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This collection aims to bring together the audiovisual essays we have been making for more 
than ten years. All works have been revised for inclusion in this Collection, and many have been 
technically upgraded and improved.  
 

 
VOL. 2: CLOSE ANALYSIS 

 
This volume, containing 10 pieces, concentrates on the close audiovisual analysis of individual 
films or TV series, and specific scenes, shots or techniques within them. A wide range of 
directors, genres and styles is covered, from screwball comedy and horror-thriller to 
contemplative drama and art cinema, from Jean Renoir and Ernst Lubitsch to Miklós Jancsó 
and Lena Dunham. There is a connection to traditional critical forms in the use of voice-over 
text, but (as in Vol. 1) montage is the main driver of analytical insight, drawing on 
superimposition, multi-screen, slow motion, soundtrack re-editing and related devices. 
(78 min; 1280x720pp) 
 
WISH I HAD A RIVER (2017 / 2022) / 5'35'' 
Film: Partie de campagne (Jean Renoir, 1936) 
The final, brief re-encounter of once-only lovers replays and encapsulates the entirety of 
Renoir’s classic – and opens it out to a wider philosophical and cinematic mystery of connection 
and disconnection, the real and the virtual. 
 
IMITATION / CONTAMINATION / DISSOLUTION (2016) / 10'10'' 
Film: Memories of Murder (Bong Joon-ho, 2003) 
Serial killer movies are obsessed with the patterns formed by imitation. Bong adds to this a 
profound sense of contamination (forever changing evidence and behaviour) and dissolution 
(time wearing away reality). 
 
PLUMBING (2017 / 2022) / 11'22'' 
Film: Cluny Brown (Ernst Lubitsch, 1946)  
A polite social gathering announces Cluny’s engagement to a proper English gentleman. But the 
“plumbing” – the noisy pipes of the bathroom, and associated bodily functions – interrupts the 
occasion. How does Lubitsch align our sympathies? 
 
RELAY (2017) / 4'49'' 
Film: The Red and the White (Miklós Jancsó, 1967) 
The long take is a modern, unbending fetish, but Jancsó used it as a supple tool to create 
multiple moods, effects and meanings. Tracking one such shot reveals the complexity of its 
viewpoints and perspectives. 
 
WHEN YOU READ THIS LETTER (2018 / 2022) / 12'37'' 
Film: Good Morning, Night (Marco Bellocchio, 2003) 
Bellocchio’s imagining of the kidnapping of Aldo Moro makes conventional use of TV news from 
the period. More unusually, dream sequences also include archival footage from Soviet Russia 
and clips from fiction movies. Why? 
 
BETWEEN TWO PLOT POINTS (2017 / 2022) / 4'05'' 
Films: Ball of Fire (Howard Hawks, 1941) / Détective (Jean-Luc Godard, 1985) 



Hawks had two major directorial talents: he revelled in easy-going character interaction, but he 
simultaneously made sure that the story was always moving forward. How did he manage this 
balance? A scene poised between two plot points provides clues. 
 
PROXIMITY (2019) / 5'05'' 
Film: Creepy (Kiyoshi Kurosawa, 2016) 
Kurosawa’s films, across all genres, lean on Japanese society’s rules of politeness. As these 
rules are gradually violated, a terrifying fiction begins. Creepiness here is defined as the 
hypnotic power wielded by gaze and touch. 
 
ALL INSIDE (2019 / 2022) / 4'28'' 
Film: Girls S01E01 (Lena Dunham, 2017)  
The pre-credit prologue to the final season of Dunham’s TV series sums up plot elements, and 
reminds us of all the key characters. But there is so much more than just narrative information 
skilfully embedded here.  
 
CULTURE FAÇADE (2019 / 2022) / 6'42'' 
Film: Le silence de la mer (Jean-Pierre Melville, 1949) 
Melville's chamber drama debut closely follows the Vercors novel, except for one dramatised 
flashback. What is the function of this addition, what was gained by its inclusion? And what 
does its mise en scène tell us? 
 
BROKEN RHYTHM (2016 / 2022) / 11'21'' 
Film: The Son’s Room (Nanni Moretti, 2001) 
Moretti’s films address personal issues of fear, grief and depression within the wider circles of 
family, work and society. He makes a cinema of physical gestures, flailing and graceful, arising 
within the routines and rituals of daily life. 
 
	


