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“Good-bye, Rick. God bless you.” Those words powerfully motivate a cut
he holds it together enough to

reaction — he seems on the verge of breaking down, but

manage the reply, “You better hurry, or you'll miss that plane.”

In the next shot, a loose over-the-shoulder, Rick watches Laszlo and lisa walk off
toward the plane. Then the camera jumps to a position in front of the couple, dollying
back as they walk toward it, and pans left to isolate lisa, which focuses our attention on
her facial expression as she works through her emotions. A cut back to Rick as he

wrestles with his own feelings links the two of them, via editing, one last time.

Now, as we anticipate one final shot, from Rick’s perspective, of Laslo and lisa
disappearing into the heavy fog, the director surprises us. The cut to this

“obligatory” shot, which would have been highly motivated, oddly never comes.
However, at the very end of the airport sequence, it becomes apparent why. The
director was saving that shot for the other “couple” in this story - Rick and Renault. In
another, happier film, the final shot might show two lovers walking off together into the
sunset. But in Casablanca, with its theme of ethical and moral ambiguity, the

characters more appropriately walk off into a fog, albeit toward “the start of a beautiful

friendship.”

In this analysis, | have noted how the director, Michael Curtiz, uses a series of

- unmotivated dolly-ins to move from wide shots to medium shots and close-ups.
directors might simply cut to those closer shots, Curtiz seems to prefer
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put Laszlo between Rick and lsa; etc.), these gestures are executed with subtlety, so
as not to break the narrative’s hold on the audience. With each of these departures
from the Hollywood norm of invisible technique, Curtiz goes beyond merely satisfying
our narrative curiosity, emphasizing some of the other things — emotion, ideas, beautiful

imagery - that we expect to find in really great movies.
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For this analysis, | have chosen the “Airport Goodbye” scene at the end of Casablanca.
In this climactic scene, Rick (Humphrey Bogart) reverses his stated intentions and
sacrifices his own romantic desires by convincing his former lover lisa (Ingrid

Bergman) to leave Casablanca with her war-hero husband Victor Laszlo.

The scene opens with a wide establishing shot from inside an airplane hangar, looking
out at an airplane being readied for departure. A car pulls up into a medium shot and
stops. Rick, llsa, Victor and Capt. Renault step out onto the tarmac. As Rick barks

instructions to Renault, the camera dollies back — a dramatic, unmotivated camera

movement that will be the first of several in this scene.

When Rick orders Laslo to the plane, an emphatic dolly move from medium shot to
close-up draws attention to llsa’s expression during this highly charged moment.

As Renault steps away to sign the exit visas, the camera dollies (motivated) back with
him, but when Rick delivers the bombshell “...in the name of Mr. and Mrs. Laszlo”, the
physical reactions of Renault (turns sharply) and llsa (lurches forward), combined with a
sudden swell of background music, help motivate a cut to a medium two-shot of Rick
and llsa. When lIsa asks Rick why she is to be included on the flight, the camera again

dollies in (emphatic) from medium shot to close-up, ramping up the energy for the very

emotional discussion they are about to have.

In this crucial section of dialogue, Rick struggles to convince a confused and distressed
lisa that she must leave him and go away with Laszlo. The first part of it plays outin a
) two-shot that runs for approximately 25 seconds without a cut. By not

n, the director allows us to watch lisa visibly react to what Rick
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the last time.
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u'dwéy through, the intimate spell of the two-shot is broken when Rick asks Renault 2
.q estion, and the film cuts to Renault for his reply. However, the camera again dollies
In from wide shot, retumning us to the intimate two-shot we had just left. Is this particular
€amera movement motivated? This is a tough call because, by now, our sympathy for
Rick and lisa's heartbreak makes us long to be nearer to them. When the camera
brings us back to their side, we feel a sense of relief, if only for a brief moment. So
even though the moving camera is not taking us to see the answer to a narrative
question (which is the hallmark of motivated technique), we surely do want it to move
in for that tighter shot to satisfy our emotional yearning. When the audience wants the

camera to move, and it does move, | think that may be considered motivated technique.

In the second half of their conversation, in which the tone of llsa’s replies changes

from fervent denial to sad acceptance, the film cuts back and forth between intimate
over-the-shoulder close-ups. This marks a contrast with the first half, which had no cuts
at all. By changing the editing rhythm in this way, the editor helps us recognize that
there are, in fact, two distinct parts to this section of dialogue. The first part is covered
with a single long-take, while the second part cuts back and forth. When we notice the

change in editing pace, it reinforces our sense that something has changed in the

nature of their conversation.

The most powerful shot in this segment occurs when the director switches from over-

the-shoulder shots to a very tight close-up of lisa’s forlorn expression as she listens to
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Lo inte:-::::::lcrzzy W°f|f1-" This achingly beautiful shot runs about 30 seconds
Iooking S Y once - with a cut to Rick as he delivers the infamous line “Here’s
; » kid,” then a cut back to llsa as she finally smiles despite her heavy heart.
By lingering so long on lisa’s close-up, the filmmaker gives us sufficient time to really

think S A
about what she is going through and let our empathy for her well up inside us.

The spell of this lovely moment is broken, harshly and effectively, with an unmotivated
cut to the villain, Major Strasser, racing toward the airport to foil their escape. This cut
emphasizes that the clock is ticking and our heroes are still in imminent danger —

whatever they have to say to each other, they had better hurry.

Back at the airport, there follows a segment in which Rick ties up loose ends with Laslo.
This section is covered in over-the shoulder medium and medium close-up shots.
Interestingly, there is a point in this exchange in which the director crosses the axis,
briefly reversing the screen direction of the actors. However, by this point in the scene,
we have a good sense of where the actors are positioned in relation to one another, so
this lapse in continuity is not too disorienting. Crossing the axis here allows the director
to reposition the actors such that, in the shot composition, Rick and lisa are separated

from each other by Laszlo, who now stands between them, both figuratively and literally.

The mood of the scene takes another harsh turn, with a jarringly emphatic cut to the
plane engines as the spinning propellers whine. This signals that the gut wrenching
‘moment of truth has arrived, and is followed by a quick series of close-ups between
2 as they look at each other for the last time. When lisa steps up to bid Rick




