewed angles in conjunction
with extreme low or extreme high perspective wirieplaced the standard eye-level camera
position. To induce a feeling of anxiety and clanghobia, filmmakers used editing

techniques which produced clashing juxtapositidrghots with a marked disparity in camera

% Schrader, 57.
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angle and screen size. In addition, sequence simatdving both long takes and complex
camera movements were used to capture the actwalofl time, whereas montage and other
non-linear narrative techniques served to manipwatlestabilize it.

Alhough not a visual aspect of film, narrataleo contributes to the fatalistic mood of film
noir. A noir film typically incorporates a circuitig, elliptical storyline that is verbally
mediated through a complex disjointed narration.e Tihagmentation of narrative is
effectuated by a combination of frequent flashbaakd jumps forward in time. This method
increases the demand on the viewer as it underrnieegaditionally linear notion of time in
film by disrupting the chronological order of ndiva. In film noir, first-person narrative is
characteristically in the form of a voice-over. dolrom the perspective of a troubled
protagonist, the voice-over is a reflective andptiegersonal account which adds to the
general mood of despair and nostalgia.

A classical representative of film noir incorates a number from the body of visual
tropes and iconographic elements commonly assaciaih the movement. Apart from the
abovementioned, shadowy streets, dark rooms, ngbts,| close-up shots of half-lit faces,
heavy rain, and circling cigarette smoke belonghrecurring noir imagery. Frank Krutnik
posits in hisin a Lonely Street: Film Noir, Genr&lasculinity, a book which examines the
issue of identity and identification of film nothat "[...] what is referred to as theoir style'
tends to be a more disparate series of stylistikimgs which can be seen asir when they
occur in conjunction with sets of narrative and ntlaéic conventions and narrational
processes>* Therefore, considered separetely, no single $ityispect or technique of visual
expression can be said to represent film noir exebly. It is the combination of the

individual elements that is peculiar to the filmimphenomenon and that constitutes its

3 Krutnik, 19.
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unique visual style. The elements, their develograed combination will be examined in the

noir films of Orson Welles.
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3. Orson Welles:
From the Early Beginnings toCitizen Kane

Born on May 6 in Knosha, Wisconsin to mothe&aBice, a concert pianist and a singer,
and father Richard, a businessman, George OrsoleS\letgan showing signs of artistic gifts
from early childhood. He attended Todd School fary® in Woodstock, lllinois which
provided a milieu that fostered and developeddients. It was at Todd that Welles started to
show profound interest in theater. Not content veitty acting in plays, Orson began staging
his own experimental productions. After his fatsedeath, Welles travelled to Europe. He
eventually found himself in Dublin, Ireland where éntered the Gate Theatre and identified
himself as a Broadway stirimpressed by the young Orson’s audacity, the taegitector
agreed to his appearance as the Duke in a producfidew Susg$1931) for which Welles
won large acclaim. At the age of nineteen, Welleglenhis Broadway debut as Tybalt in a
production ofRomeo and Julie{1934) and in the same year he made his firstyfarto
filmmaking as an actor, and, more importanty, asrector of the short filnlThe Hearts of
Age (1934). Welles’s performance as Tybalt drew theraion of the director and producer
John Houseman who introduced him to the Federakff@eProject under which Welles
directed several plays and also continued in hiseraon stage. During this period, Welles
was lending his imposing baritone voice to a nunddaadio shows. In 1936, he staged and
directed an all-black cast productionMécbeth an unconventional adaptation which marked
his first directorial adaptation of the work of Wilin Shakespeare.

Orson Welles’s ongoing collaboration with JdHouseman resulted in the formation of
their own repertory company called the Mercury Treavhich attracted a number of the

actors with whom Welles worked on the various raslmws. The Mercury Theatre cast

37 Paolo MereghettiViasters of Cinema: Orson Well@@haidon Press, 2011) 7.
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included Carl Frank, Joseph Cotten, Vincent PriRay Collins, Paul Stewart, Will Geer,
Geraldine Fitzgerald, Olive Stanton, and EveretiaBé. Many of the actors would later
appear in Welles's film€itizen Kaneand The Magnificent Ambersonzoduced by RKO
Pictures. In 1937, Welles reshaped Shakespedtdigs Caesarinto a politically charged
rendition of contemporary Fascist Italy. The catiand public acclaim of his version of the
play served to solidify Welles’s status as onehef great stage prodigies of the time. Welles
also staged and starred in a radio productiomaiflet for CBS Radio on the "Columbia
Workshop" and lent his voice to a number of radiogpams, most notably "The Shadow."
His success on the radio lead to the productiohi®fown weekly broadcast series "The
Mercury Theatre on the Air" which provided the pdatn for one of Welles’s most notorious
performances. On October 30, 1938, CBS broadca#ie¥\seadaptation of the H.G. Wells
novel, War of the WorldsThough it was stated by Welles himself in theaduction that the
Halloween episode of the series was adapted frenmdlrel, some of the listeners who joined
the program later were perplexed by the gaspinigtirma news reports of an alien invasion
being underway whose credibility was amplified Iactic eye witness accounts interspersed
with imposing sound effects.

As a result of the notoriety of th&ar of the Worldroadcast, Welles was instantly
vaulted into fame. Seeking to take advantage oh&igly acquired prominence, RKO Radio
Pictures invited Welles to Hollywood to script,&bt, produce and act in his own films. RKO
president George Schaefer offered Welles an ungeated contract for an untested director
which effectively enabled him total artistic cortrover all aspects of the filmmaking
process’ Welles signed a two-picture deal which empoweried to preside over the script,

the cast, the crew and, most notably, the finalo€dhe film with the proviso that he must not

3 Mereghetti, 10.
39 Mereghetti, 15.
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exceed the alloted budg®tUpon the signing of the contract in August 193%IMé and the
majority of the Mercury Theatre cast and crew rated to Hollywood.

Having considered a number of ideas for & ficture at RKO, Welles finally settled on
an adaptation of Joseph Conradigart of Darknessas his first feature-length cinematic
undertaking. Resolved to redefine the visual asmécfiimmaking, Welles intended to
mediate the entirety of the action by means oflgestive camera; a new shooting technique
through which "the viewer's eye would be a naive,ey witness to something absolutely
unprecedented"® Consequently, Marlow, whom Welles intended to goitmself*? could
never be seen on the screen. The spectator wouddldveed to see only his shadow or at
times the movement of his hafitias "Welles wanted to force the audience to obs#ree
story from Marlow’s point of view, through the eyefan off-screen charactel:'The use of
the subjective perspective was not completely newhé medium, however, the notion of
shooting an entire film with the technique was @gpdented.

In contrast to Robert Montgomery who emplogesimilar method in his directorial debut
The Lady in the Lakgl947), Welles intended to move beyond the redindentification of
the spectator with the protagonist to "a more c@xpklationship based on attraction and
repulsion.”® The subjective camera was designed "to relatenirgily to the narrative,
enhancing its interest by becoming an essentialgdat, creating a point of view that would
be both ideological and stylistié™ Taking liberties with Conrad’s original text, Wesl
intended to center the narrative around the eneownith Kurtz*’ The focus on the enigma
of a powerful man presaged the topos of what wdiddome Welles’s cinematic debut,

Citizen Kane Regrettably, startled by Welles’s revolutionappeoach in the filming oHeart
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of Darknessand perturbed by his inability to meet the budgstrictions, RKO eventually
shut down the production of the film.

Undeterred by the failure bfeart of Darknessthe 26-year old Welles began his work on
what continues to be described by many film critaesl historians as the most astonishing
debut in the history of fiimCitizen Kane(1941). Originally calledAmerican the film
portrayed the rise and fall of press magnate Ch&tester Kane, a character inspired by real-
life publishing tycoon William Randolph Hearst. kaamasses immense wealth and power,
which ultimately lead to his irredeemable corruptiand self-imposed seclusion from the
world. Following his death surrounded by mysterimisumstances, a dauntless reporter
Thompson, played by William Alland, is charged wittiterviewing Kane’s former associates
in an effort to unveil the significance of his lashbiguous word 'Rosebud.' The fragmented
narrative of the film contains two main strandstlué story; on the one hand a journalistic
investigation that makes use of tightly editedipayrclose-up shots, evocative images and
innovative effects; on the other hand, a stringntéérviews with witnesses which observes
exact chronology, with the notable exception of tweetings between Thompson and Kane’s
second wife Susan, portrayed by Dorothy Comingditee interviews help the viewer to
understand the various facets of Kane’'s personaliyhout revealing the meaning of
'Rosebud.’ Paolo Mereghetti convincingly argueg, th@he structure of the screenplay
indicates that Welles wanted his audience to amieeca fundamental ambiguity, the
impossibility of arriving at any sort of truth, theck of certainty, factors that constituted the
keystone of his entire careéf In order to convey these essential statemerttsetspectator,
Welles conceived a revolutionary approach that @awt be restricted to the film’s narrative
structure as "it had to involve the totality of @ma by relating form and content, story and

images.*

8 Mereghetti, 20.
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Resuming his collaboration with cinematograpBesgg Toland and enlisting production
designer Perry Ferguson, Welles sought to tranfii@eext of the screenplay into cinematic
images. The transition from the textual mediumh® tb the visual medium was facilitated by
a considerable increase in the depth of field efithage which effectively neutralized the
centrality of perspective. By advancing the innoxatechnique Welles "deliberately broke
with Hollywood tradition, challenging the tacit agment that style should play second fiddle
to story, or at most conform to > This marked departure from convention holds tre f
Citizen Kanein which Welles’s stylistic choices are not ontyrumental but essential to the
spectator’'s understanding of the film. The deptHieli employed by Toland provided the
viewer with "a large expanse of clearly visible ggaand consequently a greater choice of
objects contained in the same shdtPrior to the use of deep focus photographgitizen
Kang the various cinematographic techniques tendemhphasize the figure or the object to
which the director intended to draw the spectatattention. Consequently, everything else in
the image surrounding the object in focus was ressleomparatively indistinct depending on
the distance between a given object and the famhlabject. Aiming to experiment with
various spatial shots, Welles endorsed Toland'sicehof a Cooke 24mm lens with an
extremely short focal length, "which captured agegater amount of light and gave him a far
greater depth of field>® Furthermore, Toland’s reliance on Eastman Kodak fi which

was "four times more sensitive than conventionah fstock™®

in conjunction with a set of
potent arc lamps significantly increased the rasykffect in a scene shot in deep focus.

The innovative approach to lighting incurretthey changes of the image since a wide-
angle lens, such as the Cooke 24mm, magnified rdraef both horizontally and vertically,

"forcing the filmmaker to concentrate on the cglms well as other parts of the set [which]
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lead to a totally new conception of scenic spaces gamera angles*In response to the
expanded dimensions of the image, Welles adaptedcté¢ilings in order to accentuate the
dramatic effect of a particular scene and, simeasly, to disguise a multitude of
microphones which allowed the sound techniciamgtord sound in unparalleled detail. As a
result, low ceiling in the frame that "appearedé&’'crushing’ or 'imprisoning' the characters
heightened the impression of their spatial confieenf>

Rather than an attempt to approximate reatisin effort to assimilate the camera lens to
the human eye, Welles employed deep-focus phothgrags a pivotal instrument for
"devising a new way of reading the spaces withenghot, for creating an articulated system
of spatial references, a new 'symbolic form' withieh to subvert the conventions of the
medium.®® This radical method is exemplified in the openifgCitizen Kanewhere the
elaborate approach to Xanadu; Kane’s colossal man®llowed by the discovery of Kane’s
death instantly "puts the viewer on his guard amaviges a clear demonstration of a new

'form' of cinema.*” Mereghetti provides an apt description of theahicene:

As the film opens, the travelling shot otlee boundaries of the estate seems to unfold
in a coherent space. But in the following scene,ftked shot and the constant presence
(in the top right-hand corner) of a light insidestltboming mass of the castle are
contradicted by the left-hand side of the shot, iehHgarmonious dissolves reveal the

existence of caged monkeys, a pair of gondolasaw tridge and a golf cours.
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By collapsing the coherence of the lay-out of theage "(if the light inside the castle is
always in the same place, then so should be therimkin the rest of the shot}>'Welles in
turn collapses the unity of the visual center.hia subsequent scene, which takes the spectator
into the interior of the chamber where Kane liesdythe perspective is shifted even though
the ornamental structures that circumscribe thedainremain unchanged and stationary.
Consequently, previous conceptions of the repratient of cinematic space are disavowed
for: "In a few seconds, Welles destroys the tenrs/eé work that Hollywood had devoted to
constructing in the viewer’s imagination a cohergpatial image®® Citizen Kaneshows that
a universal visual center is not to be found arsb @alemonstrates that the space captured
within the frame can be construed as a three-dimeakbody, so that "everything created
from the distance between observer and objects bearrecuperated” The deliberate
rejection of a normative conception of space regresl in classical Hollywood cinema by
soft-focus photography which serves to create aendistinctive outline for the object the
camera focuses on, and the use of the innovatohetgues which bring about that rejection
is precisely what make€itizen Kanea profoundly revolutionary and influential film.
Mereghetti expounds on the significance of Orsorll&¥s stylistic choices irCitizen Kane
"Welles’s visual grammar is an invitation to uneamty after years of a cinema in which
everything was designed to inculcate certainty erabsurance in the viewér.'In Citizen
Kane Welles takes the protagonist and builds around &igrowing number of intertwined
connections, perspectives and reflections; a chibi@ebecomes a recurring characteristic in
his subsequent work.

With the audacity of a Hollywood neophyte, @rsWelles brought innovation to the

existing filmmaking methods and employed techniqubgh were not regularly used in film
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at the time. Among the other innovative elementgVellesian aesthetics exhibited@itizen
Kane were the use of involved mise-en-scene which cemphted the action in the frame
with unprecedented detail, low-angle shots thatiypaevealed ceilings and made characters,
Kane in particular, appear authoritative and trajpgethe same time. Welles made use of long
takes juxtaposed by striking newsreel footage, azlste montage which deviated from the
tradition of realistic continuity, a non-linear native fractured by frequent interpolation of
flashbacks and incorporation of a number of cotitrygsperspectives. In addition, Welles
employed a fluid movement of the camera which edgenaction beyond the limits of the
frame alerting the spectator's attention to thenificance of offscreen space and also
endorsed the use of sound effects, which facititeieseemless transitions between two
adjacent scene€itizen Kaneepitomizes Orson Welles’s own coherent cinematiggliage
which he had been devising since his theatre ptaxhscprior to the bold venture into film
and which he continued developing in his subseqpejects.

Significantly, Welles recognized the potenbdlcomposer Bernard Herrmann with whom
he had worked on CBS and invited him to join himHollywood. Herrmann who later
became one of the most celebrated composers imstery of film music began his career in
film scoring with Citizen Kane Herrmann pioneered a fresh approach to scorifiignathat
ran counter to the prevailing trend in Hollywoodigthhad dominated film genres since the
era of silent film. Instead of the typically exulet theme performed with the full strength of
the string section, Herrmann chose to accompanyppleaing sequence @fitizen Kanewith
a subdued motif played by a small orchestra of wonds, trombones, tubas, deep contrabass
clarinets, a vibraphone and deep lower percus3iois. low-keyed eloquence of orchestration
most irregular for Hollywood scoring became a pdrHerrmann’s musical trademark that
continued to refine a wide scope of films for thexinthirty five years of his career. After

Kang Herrmann collaborated with Welles on his nexifiThe Magnificent Ambersons
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(1942). Co-written with Herman J. Mankiewicz, witthom Welles shared an Academy
Award for Best Original Screenplagitizen Kaneis an amalgam of a number of genres —
gothic romance, historical epic, Shakespearearedyggmelodrama, and importantly, film
noir. While not a film noir per se, its deep-foaisematography, extreme-angle and close-up
photography, stylized sets, and non-linear narasivucture influenced film noir and became
intrinsic elements of the film noir style. Later s career, Orson Welles repeatedly returned
into the noir territory, most notably, wittheLady From Shanghdil947), in which he added

a sophisticated use of voice-over, dmalich of Evil(1958), best-known for its dazzling, one-

of-a-kind opening shot.
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4. Orson Welles:
The Magnificent Ambersonsto The Trial

After Citizen Kane Welles chose to direct an adaptation of Boothkihgton’s The
Magnificent Amberson@ 942) as his second feature film for RKO stuéiaving had already
adapted the novel for The Campbell Playhouse ir©188 began working on a script for a
film version during the summer of 1941. Welles'todak were divided when he was asked by
RKO to directlt's All True, a semi-documentary comprised of three segmenmts deatin
America. The project was intended to mend relatibatveen the United States and its
southern neighboufs. In addition, RKO commissioned Welles to play a amirrole in
Journey into Feara film noir set in Turkey and adapted from the rideEric Ambler. The
increasing number of contemporaneous commitmentsedoWelles to waive part of the
unprecedented control gained upon his arrival aDRKhe renunciation which he would soon
come to regret pertained, in particular, to thesleos regarding the final cut of a film. In the
beginning of 1942, Welles delegated the filming sa&veral scenes ofhe Magnificent
Ambersongo a second unit; a customary practice in Hollydi@ the time. Such measure
constituted a loss of Welles’s unlimited creatiwtrol over the making of the picture and
resulted in partial corruption of its artistic amsual cohesion. Though Welles provided a
detailed memorandum with instructions on how tedd-the film, it was largely disregarded
by the studid* Afraid that the audiences might find the overathasphere of the film too
sombre, RKO ordered extensive cuts of the origugakion and requested the shooting of
additional scenes that would mitigate the dark mddee discrepancy of the running time of

each version roughly indicates the extent to wiinghfilm fell short of Welles’s vision, "The
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first cut ran for 131 minutes, but the version thiaally reached the screen on 10 July 1942
ran for only 88 minutes>®

In spite of being more conventional and reséa in style thanCitizen Kane The
Magnificent Ambersonsitilizes many of the same methods and techniqueslalged for
Kane The film chronicles the decline of a turn-of-tbentury upper-class American family
that finds its fortunes withering and ideals obsoét upon the advent of technological
progress. The downfall of the Amberson family iswttasted by the social ascent of the
middle-class inventor Eugene Morgan, played by eqdent Welles collaborator Joseph
Cotten, who courts Isabel Amberson, played by BrsddCostello. The courtship is impeded
by Isabel’'s son, George, whose ideologically-chdrgeobbery prevents their marriage and
stifles his own feelings for Morgan’s daughter Lucy

Among the prominent hightlights of what suedvof Welles’s conception in the truncated
edition is the ballroom sequence at the Ambersomsma which represents a subtle
coalescence of clashing social relations and iotieras between diverse personalities. The
displacement of characters in different portionshaf image, e.g.: in the foreground and the
background of the dancing hall and also at theatogh the foot of the staircases provides a
cogent illustration of "the science of mise-en-&c®f Welles's penchant for urging the
cinematographer to employ inventive methods of canmeovement is demonstrated by the
lateral travelling take of George and Lucy’s ridethe carriage. Mereghetti, describilbe
Magnificent Amberson@s "a rather faded portrait of a society erodedh point of
extinction,®” comments on the resulting disparity between Wallesion and the final cut
blemished by the studio interference "[...] it isarldhat Welles had envisaged an entirely
different rhythm for the film, one that placed geraemphasis on the contrast between the

‘'old" world represented by the Ambersons and thedém' world of factories and the
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industrial degradation that accompanies progr&sdéspite the interferenc&€he Magnificent
Ambersonsremains a compelling depiction of the corrosivéurea of wealth, class and
technological advancement in a society. The filogsk tone, suggestive constrasts between
light and shadow, and the use of striking closeptiptography foreshadow some of the
elements of later film noir.

Unfortunately, in spite of critical praise,ethbox-office failure ofThe Magnificent
Ambersonglealt a blow to Welles’s reputation and marked eéhd of his association with
RKO.%9 As a result, Welles was faced with the task afis&iting his reliability as a producer
and a director who could deliver a picture on sciheednd on a budget. Having fully resumed
his work for CBS radio, Welles was offered a ralel'he Strange1946) by William Goetz
who eventually asked him to direct the film. Thergtfollows the efforts of investigator
Wilson, played by Edward G. Robinson, to hunt davhazi war criminal Franz Kindler,
played by Orson Welles, who is hiding out in a drt@n in Connecticut under the assumed
identity of professor Charles Rankin. In the hopéeing led to Kindler, Wilson releases and
tracks down his former associate who is subsequentirdered by the suspect. Wilson
succeeds in revealing Kindler's true identity ts ife Mary, portrayed by Loretta Young,
who agrees to take part in Kindler’s capture.

The Strangeiis a powerful example of a dark thriller in thespwar era of film noir. It
features characteristic noir traits of pervasiveapaia, dramatic use of black and white
photography and an abundance of shadows which sifiyethe bleak tone of the film.
Cinematographer Russell Metty, who would continisecollaboration with Welles oiouch
of Evil (1958), employed deep focus photography, a tecienjyeviously championed by
Gregg Toland irCitizen Kane The combination of deep focus with sparse lightinhibited

natural light available on the set, and deftly edliextreme close-up shots serves to accentuate
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the tense atmosphere of the film. Neverthel@3s Strangeris one of Orson Welles’s
arguably more conventionally constructed films asafiowed the characters to propel the
film’s narrative instead of relying on idiosyncatiamera movements usedditizen Kaneo
convey additional meaning. A memorable exceptiorthis climactic scene featuring an
elaborate chase on a clock tower. Foster Hirsctes/in his bookFilm Noir: The Dark Side
of the Screen'Places innoir reveal character [...]. Settings are chosen for #tem
reinforcement. Cars and trains and boxing arerasdiprominently in noir stories because
they provide visual metaphors of enclosure andaentent.” The baroque clock tower
provides not only a dark and cramped setting fa& tenouement but also marks the
culmination of an extended series of referencetinte and clock in the film. It provides an
environment that serves as a powerful metaphobdtn spatial and temporal confinement of
the characters. The final sequenceTbke Strangeralso indicates to the viewer the visual
possibilities and narrative strategies Welles mayetfurther explored had been given greater
creative control over the film.

Barring The Lady from Shanghavhich is discussed separately in chapter five,00rs
Welles revisited the noir territory withir. Arkadin (1955), known in Europe under the title
Confidential ReportThe existence of two distinct names of the filnggests that there are
different versions, symbolically signalling the foikune that surrounded the film’'s
development. Shot intermittently in various locason Europe, the film’'s production was
proctracted due to financial difficulties, conseqiiye "shares in the film had to be sold to
various foreign distributors in order to fund thestr of the shoof* The versions edited by

Welles at various stages of the production becaamives controlled by European co-
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producers. As a result, several editions were selgaby different distributors varying in
length from 96 to 105 minutés.

Welles plays the eponymous Gregory Arkadimealthy financier, who is tracked down
in his Spanish mansion by an adventurous Americam $tratten. Arkadin purports to suffer
from amnesia and enlists Van Stratten’s help insmyering his unscrupulous past. Van
Stratten unearths the source of Arkadin’s affluewbech lies in slave trade and international
prostitution ring. He comes to realize that he haeén tasked with locating anyone who
possesses information of Arkadin’s history so thaty can be silenced as part of Arkadin’s
desperate attempt to conceal his disgraceful past his daughter Raindir. Arkadinis a
scathing portrait of a powerful man that echoes yrsgns of the brilliance exemplified by
Citizen Kane Though the artistic cohesion of the film suffécsa degree as a result of
unwieldy editing and excessive cuts which make riagative seem episodic and at times
discontinuous,Mr. Arkadin has still the makings of a great noir. Welles rodtbally
constructs the visual aesthetics of the film bymirsg the action into oblique shots that
subvert the conventional perspective. The intricateative is reinforced by the use of "Wide
angles and close-ups of ravaged, monstrous fadasHhjwonstitute the hallmarks of a story
that unravels into a series of digressioff<Consequently, the constituent storylines supersede
the main story; an impression that is enhanced lbyraber of disparate locations and an
extended cast of actors. Even in its fractured fovim Arkadinbears a number of visual and
stylistic characteristics used in film noir: extrerdow-angle shots at or even below ground
level, long tracking shots, deep focus photograplngmatic visual compositions with a face
occupying the foreground and another figure stamder in the background, characters

gazing directly into the camera from a high positwhich either emphasizes or exaggerates

2 Mereghetti, 67.
3 Mereghetti, 69.
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their importance, and the contrast of light andkdaost prominent in the photography of
Arkadin who is often silhouetted against stark sivad

In 1961, when film noir was already in dec|i@¥son Welles, based in Europe at the time,
was presented with a list of works to direct byeipendent producer Alexander Salkifid.
Welles agreed to make a black-and-white adaptatfdfranz Kafka’sThe Trial (1962) that
would be infused with noir stylistics. The majoriy the film was shot on location in Paris,
Rome, Milan, Zagreb, and Dubrovnik. The story rgesl around a man named Josef K.,
portrayed by Anthony Perkins, who is approachedthigials of an inscrutable legal body
and charged with an unknown offence. Without béatg what it is he is accused of, Josef K.
appears before an ostensibly sympathetic courerAflaiving the services of an attorney; a
minor role assumed by Orson Welles himself, Josef gkadually acknowledges his
victimhood and accepts the death sentence as ahdwit

Welles creates a surreal vision in which maeaurroundings and towering architecture
seem to be relentlessly closing in on Josef K. tdep to emphasize the increasingly
oppressive atmosphere of the film, Welles usespshamera angles in order to cause the
ceilings to appear to be pressing down on the chena The images are fraught with
uninterrupted, strikingly symmetrical lines of siglihe seamlessly aligned rows of desks and
lights at K.” office seem to extend ad infinitunmveh the outdoor scenes do not offer relief to
the encumbered spectator as Welles focuses onradatades of buildings with unending
lines of windows. Employing noir aesthetics, Welteanslates Kafka’'s world into a visual
realm where the protagonist finds himself trappedan apparatus that seems constantly
poised to crush him. Enjoying the level of creatireedom he had o@itizen Kane Welles
shot a large portion of the film on location in aaebund the famous Paris railway station

Gare d'Orsay.

" Mereghetti, 79.
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The combination of black-and-white photogra@md expressionist mise-en-scene gives
The Triala distinctly noir look. Shadows and angular distois are used extensively in order
to emphasize the ubiquitous sense of paranoia,iemabtisolation and disorientation. This is
perhaps best exemplified in the flight from Titditel house along a corridor gashed
alternately by light and shadow in which the fragtee images serve as "indications of a
crumbling universe in which the dream of a posstiemony is metaphorically denie@."
The social anxiety which pervades the film noir pr@enon is reflected most vividly in the
film’s closing scene. Welles contemporized Kafk@sgginal ending by incorporating a
nuclear mushroom cloud paranoia so as to evokengezurity of Western culture and the
fear of the Cold War annihilatiohe Trial constitutes an odd addition to the filmography of
Orson Welles due to the lack of emotional immediagg analytical depth of the characters.
However, this is richly compensated by the fiimlab®rately constructed visual texture

which poses an interpretative challenge for thetsper.

> Mereghetti, 82.
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5. The Lady from Shanghai

An opportunity presented itself in the sprioiy1946, when Orson Welles, needing to
repay the debt to Columbia Pictures president H&wihin who had provided him with an
advance on rehearsals for an extravagant musioduption ofAround the World in Eighty
Days agreed to directhe Lady from Shangh&l947) based on Sherwood King’s novfel
Die Before | Waké® The plot follows the adventures of sailor Mich@Hara, portrayed by
Welles, who after rescuing Elsa Bannister (Ritawayh) from an ambush in Central Park,
is invited to work aboard a yacht owned by Elsalshband, the lawyer Arthur Bannister
(Everett Sloane). The unsuspecting O’Hara agreeshéo scheme proposed to him by
Bannister’s associate George Grisby (Glenn Andersyvhich O’Hara pretends that he
murdered Grisby so that they may both start a niawlith the help of a promised reward.
O’Hara intends to escape with Elsa, however, the phiscarries and instead he finds himself
charged with two murders. Bannister volunteers ¢fedd O’Hara in the trial, but when
O’Hara realizes that his attorney is in fact atténmgpto prove his culpability, he flees the
courtroom and seeks safe haven in San Francis¢oratown where he finally discovers who
crafted the intricate web of lies and deceit inathine had become entangled.

The opening sequenceTdie Lady from Shangh& a typical noir scene; one in which the
protagonist becomes infatuated with a seductivarferfatale. O’Hara is immediately caught
in the maze of Elsa’s intrigue. From the initialceanter, he is driven by an irrepressible
desire to possess the dangerously elusive womambaession emblematic of many noir
films. Welles relied on flashback and voice-over the chief narrative devices for
reconstructing the past as experienced througleybs of the protagonist, who assuming the

role of the narrator, verbally mediates the eventdhe film and thus enables the audience to

® Mereghetti, 46.
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take part in his growing sense of disillusionmdiritis approach challenges the traditionally
linear narrative used in film.

As was the case in his previous films, Weltasefully staged the scenes and designed
innovative and complex takes for the cinematogrgphe this instance Charles Lawton.
Lawton shot the initial sequence on a dolly, whiequired him to keep O’Hara and Elsa in
sharp focus for a considerable travelling distarfitiea is riding alone in a carriage through
Central Park and just before the strolling O’Harasses her path, the protagonist tells the
audience "When | set out to make a fool of mydkEre’s very little can stop mé*The line
is pronounced with a sardonic, self-deprecating todicating that the protagonist-narrator is
distanced from the events by time and space and cwwiders the story ironic, if not
amusing. Charles Higham describes the effect otitrematographic technique employed by
Lawton in this segment "The intercut shots of Ed#facked by thugs have the casual, brutal
look of a newsreel. Against this, Michael’s lollimgalk and the shaky movement of the
carriage are matched in tracking shots so as teapprky, disconnected®Once O’Hara
approaches the carriage, the camera reveals Hlsag anside from a low angle which
corresponds with Michael’'s perspective. He ascendsposition at the top of the carriage as
if striving to assume control. The camera deftljoiws the dynamics of the action; it fluently
oscillates between Elsa sitting inside the carriagé Michael perched on the top, yet still it
manages to keep them both in the frame duringrtresition. The shifting movement of the
camera is executed in striking correspondence thighverbal exchange in which the lines
delivered by each character overlap. In this whg, ¢amera facilitates an effective visual

complement to the dialogue.

" The Lady from Shanghadirected by Orson Welles, produced by William #aand Richard Wilson,
screenplay by Orson Welles, performers Orson WaellesRita Hayworth, Columbia Pictures, 1947, 1 r@rf
seconds.

8 Charles HighaniThe Films of Orson Wellg8erkeley: University of California Press, 197@31
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Subsequently, the camera comes to rest dowes perspective foregrounding Elsa in the
frame and at the same time revealing O’Hara’s thceugh the opening in the roof of the
carriage. Once he dismounts the carriage, the @apremptly withdraws in order to allow
the spectator to follow O’Hara as he enters thedesf the carriage and sits down next to
Elsa who, forced to abandon her position, moves tavéhe side. The symbolic relegation of
the female character suggested by the spatial figooation culminates when Michael takes
over the reins; a gesture which both literally diggiratively confirms his assumption of
control. However, Michael's power is strictly montary as in film noir the protagonist is
typically lulled into a false sense of securityibeing he has assumed control over the femme
fatale. Elsa’s intention to make Michael compliaither scheme is hinted at for the first time
when she begs him to stay aboard the ship and Wworker husband. Seduced by Elsa’s
glamour and Bannister's money, Michael agrees egpttoposition and from that point on he
becomes increasingly embroiled in the sheme.

The femme fatale’s manipulation of the protaigtis desire continues on the yacht. When
Michael inquires about Elsa’s conception of lovége sesponds instinctively by firmly
gripping the helm. Elsa’s staging of the ambush, dtetagem to lure Michael on the yacht
and her urge to control him illustrate the relesglg calculating nature of a femme fatale in
film noir. Elsa inThe Lady from Shanghaionstitutes an exception in Welles’s oeuvre as th
director avoided the use of the classical femmaldan his other film noirs. Moreover, Elsa
Bannister notably deviates from her likes in ongcial respect; she is not the architect of the
protagonist’'s downfall. At the end of the film,ist Elsa who is left dying on the floor in the
hall of mirrors, her appeals ignored by O’Hara veteps out into the dazzling sunlight of San
Francisco Bay without, as André Bazin puts it "dhgythe elementary rule that the heroine

should be paid the courtesy of dying in the armshef rugged sailor’® Consequently, it

9 André BazinOrson Welles: A Critical Viewtrans. Jonathan Rosenbaum (New York: Harper & R@®¥8)
94.
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would seem that in his conceptualization of Elsarster Welles intended to subvert two
things at once; he crafts the downfall of a femra®lé and also undermines the cult of
Hollywood glamour by juxtaposing shots of Elsa'sraattive body, sparsely clothed with

fashionable sailor shorts, jacket, and a cap, ridestt close-ups of her face which have a
strange unnatural quality and seem utterly out laicga Furthermore, Welles seems to
associate fascination with glamour with voyeurism the part of the audience, here
represented by Grisby. Welles delineates the cdimmeby the use of economical cinematic
language; that is, in a single close-up shot, ihaiso the first close-up of Grisby, in which

his character is laid bare. Karen Radell writesuab@elles’s method of introducing Grisby:

This first close-up is shot through the wrong eridaogpair of binoculars as Grisby
watches Elsa and Michael aboard the Bannisterdhtydihe shot establishes several
different things at once without a word being spoke a contrasting shot to establish
context: Grisby is jealous of Michael’'s strengtid gouthful beauty [...]; Grisby lusts

after Elsa himself; and perhaps most importantligyris a kind of voyeuf?

Grisby’'s sustained effort to become "the extra pdireyes peering into people’s private
moments whenever possibi&'tepresents Welles's criticism of the vicariousagify on the
part of the viewer.

Another remarkable example of a rich visuddtext can be found in the Aquarium scene
in which "wide-angle lenses were used for close-tgpschieve the deliberate distortion
characteristic of the director’s styl&*'In a surreptitious tryst between Elsa and Micla¢he

public Aquarium, Elsa passionately declares hee lilmr Michael and thus effortlessly draws

8 Karen Marguerite Radell, "Orson Welles: The Sermif Focalization iThe Lady from Shang#iJournal
of Narrative Technique (1992, Spring) 100.

81 Radell, 100.

8 Higham, 112.
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him deeper into her evil plot. With her outburstfeélings for Michael, Elsa might have
convinced the spectator of her sincerity were it foo Welles’s visual presentation of the
scene. Higham provides an expository account ofdtleniques used by Welles to subvert the

otherwise romantic aura of the scene:

In the Aquarium scene the lights came from sousg@silating those in the tanks, while
in fact the tanks were shot separately and matteafter enlargement to give a more
striking effect. Welles, through this device, coutthtch selected creatures to the
character’s thoughts. As Mrs. Bannister descrilbess rmurder scene, a shark glides

behind her face; as she mentions the lawyer, ayslonger eel writhes past Hér.

Elsa’s pretense of sincerity is undermined by tbe of lighting; first a close-up of her face

exposes her expression, which is brought into ¢quresty the unnaturally intense light that is

intended to exfoliate her veneer of earnestnesen,Thaving been forced by the arrival of a
group of school children to relocate to anotheraaigun, Elsa is doused in shadow which
redirects the spectator’s attention to the seawres in the tank. The slimy eel continues to
open and close its voracious mouth while Elsa medter love to Michael. The result of the
elaborate visual metaphor is an unapologetic sgibwef a femme fatale’s pretensions to the
valorization of her inauthentic appearance whidls &hort of reality.

The symbolism which draws on the behaviour @mpkearance of sea creatures is extended

even further at the Bannister picnic when Michaédtes a story about sharks:

Do you know, once off the hump of Brazil, | saw theean so darkened with blood it

was black, and the sun fadin' away over the liphefsky. We put in at Fortaleza. A few

8 Higham, 112.
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of us had lines out for a bit of idle fishin'. ltag me had the first strike. A shark it was,
and then there was another, and another shark,adlall about the sea was made of
sharks [...]. My shark had torn himself from the hpakd the scent, or maybe the stain
it was, and him bleedin' his life away, drove thstrof 'em mad. Then the beasts took to
eatin' each other; in their frenzy, they ate attbelves. You could feel the lust and
murder like a wind stingin' your eyes. And you abamell the death reeking up out of
the sea. | never saw anything worse until thigelpicnic tonight. And you know, there

wasn't one of them sharks in the whole crazy phakgurvived%

The fable momentarily arrests “the unholy tffosf Grisby, Elsa and Arthur Bannister who
recognize the metaphor of selfish rapacity, wheddk to mutual destruction and seem to find
it an accurate though disquieting image of themeselin the final scene when the mortally
wounded Elsa lies dying in the hall of mirrors, Kkt refers back to the story; "Like the
sharks, mad with their own blood. Chewing awayhairtown selve$® Elsa Bannister has
been gradually chewing away at herself throughietfilm and consequently becomes the
architect of her own demise.

In the scene inside the hall of mirrors whachvides the locale for the final confrontation
between Elsa and Arthur, Welles uses mirror refl@ct "a recurrent aspect ahoir
iconography?®’ to symbolically represent the ramifications of tseark-like rapacity and
(in)human deception; the inability to discern iwearld of ceaseless strategizing the real from
a mere reflection, a posture, something delibegratelaged. James Naremore aptly
characterizes Welles’s trademark approach which lmarnraced in the director's body of

work, most notably in the opening sequenceCdfzen Kane(see chapter three) or in the

8 The Lady from Shangha80 min. 46 sec.

8 Radell, 102.

8 The Lady from Shanghalhr. 25 min. 9 sec.
8" Hirsh, 90.
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ballroom scene inThe Magnificent Ambersongee chapter four), "Welles depends on
multiplication of artistic stimuli so that he nonlg expresses psychology through the setting
but gives us the feeling of many actions, visual aaral, occurring simultaneously. It is this
richness, this seven-layer-cake profusion that rdéstnguishes his work in Hollywood®
The most apparent example of such densiffha Lady from Shangh&s the final sequence
in the hall of mirrors (also called mirror maze) igh also serves as an illustration of the
director's penchant for illusionism. Apart from obksng various plot details, the
confrontation between Elsa and Arthur succinctlpresses the merciless ambition and the
self-destructive mania that has been establishedale by the protagonist’s tale of the
sharks. The sequence exemplifies Welles’s prediledbr convoluted dynamics. His use of
deep focus photography infinitely augmented byrthdtiple mirror reflection conveys more
information to the spectator than he can processsimgle viewing. Naremore describes the

way in which Welles visually complicates the sequeehy splitting the screen:

[...] we see two images of Arthur Bannister and l@eecat either side of the frame, in
between them two gigantic pictures of Elsa’s blortdead. In another shot, two
Bannisters are superimposed over Elsa’s eyeballaiia the climax, Bannister lurches
to the left and produces three images of himse#,damera then pans and three more
Bannisters approach from the opposite directioa,tdno converging groups separated
by a single image of Elsa holding a gun: Bannistex takes out his own pistol, and as

he points it his 'real' hand enters the foregrdumnh offscreen right?

8 James Naremor@he Magic World of Orson Wellg®xford: Oxford University, 1978) 128.

8 Naremore, 128.
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At the same time, the actors take turns in delngespeeches that serve to unravel various
points of the plot. When Arthur tells Elsa thatkitling her he will be killing himself, the
psychedelic images that accompany the dramatioglial express "the way the mind can
become a hall of mirrors, a distorted, paranoidowis™ In the subsequent last conversation
Michael lectures Elsa that she was mistaken toktleine could make his terms with "the
badness™ as it inevitably leads to corruption and ultimpgrsonal destruction. As Michael
walks back into the "bright, guilty world® leaving Elsa behind, the camera recoils far back
and high up, suggesting to the viewer, who is noantgd superior perspective, to distance
himself from Michael as he dwindles, quite consaiidy, unable to fully extricate himself

from all the corruption and evil in spite of hissbeffort to walk away from everything.

% Naremore, 129.
. The Lady from Shanghaihr. 25 min. 30 sec.
92 The Lady from Shangha3 min. 26 sec.
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6. Touch of Evil

Following his work in television at the beging of 1956, which included the making of
pilot episodes for two television series, of whahly The Fountain of Youttvas eventually
broadcast® Orson Welles was offered to direct and staFémich of Evil(1958), an adaptation
of Whit Masterson’s crime nov@adge of Evil The film revolves around a professional and
personal conflict between two men: the Mexican oides agent Mike Vargas (Charlton
Heston) and the American police captain Hank Quinl@rson Welles). Both men are
investigating the murder of a wealthy American. 34 adheres to the code of law and
follows the standard procedure, whereas Quinlamemidp solely on his intuition even when it
requires him to break the law. The plot becomereesingly involved as Vargas’s new wife
Susan (Janet Leigh) and the Grandi mafia clan @erdinto the conflict which escalates into
a deadly clash between two irreconcilable sens@sstite. Welles revised the existing script
so that Quinlan became the most prominent charactarsported the action to a fictional
Mexican border town Los Robles and included a te¢ferences to the racial tensions which
affected the border area.

Welles’s "extraordinary flair for constructingghly complex scenes and overcoming
obstacles as he filmed theth'is demonstrated by the opening sceneTofich of Evil,a
cinematographic tour de force; an uninterrupte@dhminute, twenty-second tracking shot
which establishes the setting, provides the fouadafor the plot, introduces some of the
main characters and sets the frantic rhythm forrés¢ of the film. The opening sequence
requires a more thorough examination as it feat@wesumber of visually astounding
characteristics peculiar to film noir. The firstteads of the extended sequence consist of a

close-up shot of a time bomb being set up by thellad an unknown assassin. The camera

9 Mereghetti, 73.
% Mereghetti, 73-76.
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closely follows the criminal as he makes his wayhi® trunk of an empty vehicle wherein he

subsequently deposits the explosive device. As mand a woman approach the car, get in,
start the engine and begin driving off, the canmesas in a vertiginous motion and glides

crosswise over the roof of the adjacent buildingyéd a vantage point over the scene while
not losing sight of the car. As soon as the cauonscribes the far side of the building, the
camera descends the other side of the structutleasthe spectator is allowed to face the car
head-on as it approaches the foreground of theeffaaving completed its roundabout path.
The circular motion seems to be Welles’s metaphbadusion to the cyclic nature of desire

in film noir. The virtuoso performance of cinematagher Russell Metty is showcased by his
handling of the camera throughtout the sequence. ddmplex camera movement which

tracks the constantly interrupted advance of the lgathe crossing pedestrians evokes
Toland’s opening shot dfitizen Kanein its elaborate staging and emphasis on the apati
dimension of the scene.

Once Linnaker’s vehicle loaded with the bornimes to a halt, Mike and Susan make their
first appearance on the screen by entering thetséned crossing the car’s trajectory. The
unconscious encounter between the two coupleswilhoontinue crossing each other’s path
before the sequence is over, introduces the mobtdacallelism into the film. The couples
proceed along the same street, each alternatelytatirgy its counterpart, toward the
Mexican-American border which is subsequently ads8y both couples at the same time.
Welles demonstrates the tenuous nature of boursdiaxithe film by the effortless passage of
the time bomb from one side of the town to the otfce it reaches the American part of
the town, Linnekar’'s car explodes just as the newty Mike and Susan embrace in a kiss.
The camera withdraws from the terrified Vargasespan the crowd rushing to the burning
remains of the car, its shaky, disjointed movenamphasizing the chaos of the stampede.

Terry Comito explains the function of early violenin film noir "By transporting us
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immediately into the midst of an uproar, the critheller seems to conjure up a society, or a
world where violence is the norm rather than theeetion: where the only context is
disruption.®® In Touch of Evil the violent disruption is rendered all the mocgept by the
audience’s anticipation of the explosion as theahclose-up shot of the time bomb alerts the
viewer to the impending danger. Welles’s incorpiorabf the close-up produces additional
tension which builds up until the time of the e)gxm.

Resolving to join the investigation, Vargaad® his wife to a nearby motel hoping to keep
her safe. Their temporary separation jumpstartarallel subplot; a bifurcation that provides
ground for further overstepping of limits in thdnfi Eric Krueger explains the pivotal
metaphorical and thematic deviceTinuch of Evil'the constant criss-crossing of the border
by most of the major characters in the film termisdnfuse one’s sense of location. This only
adds to the ambiguous, crazed atmosphere of teliyl heightening a certain feeling of
dislocation and by undermining any search for sut€tWelles's choice to place the action
in an obscure, shifting borderland contributes He spectator’'s loss of bearings. Krueger
implies an extension of the metaphor beyond thestng of a divide between nations to the
breaching of boundaries of law and sexuality; am@m phenomenon in film noir.

Typically in film noir, the visually dark tonef a film stems from bleak setting rife with
ominous structures captured by idiosyncratic cinegraphy. The visual atmosphere of Los
Robles abounds in noir tropes. Beside the beginammpthe conclusion of the film which take
place during the night, the town continues to benersed in varying degrees of darkness
during the interim daytime period. Neverthelesse can follow the passage of time as the
darkened canvas of Los Robles keeps taking onréifteshades of black. The sombre mood
is enhanced by virulent garbage and looming oil psinwhich contribute to the spectral

panorama of Los Robles. The ubiquitous presencgwélor visually expresses the decrepit

% Terry Comito,Touch of Evil: Orson Welles, Direct¢Rutgers University Press, 1985) 4.
%Eric M. Krueger, Touch of Evil Style Expressing Content," Cinema Journal (1%2#) 58.
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state of the town and also symbolically implies theral decay of its population. Stirred by
the air, restless rubbish pervades every aspetiteofown. Krueger explains, "Welles [...]
gives us a crazed, nightmare world where all anehed by evil as its victim, purveyor, or
both. It is a world where people live in filth, tty escape it, become it, and die in it. Garbage
becomes a reflection of the human condition andhiagerial embodiment of the evil we live
with."®” As a visual motif, filth is essential to the theiastructure of the film. Aside from
the murky, soiled quality of each frame, Welles&8anera focuses on specific instances of
flying trash. For instance, when Quinlan first gdesinvestigate the Linnekar case, the
garbage thickly covering the street in front of theb seems to have "an ominous life of its
own."”®® The visual images of garbage and filth as symfwlgvil and debased human nature
are reinforced through verbal allusions to dirttle script. When accused by Vargas of
planting the evidence, Quinlan snarls "thirty yeafslirt!"® Later, when he looks up at the
oil rigs, he describes law enforcement as "a dob/"% In Touch of Evil filth exemplifies
the typically multi-layered structure of film noas it is represented on the physical, moral,
and verbal level.

It has been pointed out that the traditiorrakgoyonist of film noir is a private detective, a
corrupt member of the police force, or a cynicabareater superficially affiliated to the
society, often solely by virtue of his occupatiand distinguished by "intuitive action, which
is frequently set against, rather than under thaysef, social institutions'®* In Touch of
Evil, Hank Quinlan embodies the adduced characterisfiesnoir protagonist, in particular,
his unmitigated cynicism and skewed perceptionheflaw associated by Schrader with the

third phase of film noir. In blind pursuit of jusé, Quinlan uses false evidence as part of his

" Krueger, 57.

% Krueger, 58.

% Touch of Evil restored editiondirected by Orson Welles, produced by Albert Zugsrand Rick Schmidlin,
screenplay by Orson Welles, performers Charltontdteslanet Leigh, and Orson Welles, Universal Pastu
1958, 1 hour 6 minutes 24 seconds.
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investigation to secure a conviction of those hesaters guilty. It is precisely his espousal of
the Machiavellian 'the end justifies the meansh@ple that makes Quinlan a morally
ambivalent, and even a reprehensible, charactevertteless, the tendency to denounce
Quinlan is continuously dispelled by Welles whossfgrmance endows Quinlan with a
number of redeeming quirks, such as his craving sfeeets, which elicit the viewer’s
sympathy. As Mereghetti argues, "in portrayal ofir@an, Welles creates a titanic character:
riddled with the disease of absolutism, morallyrapt, but gifted with an unerring flair, he
embodies the innocence of sin rather than the gramaf evil.“

In addition, Quinlan personifies a curioustecadiction. In spite of his physical entrapment
inside of a corpulent body and the impairment of 'jiame leg**® Quinlan moves around
with an astonishing vigour. The visually strikingconsistency of a decrepit frame and
youthful zest represents the motif of pervasivardaa film noir and the inability to pursue it
toward complete satisfaction. Welles designed pragghy of Quinlan so as to visually
express his distinguishing characteristics. Whennl@n departs from Tanya's place in
pursuit of the voice calling him, Welles first frasnhim with a shot from an extreme low
angle which is juxtaposed to a subsequent higheasgbt that shows him from above
Tanya’s doorway. The juxtaposition of the two fram@ncapsulates Hank Quinlan’s story in
the film "The low angle generally serves to bring [Quinlan’s] power, prestige, and control
over a given situation; the high angle signals ddsa end to the world he knows and

functions in.%%

Welles introduces this new perspective to forshadioe events to come
which lead to Hank Quinlan’s inevitable downfall.
Furhermore, Welles uses a wide-angle lensghvlnables him to capture a broad area of

action in a distorted space and produces the imjgre®f colossal heads moving in and out of

the close-up shot. In contrast to Quinlan, who hetpgraphed largely from low, sinister

192 Mereghetti, 76.
193 Touch of Evil 10 min. 51 sec.
194 Krueger, 61.
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angles, Vargas is panned by wide-angle trackingssthat express his suppressed anger and
sexual frustration. Shortly after Quinlan’s nexsitvof Tanya’s place, Quinlan pauses to look
at an oil rig. As he gazes at the massive strudifiirey and plunging its steel shafts into the
ground, the camera rises and falls with the pungmid in this scene "Welles’s very form
conveys his content: the movement in conjunctioth ihe pump mirrors the rise and fall of
Quinlan’s reputation and, ultimately, of his lif&>

106 is also rendered indistinct in

The "boundary between states of waking andpshg
scenes where Welles creates the sense of a dreast.ngtably, Tanya (a bravura cameo by
Marlene Dietrich); a mysterious woman from Quinkmpast, constantly appears detached
from the reality of her being. Welles achievesithpression of her seeming transcendence of
the material world by capturing her in close-uptshehich "detach her from her environment
to heighten her presence as an omniscient spikin past and future"® Each time Quinlan
goes to see Tanya, he is entering an oneiric stiiteh temporarily allows him to revisit his
past. As Krueger aptly states "one feels that $heya] does not exist but in his [Quinlan’s]
mind."*°® Aside from her etherial quality and prophetic fiiis, Tanya’s presence contributes
to the atmosphere of nostalgia associated with fiinn. The nostalgic mood is also triggered
through the reverberating tones of the pianolaighbeard every time Quinlan enters Tanya’s
realm of dreams. In fact, the majority of musicrdethroughout the film, including the score
composed by Henry Mancini who made extensive ugeath-American bongo drums which
create the impression of aural ethnicity, comemfomset sources. The natural deployment of
jazz and rock and roll-infused music which origegafrom within the cosmos of the film,

flowing organically from the radios in cars and dokxes in clubs, serves as an aural

complement to the visually and thematically dre&@eatmosphere dfouch of Evil

1% Krueger, 61.
1% Krueger, 59.
197 Krueger, 59.
1% Krueger, 59.
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In the final scene after Quinlan shoots Mesnnie the bridge, Welles employs an extended
tilted shot to follow Quinlan’s body as it makes way through the befouled night from the
bridge to the polluted water. This technique nadtydplunges us deeper into the Wellesian
madhouse*® but also translates Quinlan’s frame of mind intsual terms. His symbolic
attempt to atone for the crimes he committed byhivags Menzies’s blood off his hands
inevitably fails as his future is "all used 0ff"just as Tanya had prophesized. The moral
ambivalence of the film is emphasized in the cosioln when it is confirmed that Sanchez,
the man whom Quinlan had suspected and frameaidesed responsible for the killing of
Linnekar. Thus, the elusive logic of the film talsgslong to percolate that it becomes obscure
in the "distorted world! Welles constructed with his facile camera, stdgkimagery,
squalid locations, evocative score, and circuigdos

Touch of Evilis widely considered by critics Welles’'s consumen&étm noir whose
“technical brilliance and thematic depth bring libse to the stature ofCjtizer] Kane"'*?
Prior to its release the film was cut and editedBogest Nims at the behest of Universal
Studios executives, its duration reduced from 16595 minutes’® A comprehensive
restoration did not occur until 1998 when produédck Schmidlin located a 58-page
memorandum Welles sent to Universal executives af@wing the studio cut in 19587
listing the alterations he wanted them to makehm rielease print. Nevertheless, the film’s
financial failure upon the release confirmed Wedlestatus as persona non grata in
Hollywood, prompting his return to Europe. In hagdr years, Welles continued making films,
most notably, the documentaFyfor Fake (1973); a sterling example of free association in

film on the topic of fraud, and the unreleased get] he Other Side of the Wirsthot between

19 Krueger, 61.
19Touch of Evil 1 hr. 34 min. 51 sec.
1 Krueger, 63.
M2 pavid A. Cook,A History of Narrative Filn{New York: W. W. Norton & Company, 2004) 351.
113
Cook, 351.
114 Cook, 351.
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1969 and 1976, starring John Huston as a direagtamating on his career near the end of his
life in a series of flashbacks. During his mostlifimperiod, Welles and his work had not
achieved the well-deserved recognition. It was awaing to the effort of the French New
Wave directors Jean-Luc Godard and Francois Trufiad Welles's friend, fellow director
Peter Bogdanovich that Orson Welles came to be Iyiderceived as one of the most
significant architects of the modern film. As Gadlaobserved of Welles’s influence,
"Everyone will always owe him everything-®

In his versatile career as a film directoscaeen writer and an actor, spanning over four
decades, Orson Welles produced a number of masteswd cinema, most notablgitizen
Kane The Magnificent Amberson¥he StrangerMr. Arkadin The Lady From Shanghai
The Trial andTouch of Evil These films bear the hallmarks of the directdr&inctly radical
and highly experimental style and as such represexor contributions to the film noir
category. David A. Cook stresses the lasting imtfrOrson Welles on film noir and film in
general "InCitizen Kanghe gave us the first modern sound film and effetyt pioneered the
aesthetic of the long take or composition in depihof his films of the 1940s significantly
anticipated the contemporary cinema of wide-scrg®tography and stereophonic soutd.”
Stylistically, Welles was an innovator, a bold espenter, "an authentic American
Expressionist*” who has profoundly inspired and influenced futgemerations of cinema.
His masterpiece noifouch of Eviimarked the end of the golden period of classital foir.
However, film noir's thematic concerns, social coemtary, character types, and, most
importantly, its visual style were revitalized ihet nineteen seventies in a body of films

commonly designated neo-noir.

15 Quoted in Michel Ciment, "Les Enfants terribl&fherican Film(December, 1984) 42.
118 Cook, 352.
7 Cook, 352.
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7. Conclusion: The Legacy of Film Noir

Instead of providing a summary, the last chapims to illustrate the return to and the
continuation of the classic film noir tradition meo-noir, in particular its thematic concerns
and stylistics that have been described in thetehdpilm Noir Aesthetics" and examined in
subsequent chapters exploring film noir elementbéfilms of Orson Welles.

More than a decade had passed since filmsapodtheosis imouch of Evil and it was not
until the early nineteen seventies, when the Uni&dtes was again gripped by social
insecurity and political disillusionment spurred lmnthe Watergate scandal and the Vietnam
War, that film noir experienced a rebirth. In thédst of this period, a wave of films was
produced that followed the tradition of classidgahfnoir by incorporating and adapting its
themes, characters, mood, and, most importansyyigual style. Alan J. Pakulaklute
(1971), Martin ScorseseBaxi Driver (1976), Lawrence KasdanBody Heat(1981), Ridley
Scott’'sBlade Runne(1982), Lee Tamahori’Mulholland Falls(1996), Curtis Hanson’s.A.
Confidential (1997), Bryan Singershe Usual Suspectél995), Alex ProyasDark City
(1998), and Joel CohenShe Man Who Wasn't Ther@001) represent a return to the
thematic and stylistic traits quintessential foe thoir tradition. John Cawelti singles out
Roman Polanski'€Chinatown (1974) as "a generically transformed film noirnsoiously
adapting certain elements from the preceding stylgenre, and recasting them with a degree
of self-consciousness [...}*® Influenced by noir productions of the nineteentiésr and
fifties, flmmakers employed elements of film nawthe contemporary social context. Neo-
noir films Taxi Driver, Blade RunnerandDark City serve as apt examples in which can be

illustrated the extent and form of film noir’s inénce.

118 John Cawelti, Chinatownand Generic Transformation in Recent American &;lfilm Theory and
Criticism 2nd edition, ed. Gerald Mast and Marshall Colidew({ York: Oxford University Press, 1979) 563.

58



In Taxi Driver, Martin Scorsese constructs a world where chaimete integrated into the
urban environment, vertical lines obfuscate thk fa# vision, and blurred lights are reflected
off the streets perennially drenched in rain. le #ein of film noir, Scorsese blends realistic
settings with expressionist cinematography to er@ahoir vision of alienation, isolation and
absence of meaning in which a disillusioned protéggaoams aimlessly from street to street,
finding no respite from an existential anxiety cadidy his inability to relate to the society.
Returning from Vietnam, Travis Bickle (Robert Der®Ni is a typical noir anti-hero whose
sense of self is falling apart. Travis’s schizopiiceidentity is a radical rendition of "the
forces of personal disintegratidn® Schraders ascribes to the final phase of film, ribi one
to whichTaxi Driveris most closely linked.

The use of realistic exteriors, "a permanéxtufe of film noir,*?° holds true toTaxi
Driver as Scorsese takes his camera into the streetswfrk. The hotels, porno theatres
and unending stretches of road establish the teadistting. Scorsese’s night-time montages
from Travis’s perspective behind the wheel consligvocative shots of real-world New York
sites. The montages are edited in a way that gEset@nsion redolent of film noir. In the vein
of Welles’sTouch of Evil Taxi Drivers opening sequence introduces the bleak, insd¢onege
that pervades the rest of the film. As Bernard meann’s score composed in the jazz idiom
begins, a pall of white steam obscures the frante setonds later a yellow cab breaks
through it, dispelling the cloud. An extreme clageshot of Travis's searching eyes ensues,
his face alternately lit by crimson red and statkte; subsequently superseded by a point-of-
view shot of hazy city lights through the cab’s dshield. Slow-motion shots of moving
crowds are juxtaposed to more close-ups of Tra¥&ls. Analogous in function and style to
film noir sequences that visually express the i@kabetween the protagonist and a society,

these opening shots convey Travis’'s detachment hisrenvironment, the urban pressure and

19 5chrader, 59.
120 5chrader, 55.
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paranoia. In addition, views of the city, captufeain different points of the taxi's exterior,
separate the frame into a portion filled by an upwea yellow bulk of the car and a blurred
shadowy portion featuring various city sights ahd passing people. In such shots, it is
impossible for the viewer to gain a clear sensspaice. As in film noir, the disorientation of
the audience is enhanced by vertical and obliquesjiwhich "adhere to the choreography of

the city,"*#!

confine the characters and induce the impressiarianistrophobia. As Travis
drives his taxi, his perspective is aligned withttbf the spectator. Consequently our shared
vision is rigidly delineated by the vertical anédgonal lines of the vehicle’s window frames.

In film noir, expressionist photography, whicisually expresses theme through style, is
typically reinforced by a verbal complement in tleem of a protagonist's voice-over
commentary. Travis's voice-over elicits a numberfibh noir themes. His contemplative
lines, "Loneliness has followed me my whole lifenefe’s no escape. I'm God’s lonely

man.il.22

evoke anxiety and isolation, whereas his ratiaa#ibn, "My whole life is pointed in
one direction. There never has been any choicen&t*® conveys fatalism, or as in Welles'’s
Touch of Evilthe association of filth with venality, "Somedayeal rain will come and wash
all this scum off the streets®* This illustrates that, imTaxi Driver, Scorsese draws on a
number of film noir features, including expressgiraesthetics, the hard-boiled crime novel
tradition and voice-over narration, and adapts therfit the contemporary society. Faxi
Driver, Scorsese constructs a radical view of film noive which amplifies the corruption of
a society and the individual’s impotence to eraicta

Based on Philip K. Dick’s nov&o Androids Dream of Electric Shee@Ridley Scott’s

Blade Runnera masterpiece of cinematic science fiction infuséth a dystopian vision of a

12Lgchrader, 57.

122 Taxi Driver, directed by Martin Scorsese, produced by Juliflifhand Michael Phillips, screenplay by Paul
Schrader, performers Robert De Niro, Cybill Sheghdodie Foster, and Harvey Keitel, Columbia Pa&sur
1976, 53 minutes 22 seconds.

123 Taxi Driver, 1 hr. 33 min. 45 sec.

124 Taxi Driver, 6 min. 18 sec.
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future society where humans and replicants co-erisinifests profound influence by film
noir visual style and themes. Set in 2019 Los Aeglelvhere colossal superstructures tower
above a multi-level environment of seedy reali@fade Runneiincorporates a number of
motifs of classic film noir; disillusionment, aliation, lethargy, detachment, moral ambiguity,
corruption, and claustrophobia. The production glesof Lawrence G. Paull bears the
hallmarks of noir aesthetics; the fururistic citgge is perpetually immersed in darkness,
deserted streets are riddled with pouring rain, dimaly-lit interiors are suffused in smoke
and steam. In keeping with noir's realism, Pautomporated several historic Los Angeles
landmarks also featured in classic film noir, imtthg Union Station and the Bradbury
Building.

Cinematographer Jordan Cronenweth exploits filoir's interplay between light and
shadows. The scene, in which Deckard (Harrison)Adsses Rachael (Sean Young) in front
of a Venetian blind which fragments the screen skewed alternating lines of dark and light,
represents a typical example of noir aesthetics. ddntrast of deep shadows and bright light
is used in a large number of close-up shots in kwvHaces of the characters are half-
obfuscated by shadow with a rim of intense liglduaxd the edge of their head. The low-
intensity lighting, thick cigarette smoke, and awstset design in the interrogation scene are
true to the surreal ambiance of noir interiors.

An exemplary noir protagonist, Deckard is mctant hero dressed in a trenchcoat and
carrying a gun. As a recluse detective used by pblkce force, Deckard is a morally
guestionable character alienated from a societwhich gangs and mobsters give way to
venal corporations. Rachael represents a typicalfammme fatale as she seduces Deckard
and lures him into a perilous trap. In additiore gossibility that Deckard may be a replicant

corresponds to the film noir ethos of betrayal dadeit.
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In Blade RunnerScott presents a plausible bleak future-reatityhich film noir themes
and stylistics are seamlessly integrated into &ogyan society plagued by the issues of rapid
technological and scientific andvancement, misuéemass media, globalization, and
environmental degradation.

In contrast tdBlade RunnerDark City follows the plot of a typical "Amnesia Noit*®
The protagonist John Murdoch (Rufus Sewell) wake$ram a state of amnesia only to be
framed for a murder he does not remember committifige the amnesiac noir hero setting
out on a quest to recover his lost identity, Mutdag forced to confront a strong adversary;
the Strangers, who embody the corruption and thiseabf power conventionally represented
in film noir by politicians and the police forcehd@ outline of the plot placd3ark Cityinto a
broader generic field; the dead bodies of the §&enare borrowed from horror film, the
conceit of alien race from science fiction, and tleastruct of an urban machine draws on
steampunk conventions. This complex generic amadgjamis heavily imbued with film noir
stylistic tropes.

In the manner of film nois a Lonely Placg1950), The Asphalt Jungl€1950), andlrhe
Naked City(1948), which announce the significance of theitisg in the title, thecity in
Dark City is an eponymous character qualified by an adjedark, which expresses perhaps
the most quintessential attribute of film noir. AlBroyas consciously approaches his subject
with the noir essence in mind; the urban landscsj@egrim and desolate place submerged in
perennial darkness. The narrow dimly-lit streeteedi with seedy facades of ominously
towering structures are reminiscent of Orson Wallegteriors inThe Trialin their evocative
power to contribute to the sense of existentialetgxparanoia and claustrophobia. Similarly
to Scott'sBlade RunnerProyas borrows a number of techniques used nm ffibir for the

shooting of scenes which take place inside the dawkdings. Dariusz Wolski's

125 Buncan, 9.
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cinematography incorporates expressionist lightmgmphasize the dejected atmosphere of
the film by exploiting the contrast between blackl avhite. When Murdoch visits Bumstead
(William Hurt) in his apartment, the rooms are halinersed in shadows. Significantly,
Proyas’ choice to shoot the scene from skewed argl®rder to alert the spectator to the
inauthenticity of the surroundings, which are regiyl transformed by the Strangers, echoes
the use of radical perspective in Welles@uch of Evil where a similar technique was used to
visually indicate the transience of Quinlan’s waaltd the inevitability of his downfall.
Following the film noir conventions, Proyasnéiaes his protagonist to a world which
consists entirely of a vast and labyrinthine ciyove all, it is the film’s visual style used to
capture the urban landscape and elicit the somadrthat place®ark City within the noir
tradition. Like Scorsese’$axi Driver and Scott'Blade RunnerProyas’Dark Cityis a fine
example of not merely preservation, but contemeariatilization of the aesthetic legacy of
the golden age of American film noir whose resurfig@nd revitalization continues well into
the present time in a steady output of films, whiefar its indelible hallmarks. A research of
the use and the ways of contemporization of cladsicnoir visual aesthetics in the films of

the post-neo-noir period would undoubtably proweoathy subject for further study.
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