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Rationale: 
This documentary aims to explore the representations of identity 
offered by the directors of science fiction films from different 
cultures: Solaris, 2001: A Space Odyssey, Eternal Sunshine of 
the Spotless Mind and 2046. This documentary analyses the 
narrative structure and mise-en-scène in the selected films in 
order to provide a thorough and comparative analysis. The 
documentary provides a closer look at how identity and the human 
condition is constructed through ever-changing relationships 
with other characters on the screen and how the concept of time 
interacts with the representation of identity and the science 
fiction genre as a whole. 
 
Word Count: 98 
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VIDEO AUDIO 

Black screen. FADE IN: Text reads: 
“Through others we become ourselves.” ― 
Lev S. Vygotsky. 
 
INT. ECU of Dave Bowman’s eye blinking 
twice. On second blink CUT to  EXT. LS 
- Kris Kelvin (Solaris, abbr. Solaris) 
standing in a field, camera panning 
upwards. Text on bottom reads: Solaris 
(1972), A. Tarkovsky. 
 
INT. Bedroom (2001: A Space Odyssey, 
2001) CU - an aged Dave Bowman. Text on 
bottom reads: 2001: A Space Odyssey 
(1968), S. Kubrick. 
 
EXT. Charles River - Night (Eternal 
Sunshine of the Spotless Mind, abbr. 
ES) HA CU - Joel and Clementine on a 
frozen lake, cut to MS. Text on bottom 
reads: Eternal Sunshine of the Spotless 
Mind (2004), M. Gondry.  
 
CUT to INT. Oriental Hotel - 
Day  (2046, abbr. 2046) OTS CU - Chow 
Mo-wan and Bai Ling standing in a 
corridor staring in each other’s eyes. 
Black covering right side of frame. 
Text on bottom reads: 2046 (2004), K.W. 
Wong. 
CUT: INT. Joel’s hallway - Day (ES) MS 
of Clementine in right side of frame 
confessing to Joel. Shallow focus, 
cool, blue light in background.  
 
On ‘construct’ CUT to INT. (The Truman 
Show) LS - Truman walking up stairs 
covered in sky blue wallpaper. Text on 

Diegetic sound of David Bowman 
breathing heavily from 2001: A Space 
Odyssey, 2001.  
 
FADE IN: Non diegetic music – ‘Gayane 
Ballet Suite’ from (2001) faintly in 
background. 
 
Narrator (Tiffany Chan) V.O:  In 
today’s world, the subject of 
identity is an open question. We find 
that people have more than one way of 
being. 
 
Cont.: Through the relationships they 
have with lovers... 

 
Joel: I could die right now Clem, I’m 
just...so happy. I've never felt that 
before. I'm just exactly where I want 
to be. 
 
 
Cont.: ...and the connections that 
they make with the people around 
them. As a result, human beings are 
defined as made up of several 
conflicting parts.  
 
 
FADE IN - Clementine: I’m not a 
concept, Joel. I’m just a fucked up 
girl who’s looking for my own piece 
of mind. I’m not perfect. 
 
Narrator (V.O): The modern 
philosophical idea that identity is 
merely a construct serves as part of 
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bottom reads: The Truman Show (1998) – 
P. Weir. CUT to black screen.  
 
 
INT. Nostromo (Alien) LS, slight LA – 
Arthur Dallas in bottom right corner of 
frame booting up “Mother”. Low key 
lighting sourced by control panel. Text 
on bottom reads: Alien (1979) – R. 
Scott. 
 
EXT. Oriental Hotel Balcony, Day (2046) 
MS, gradual zoom out of a still shot 
showing Chow Mo-wan smoking a 
cigarette. Subtitles in English shown 
on bottom of screen. 
 
On ‘memory’ CUT – INT. Joel’s Bedroom, 
Night (ES) MS, Shallow focus, Mary in 
foreground quoting Friedrich Nietszche. 
Warm lighting with particular key 
lighting on Mary.  
 
EXT. (2001) - ELS vertical following 
shot of Pan Am space plane travelling 
to space station. Earth is seen in left 
third. CUT to black screen.  
 
EXT. Tokyo Highway, Day (Solaris) -
Excerpt of black and white, purple 
tinted POV tracking shot through a 
highway in Tokyo. Movement in frame 
sourced by passing cars, camera kept 
steady. CUT to diagram of ‘The Hero’s 
Journey’ with Ken Burns effect.  
 
INT. Office, Day - MS, blurred 
background of a bookshelf with Joseph 
Campbell in foreground sitting behind a 
desk. Text on bottom reads: Joseph 

an allegory in many films.  
Non-diegetic music – Gayane Ballet 
Suite from (2001) cuts. 
 
Narrator (V.O): Especially in the 
science fiction genre. These are also 
known as “speculative fiction” as 
they speculate about the nature of 
reality. 
 
Cont.: Who are we? What exactly is 
identity? How does time... 
 
Chow Mo-wan (V.O): If I lived in 
another time or place, my story might 
have had a very different ending.  
 
Cont.: ...and memory affect our 
identity? 
  
Mary: “Blessed are the forgetful, for 
they get the even of their blunders.”  
 
Non-diegetic music – gradual fade in 
of the opening notes from ‘The Blue 
Danube’ from 2001. 
 
 
Narrator (V.O): Now, let’s start by 
talking a bit about the structure of 
these films. This particular type of 
narrative structure, also known as a 
monomyth serves mainly as an extended 
metaphor for finding one’s identity 
by rediscovering something within 
themselves... 
 
Joseph Campbell:  A hero ventures... 
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Campbell, Author, The Hero With A 
Thousand Faces.  
 
Split screen. Left side shows (2001) 
and right side shows (Solaris).  
On ‘forth’: (2001) shows OTS MS of Dave 
Bowman going into a space pod on the 
control panel screen. (Solaris) shows 
tracking shot of Kris Kelvin looking 
down the chaotic hallway of Solaris 
Station. On ‘fabulous forces’: (2001) 
shows CU of Bowman with horrified 
expression, bright neon lights reflect 
on his helmet.(Solaris) shows ELS, warm 
lighting of the ocean levels swirling 
and rising on Solaris. On ‘the power to 
bestow’ (2001) shows ELS of Starchild 
on left third of frame and Earth on 
right third of frame. (Solaris) shows 
mid-tracking shot of Kelvin placing lit 
candles into zero gravity. 
 
On ‘outer space’ CUT – (2001) ELS Frank 
Poole lost in outer space. Space pod 
seen spinning in right third of frame. 
Lots of negative space in frame. On 
‘delving into’ CUT – (2001) LS Dave 
Bowman crawling out of space pod into 
outer space. Space pod gradually moves 
from right to left of frame. Negative 
space surrounds the space pod. On ‘the 
mind’ CUT – (2001) MS Dave Bowman in 
space pod. Bowman in foreground, 
centered in frame. Neon coloured lights 
seen in background. Shallow focus used 
to increase depth of field.  
 
INT. Library, Day – CU ¾ shot of 
philosopher Gilles Deleuze. Blurred 
background of a filled bookshelf, 

 
 
 
Joseph Campbell Cont. (V.O): ...forth 
from the world of common day into a 
region of supernatural wonder: 
fabulous forces are there encountered 
and a decisive victory is won: the 
hero comes back from this mysterious 
adventure with the power to bestow 
boons on his fellow man. 
 
 
 
 
 
 
 
 
 
 
 
Narrator (V.O): The journey narrative 
is metaphorical. The idea of self-
discovery is commonly seen in sci-fi. 
Travelling to outer space is an 
allegory for delving into the mind 
and into the subconscious. So, the 
vast expanse of space can be 
paralleled with the extensive limits 
of the mind... 
 
 
 
 
 
 
Gilles Deleuze: Kubrick is renewing 
the N of the initiatory journey 
because every journey in the world is 
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Deleuze placed in foreground behind a 
desk. Text on bottom reads: Gilles 
Deleuze, Philosopher. 
 
INT. Discovery One (2001) – Long 
tracking shot, long take of Dave Bowman 
jogging on the Discovery. Soft blue 
lighting seen coming from  
 
 
EXT. Outer space, (2001) - EL panning 
shot of Pan Am space plane travelling. 
On ‘Solaris’ CUT to INT./EXT. Solaris 
station, (Solaris) - MS of a 
dishevelled Kris Kelvin standing in the 
middle of Solaris station. 
On ‘empty space’ CUT to EL, tracking 
shot of Frank Poole in a yellow suit 
floating aimlessly in pitch black outer 
space. 
 
EXT. Day, (2001) - ELS sun above the 
Earth, illuminating top third of frame. 
 
 
EXT. Outer Space (2001) MS Frank Poole 
spinning in outer space towards 
Bowman’s space pod. On ‘just being seen 
in outer space’, CUT to LS of Dave 
Bowman being launched into the 
aircraft, strong red lighting used. On 
‘Kubrick’s signature”, CUT to snippet 
from Kubrick//One Point Perspective 
(Kogonada, 2013) video essay. Text on 
bottom reads: Kubrick//One Point 
Perspective, Kogonada. CUT back to LS 
of Dave Bowman being launched into the 
aircraft, strong red lighting in frame. 
Symmetry and leading lines seen 
surrounding Bowman in frame.  

an exploration of the brain.  
 
 
 
Narrator (V.O): But how does this get 
translated onto the silver screen? 
Let’s take a closer look at how the 
space is used in the cinematography 
of these films.  
  
Cont.: Negative space is prominent 
throughout most of the films, with 
the exception of Solaris, which we’ll 
discuss later. The larger the amount 
of empty space surroun ding a 
subject, the stronger the 
representation of isolation, 
emptiness and ultimately, mankind’s 
infinite search for their identity.  
 
 
Cont.: Let’s start off by examining 
the use of it in 2001: A Space 
Odyssey. 
 
Narrator (V.O): As the film 
progresses, we see that negative 
space increases in the frame, 
expanding its limits from just being 
seen in outer space. The combined use 
of negative space, strong red palette 
and symmetry in this shot connotes a 
strong sense of danger. We see that 
the leading lines not only 
demonstrates Kubrick’s signature ‘one 
point perspective’ in his shots, but 
also provides a sense of confinement. 
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INT. Joel’s Hallway, Day (ES) – Mid two 
shot of Joel and Clementine positioned 
on left and right side of the frame. 
Shallow focused. Low-key, ambient 
lighting. Clemetine slightly more well 
lit as Joel is in the shadows. Blue 
pocket of light emits from background.  
 
EXT. Beach, Day (ES) – ELS of Joel and 
Clementine winter gear clad, running 
around on a snow-covered beach. The 
ocean seen in background almost 
infinitely, washing up onto the shore. 
Lots of negative space and dull blue 
and white colour palette. Natural 
lighting used. Joel jumps into the 
water.  
 
JUMP CUT to LS Clementine throwing snow 
on Joel. Handheld tracking shot and 
moves to CU on Joel then Clementine as 
they both come to the realisation of a 
house in the distance.  
 
Previous scene described replays and 
emphasizes the two characters on the 
empty, snow-covered beach. On ‘title’, 
text in centre of the screen reads: 
Eternal Sunshine of the Spotless Mind, 
with ‘spotless mind’ highlighted. On 
‘cool spotlight’ CUT to LA, handheld MS 
of Joel and Clementine around the 
frozen Charles Lake. CUT to HA, LS Joel 
dragging Clementine around the frozen 
Charles Lake.    
 
INT. Oriental Hotel, Night (2046) MS, 
shallow focus of Bai Ling in right 
third of frame wearing black. Dark 
negative space envelopes her. Soft 

Joel: I can't see anything that I 
don't like about you. 
Clementine: But you will! But you 
will. You know, you will think of 
things. And I'll get bored with you 
and feel trapped because that's what 
happens with me. 
 
OVERLAY: Laughter from Clementine and 
Joel. Non-diegetic music – ‘Spotless 
Mind’ from ES faintly. 
 
Narrator (V.O): The negative space 
used in Eternal Sunshine of the 
Spotless Mind are most prevalent 
during Joel’s mind erasing process, 
such as this scene... 
 
Faint dialogue            Clementine: 
overlaps and merges     It’s so cool! 
with diegetic               Joel: 
sound of waves    Look out, look out! 
on beach and non-diegetic music.  
                    
Cont.: The negative space parallels 
the emptiness of Joel’s mind, as his 
memory of Clementine becomes 
fractured. This references the title  
of a ‘spotless mind’ explicitly. The 
cool spotlight that follows them in 
the scenes where they escape the 
erasers symbolise the concentrated 
search for each other. By finding 
each other, they are ultimately able 
to find themselves.  
 
Bai Ling: I don’t care if you love me 
or not. I’ll love you anyway.  
 
Narrator (V.O): This scene in 
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green tinted key lighting on her. CUT 
to CU Chow Mo-wan on left side of frame 
wearing white. He is standing in front 
of a mirror while cigarette smoke 
escapes his lips. He is also enveloped 
by lots of dark negative space and is 
lit by the same green tinted dim 
lighting as Bai Ling. Scene replays for 
the duration of this narration.  
 
 
On ‘Bai Ling’ CUT to MS, shallow focus 
of Bai Ling in right third of frame 
wearing black. On ‘Chow’ CUT to Chow 
Mo-wan on left side of frame wearing 
white. CUT to show LS Bai Ling in Room 
2046 in a jewelled black cheongsam 
facing a mirror; slow motion. 
 
INT. Oriental Hotel, Night (2046) Mid 
OTS, two shot – Chow Mo-wan facing the 
camera. Shallow focus.  
 
CUT to MS Bai Ling in centre of frame 
wearing the same outfit. Camera filming 
the mirror she is reflected in. CUT 
back to MS, shallow focus of Bai Ling 
in right third of frame wearing black.  
CUT to MS panning from left to right, 
shallow focus with bokeh; shows Bai 
Ling in right third of frame facing the 
camera. OTS of Chow Mo-wan facing away 
from camera. 
 
 
INT. Oriental Hotel, Night (2046) CU, 
slight LA, slow motion shot of Chow Mo-
wan letting go of Bai Ling’s hands. 
Signature WKW cross-printing effect 
applied. Fade to black. 

particular comes from the 
disequilibrium of the film and 
although these two characters are in 
the same place as each other, we 
immediately notice a clear separation 
between the both of them in the 
composition of the frame that is 
unlike the closeness of the two 
characters as presented in Eternal 
Sunshine of the Spotless Mind.  
 
Cont.: In this particular scene, we 
see that Bai Ling is wearing black 
and Chow wears white, signifying a 
clear binary opposition in the scene. 
As she mistakenly fell in love with 
Chow... 
 
 
Bai Ling: Why can’t it be like the 
way it was before?  
 
 
Cont.: ...her dresses became darker 
in colour, which match them to her 
feelings and the empty darkness that 
surrounds her in subsequent scenes. 
Hopeless romantic characters like Bai 
Ling, Joel and Clementine find solace 
and themselves within other people.  
Bai Ling: Please don’t go. 
Cont.: As she becomes more 
heartbroken, she ultimately becomes 
more lost. 
 
Chow Mo-wan: As I recall that was the 
last time we ever saw each other. 
 
Final notes of non-diegetic music – 
“2046 Main Theme” plays. 
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INT. Solaris Station, Night (Solaris) 
CU of Dr. Snaut wearing a suit and tie 
lit in key lighting, shadows surround 
him.  
 
EXT. Kris’ Father’s House (Solaris) – 
opening establishing shots of the film. 
Tall trees on either side of frame, a 
bridge in the centre. Natural lighting.  
INT./EXT. Solaris Station – LS Kelvin 
and Snaut walking down a circular 
hallway, away from the camera. There 
are scraps and mess around the floor, 
objects protruding out of brick red 
walls. Uses artificial lighting.  
 
 
 
Split screen. Left side shows (2001) 
and right side shows (Solaris).  
(2001) – LS of Bowman in centre of 
frame in a red spacesuit walking in a 
brightly lit white tunnel. Repetitive 
octagonal pattern, lots of symmetry. 
(Solaris) – MS silhouette of Kelvin in 
right third of frame. White walls with 
futuristic furniture, similar to 2001. 
 
INT./EXT.  Solaris Station, Night 
(Solaris) CU of Dr. Snaut wearing a 
suit and tie lit in key lighting, 
shadows surround him. Dr. Sartorius 
pacing around him. 
 
EXT. EL, HA shot of the blue-green 
tinted ocean beneath Solaris swirling 
clockwise. Vast negative space. CUT to 
EL, HA shot of a purple tinted ocean 
swirling beneath Solaris.  
Fade to black.  

Dr. Snaut: I must tell you that we 
really have no desire to conquer any 
cosmos. We want to extend the Earth 
to the borders of the cosmos. 
 
Narrator (V.O): But what about 
Solaris? The film is also commonly 
referred to as the Soviet Union’s 
answer to Kubrick’s 2001: A Space 
Odyssey, but the reason that Solaris 
is different to 2001 and the other 
films is actually due to its lack of 
negative space. Every scene is 
usually, unlike the other films, 
filled with objects in the frame that 
are in close proximity with one 
another.  
 
Cont.: In contrast to 2001 as you can 
see in this comparison, the abundance 
of meaningless objects in the frame 
juxtapose Kelvin and actually 
increases the isolated atmosphere of 
the film. Basically, the more stuff 
that is on the screen, the more empty 
it actually feels. 
 
 
Dr. Snaut Cont.: We don’t know what 
to do with other worlds. We don’t 
need other worlds. We need a mirror.  
 
 
 
Narrator (V.O): Tarkovsky only 
includes handful of shots that show 
what outer space looks like and even 
then, it doesn’t look as empty as it 
did in 2001. This reinforces the idea 
that human beings are all alone in 
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INT./EXT. Train, Day (ES) - Mid two 
shot of Joel and Clementine on the 
train. Flickers of trees and scenery 
are seen through the train window. MS 
of Clementine in a bright orange 
sweater and blue hair leaning over the 
train seat. Reaction MS from Joel 
looking confused. As quote is being 
narrated, blur out previously described 
scene and place Vygotsky quote over ES. 
 
INT./EXT. Night (Solaris) CU of Dr. 
Snaut wearing a suit lit in key 
lighting, shadows surround him.  
 
INT. Joel’s Apartment, Day (ES) – CU, 
slight HA of Clementine and Joel, dim 
ambient lighting. Lots of shadows soft 
key lighting around their faces.  
INT. Oriental Hotel, Night (2046) – HA, 
MS Bai Ling and Chow framed through a 
window. Dim artificial lighting. 
Characters seen in centre of frame. 
 
INT. Joel’s House, Day (ES) – Edited 
montage of Joel clearing his house of 
evidence of Clementine. Most are MS, 
uses shallow focus, blue/cool-toned. 
 
EXT. Montauk Beach, Day (ES) – CU shot-
reverse-shot Clementine and Joel 
sitting in a staircase. Natural 
lighting. EXT. Street, Night (ES) – 
Long, tracking shot Joel chasing 
Clementine down the street. Handheld 
camera. Ambient/artificial lighting, 
slightly cool-toned. Subtitles on 
bottom, Joel yelling: By morning you’ll 
be gone! The perfect ending to this 

the big, wide universe.  
Upbeat, comedic non-diegetic score 
playing in background.  
 
Clementine: Do I know you? 
 
Narrator (V.O): Let’s revisit the 
Vygotsky quote at the very beginning 
of this documentary: “Through others 
we become ourselves”, or as Dr. Snaut 
would say: 
 
Dr. Snaut: Man needs man!  
 
 
Cont.: Vygotsky’s quote tells us that 
we find ourselves through our 
relationships with the people around 
us. This concept is very important in 
all the films as there’s always some 
sort of interaction between one or 
more main characters throughout the 
film that make each other who they 
truly are.  
 
Dramatic non-diegetic music from ES. 
Howard Mierzwiak (V.O): We want to 
empty your home. We want to empty 
your life of Clementine.  
 
Narrator (V.O): Eternal Sunshine of 
the Spotless Mind is one of the films 
that tackles the issues that come 
with a romantic relationship 
directly. Looking at the first half 
of the film from a narrative 
perspective, we see that Joel and 
Clementine are two imperfect people 
that seem to cause unhappiness in 
each other’s lives.  
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piece of shit story.  
 
EXT. Street, Day (ES) – Mid, handheld 
shot. Shallow focus, ambient lighting. 
Joel turns to Clementine. Shot is 
chaotic - filled with objects e.g. 
street stalls, colourful flags and 
people passing by. MS, handheld from 
behind the two characters. They begin 
arguing. MS, handheld from in front of 
the two characters. CU, OTS from Joel’s 
PoV, scene begins to blur out, shallow 
focus intensifies. 
 
EXT. Street, Night (ES) – LS, handheld 
as Joel and Clementine get out of a car 
that is being deleted off the screen. 
Dim artificial lighting.  
 
EXT. Charles River, Night (ES) – CU, 
slight LA, Joel in right side of frame. 
Dim ambient lighting. Shallow focus. 
 
INT. Kang’s (ES) – CU shot-reverse-shot 
Joel and Clementine eating dinner. Joel 
smiles when he hears her say the word 
‘repulsive’. On ‘his unhappiest’ CUT to 
LS of Joel at the beach in foreground, 
left of frame, Clementine in 
background, right of frame. Natural 
lighting. On ‘happiness’ CUT to MS, 
Clementine behind Joel in a forest. 
Natural lighting. Warm colour palette. 
Shallow focus on trees in background.   
 
INT. Hotel Room, Night (2046) – OTS CU 
shot of Chow. Shallow focus, Bai Ling 
in focus behind Chow. Warm green 
artificial lighting. 
 

 
 
Joel: Clem, you really think you 
could take care of a kid? 
Clementine: *scoffs* What? 
Joel: We’ll talk about it later.  
Clementine: I can’t hear you. I can 
never the fuck understand what you’re 
saying.  
 
Dialogue fades out as scene continues 
playing.  
 
 
Narrator (V.O): But it seems that 
during the erasure process, Joel 
finds that he needs Clementine more 
than ever.     
 
Joel: *yelling* Can you hear me? I 
don’t want this anymore. I wanna call 
it off!  
 
Cont.: Joel revisits a night at 
dinner during the brink of his 
breakup. He smiles in reminiscence, 
in spite of his discontent with his 
relationship. Even at his unhappiest, 
Clementine is there. All the 
happiness ever shown throughout the 
film was with Clementine. They find 
happiness in each other, hence the 
‘eternal sunshine’. Lacuna can erase 
memories but it can’t erase feelings.  
 
Bai Ling: Name your price. I’d pay 
anything to be with you every day.  
 
 
Narrator (V.O): 2046, typical of Wong 
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INT. Oriental Hotel, Day (2046) – CU, 
side profile shot of Chow and Bai Ling. 
Shallow focus, jade green background. 
Ambient lighting. On ‘romantic 
relationships’ CUT to CU Bai Ling and 
Chow kissing. Dim ambient lighting.  
 
 
INT. Oriental Hotel, Night (2046) – MS 
Chow Mo-wan combing his hair in front 
of a mirror. Dark shadows fill up right 
third of frame. Shallow focus. Soft 
green ambient lighting. 
 
CUT to montage of Chow’s writing 
process. Fast-forwarded footage of the 
lighting as it changes rapidly, 
creating pockets of shadows and light 
over Chow as he writes at normal speed. 
CU of pen over paper. Scrunched up 
pieces of paper and ink wells scattered 
around the table. Dim artificial 
lighting, ashened colour palette. 
 
INT. Press Room – Mid talking head shot 
of Wong Kar-wai wearing sunglasses 
during an interview at Cannes Film 
Festival. Wong in foreground, right 
side of frame as ‘2046’ poster is seen 
in background, left side of frame. 
Artificial lighting.  
 
Vygotsky’s quote shown on black screen.   
INT. Nightclub, Night (2046) – OTS CU 
showing Lulu. Artificial, three point 
lighting on her face. Shallow focus. 
Bright red colour palette seen in 
background that reflects on right side 
of Lulu’s face. 
 

Kar-wai’s films, also deals with the 
recurring themes of unrequited love 
and romantic relationships. This is a 
clear sign that we should move 
towards how the film relates back to 
Vygotsky’s quote.  
 
Cont.: Let’s discuss Tony Leung’s 
portrayal of Chow Mo-wan. As a 
recurring character, Chow Mo-wan 
writes a science fiction novel in 
2046 instead of a kung fu novel as 
was done in In The Mood For Love.  
 
Climax of non-diegetic music – “2046 
Main Theme” plays. 
Cont.: Through his writing process, 
he fictionalizes people that he’s 
come across throughout his own life, 
penning his relationships with them 
onto paper. Chow’s writing can be 
described as a form of self-
reflection. 
  
Wong Kar-wai: I think writing is kind 
of like a monologue. You’re speaking 
to yourself. By the time he meets 
someone like Zhang Ziyi [Bai Ling], 
he becomes lazy and it’s like human 
relationships. There’s dialogue 
instead of monologue. 
 
Narrator (V.O): Again, let’s use 
Vygotsky’s quote as a basis. If we 
become ourselves through other 
people, then the act of Chow writing 
his experiences and relationships 
down means that they are malleable. 
In other words, his own identity can 
be easily changed as he reconstructs 
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INT. Bookstore, Day (ES) – ECU OTS shot 
from a bookshelf, camera facing 
Clementine. MS Joel and Clementine in 
frame. Artificial lighting, blank books 
on bookshelf in background.  
  
EXT. Oriental Hotel Rooftop, Day (2046) 
– LS Wang Jing-wen and Chow Mo-wan on 
the rooftop smoking cigarettes. Large 
hotel sign covers up right side of the 
frame. Unfocused leaves in foreground, 
the characters in focus in background. 
 
INT. Press Room – Mid talking head shot 
of Wong Kar-wai wearing sunglasses 
during an interview at Cannes Film 
Festival. Wong in foreground, right 
side of frame as ‘2046’ poster is seen 
in background, left side of frame. 
Artificial lighting.  
 
EXT. (2046) – LS of train passing 
overhead in 2046. Wong Kar-wai step-
printing effect applied. Multi-
coloured, computer generated dystopian 
world. 
CUT to (ES) – MS Joel at the Lacuna 
office under a brain scanner device. 
Shot-reverse-shot of Stan and Joel. CU 
on computer screen showing a map of 
Joel’s brain.  
 
(2046) - Black screen. Text in white 
says 24 December 1966 in Chinese.  
On ‘time travel’ CUT to the DeLorean 
disappearing into another time, setting 
fire to the road. Text on bottom reads: 

his own relationships with the people 
around him. 
 
Joel: It would be different. If we 
could just give it another go around. 
Clementine: Remember me. Try your 
best. Maybe we can. 
 
 
Narrator (V.O): These films also 
highly emphasize that it’s the 
characters’ memories that form the 
basis of their relationships with the 
people around them. 
 
 
Wong Kar-wai: To me, I think, the 
whole concept of the film is about 
your memories and actually, the 
future is the projection from the 
past. 
 
 
 
Cont.: Wong incorporates what he 
called “low-tech” sci-fi into 2046 
and it’s safe to say that the same 
can be said for Gondry’s Eternal 
Sunshine of the Spotless Mind. The 
films choose to explore the human 
condition in a more subdued fashion 
by showcasing how our relationships 
with other people can affect our own 
identity. 
 
Narrator (V.O): The concept of time 
is crucial in the science fiction 
genre. Without it, complex sci-fi 
elements like time travel and 
parallel universes that would impact 
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Back to the Future (1985) – R. 
Zemeckis. On ‘parallel universes’ CUT 
to MS Millenium Falcon jumping into 
hyperspace. Text on bottom reads: Star 
Wars (1977) – G. Lucas. On ‘sped up’ 
CUT to (ES) – slight LA, objects shown 
rapidly in front of Joel’s PoV, warm 
lighting. On ‘slowed down’ CUT to 
(2046) – CU side profile shot of Chow 
walking away. Soft key lighting on his 
face. On ‘revisited’ CUT to (Solaris) – 
CU gradual zoom on Kelvin’s mother. 
B&W, purple tinted shot. On 
‘repetitious’ CUT to (2001) ELS Star 
Child in left side of frame.  
 
INT. Press Room - CU ¾ shot of Andrei 
Tarkovsky reading an excerpt of his 
book Sculpting in Time during a press 
conference. 
 
INT./EXT. Solaris Station, (Solaris) - 
MS of a dishevelled Kris Kelvin 
standing in the middle of Solaris 
station. INT. (Solaris) OTS shot of 
Kris Kelvin places a candelabrum into 
the air. Camera follows the candelabrum 
as it collides with the chandelier. CUT 
to (2001) – LS three astronauts in 
foreground, right third of frame. Space 
pod docking seen in background.  
 
INT./EXT. (Solaris) – Mid two shot Kris 
and Snaut talking. Three point 
lighting.  
 
EXT. Tokyo Highway, Day (Solaris) -
Excerpt of black and white, purple 
tinted POV tracking shot through a 
highway in Tokyo. Movement in frame 

our own identity would cease to 
exist.  
 
Cont.: Time can be sped-up, slowed 
down, revisited and even repetitious 
in these films. Time is never 
explicitly shown, so how then, do 
filmmakers represent this fragile 
concept of time? 
 
 
 
 
 
 
 
Andrei Tarkovsky: The dominant, all-
powerful factor of the film image is 
rhythm, expressing the course of time 
within the frame.  
 
Narrator (V.O): Scenes that are vital 
to the progression of the journey 
narrative in both 2001 and Solaris 
incorporate long unedited takes, a 
cinematic theory that Tarkovsky 
called “sculpting in time”. By using 
as few cuts as possible in his films, 
he provides viewers with the 
relationship between one moment in  
time to another. 
 
Dr. Snaut: Kris, we’re running out of 
time. 
 
Cont.:  “Sculpting in time” is 
Tarkovsky’s term for a film’s rhythm, 
usually determined by the duration of 
a shot and minimal editing. Time as 
depicted by movement of the camera 
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sourced by passing cars, camera kept 
steady. CUT to establishing HA, CU shot 
of grass at film’s opening. One long 
take. CUT to (2001) – EL, tracking shot 
of a slow-spinning space station and 
Pan Am space plane gradually into view. 
Moon filling up most of left side of 
frame.  
 
INT. Restaurant, Night (2046) – ECU 
Black Spider/new Su Li-zhen holding a 
glass with particular focus on her slim 
wristwatch. Dim artificial lighting, 
lots of shadows around the frame.  
 
 
EXT. Park, Day (ES) – slight HA, LS 
adult Clementine and Joel in childhood 
clothing walk away from a group of 
children in the park. Transition into 
child Clementine and Joel walk away 
from the children. Cool toned colour 
palette, consisting of blues and greys.  
 
 
INT./EXT. Solaris Station, Day 
(Solaris) – MS Kelvin in a burnt 
jacket. Bright, artificial lighting 
through a window. 
 
EXT. Outer Space (2001) CUT to ELS, 
long take of Discovery One floating in 
outer space. The word: future 
emphasized on the screen. CUT to 
(Solaris) CUT to ECU of Kelvin’s eyes 
upon arrival to Solaris Station. Canted 
angle, shadows restricting all objects 
except Kelvin’s eyes. Bright, flashing 
beams of light cross the frame. 
EXT. Outer Space (2001) – ELS Star 

and actors. In Solaris and most 
Tarkovsky films, everything is slowed 
down. This gives the impression of a 
weight, an unwanted burden and 
increases the verisimilitude of the 
film by filming in real-time. But how 
does this all relate back to 
identity? 
 
Cont.: It takes only a matter of 
seconds before our identities alter. 
The person we were five minutes ago 
may be completely different to the 
person we are this second. We are 
constantly changing. 
 
Cont.: So the non-linear narrative 
combined with the of 2046 and Eternal 
Sunshine of the Spotless Mind not 
only allows us to understand the 
relationships and memories that make 
our characters who they are, but 
allow them to be reconstructed and 
interpreted freely. 
 
Dr. Snaut (O.S): Incidentally, 
consider yourself lucky. After all, 
she’s part of your past.  
 
 
Narrator (V.O): Sci-fi is always 
going to be dealing with the future, 
but it doesn’t prevent what we call 
‘hard science fiction’ films, such as 
Solaris or 2001: A Space Odyssey to 
include weaker characterisation or a 
lesser depiction of the human 
condition.  
 
Cont.: At the end of the 2001: A 
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Child in a transparent orb of light on 
left third of frame gazing beside the 
Earth. Earth fills up right third of 
frame. CUT to CU of Star Child in its 
transparent orb of light gazing into 
the camera. Film cuts/fade to black.  
 
 
 
 
 
EXT. Garden, Day (Solaris) – Mid, 
upwards panning shot of Kris Kelvin in 
a blue leather jacket standing between 
a field of green grass. Natural 
lighting. He stares at spaces around 
the camera. Cool toned colour palette. 
 
EXT. Montauk Train Station, Day (ES) – 
LS Joel waiting for the train. Leading 
lines seen in middle and right third of 
frame. Deep focus. CUT to (2046) CU of 
Chow and Bai Ling in a taxi. Shallow 
focus. Filmed in black and white, cool 
green tint applied. Shadows move across 
their faces. Fade to black. 
 
INT./EXT. Solaris Station (Solaris) – 
CU Hari in centre of frame, tears on 
her face. Shallow focus.  
 
 
 

Space Odyssey, Dave Bowman is 
literally rebirthed, signifying that 
he has changed profoundly as a result 
of travelling through time. The 
foetus represents a new personality 
being born, insinuating that humans 
are built to be changed.  
 
Non-diegetic music – Solaris Theme 
plays. 
 
Narrator (V.O): Whether or not the 
human condition can ever be depicted 
explicitly in cinema is a question 
that delves far beyond the science 
fiction genre. But it’s a good place 
to start. 
 
Cont.: Our identities are ever-
changing. As we grow up day by day, 
our perceptions of the world changes 
and our relationships with people 
change. All these things influence 
our identity. Human identity is not a 
fixed notion. We are greater than the 
sum of our parts. 
 
Non-diegetic music – Solaris Theme 
gradually fades out.  
 
Hari: I... I am a human being. 
 
Blackout.  
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