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Watched: The Story of Film an Odyssey

History and Aesthetics of Cinema
• film in France, December 1895
• the idea to project images on screens have been around for centuries before film came into play (eg. shadow plays)

Prehistory of Cinema
magic lanterns
camera obscura
shadow play
photography
ancestors of the movie camera
symptomatic of a desire to represent movement and project images on a screen.

5 Main Stages
• Invention of Cinema (1895)
• Silent Cinema (1896-1927)
• Golden Age of Classic Cinema (1928-1950)
• Modern Cinema (1951-1980)
• New Frontiers (1981-present): blockbusters, digital technology.
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Legend: Important

Watched: A Trip to the Moon (1902)
No editing (editing then was to put together scenes)
Improvisation when it came to the actors

History and Aesthetics of Film
The Invention of Cinema
Filmmaking relies on two fundamental technical aspects (which ideas existed prior the existence of cinema)
Shooting
Film screening

Prehistory of Cinema: Camera Obscura
The principles of the camera obscura were known as early as 400BCE.
Camera obscura = optical device that projects an image on screen/surface.
Led to the invention of photography.
It is a box (or a room) with a hole in one side.
Light from an external scene goes through the pinhole and strikes the surface of the opposite wall/surface.
When passing through the hole, the external scene is reproduced upside down.
In order to have a larger image reproduced, it is possible to use a lens.

Shadow Play / Shadow Puppetry
Projection of flat articulated figures on a screen.
Creates the impression of moving characters/humans/objects.
Indonesia, China, Cambodia, India, Greece, Nepal, Turkey, France.
Eg. jabatan didik

Magic Lantern / Laterna Magica
Appeared in Persia around the 11th Century.
Ancestor of slide projectors.
3 elements: light source, glass slide, concave lens.
Eg. The Ratcatcher
Séraphin: magic lantern shows that appeared towards the mid-1800s.
Etienne-Gaspard ‘Robertson’ Robert’s Phantasmagoria: a modified magic lantern projected frightening images to which Robertson added special effects (smoke, smells, shaking of the lantern). 

• A screen tradition existed prior to the ‘official’ invention of cinema in 1895. 

5 Important Stages Up to the Invention of Cinema
1. The camera obscura becomes more sophisticated as various individuals, for example, add lenses to it or succeeded in very briefly fixating images.
Leonardo da Vinci develops a better camera obscura which then used by man painters).
2. Joseh Nicéphore Niepce modifies the camera obscura too and invents photography. 
First photographs = 8hr exposure (between 1822-1824 – precise date unknown).
3. The magic lantern which allows the project of images on a screen.
4. The artificial synthesis of movement was made possible thanks to Joseph Plateau (Belgium) who invented the phénakistiscope in 1832. 
Persistence of Vision
An afterimage persists for roughly 0.20 seconds on the retina.
Allows us to observe a succession of fixed images without seeing the gap between images in question.
Eg. Les Etourdis
5. Breaking down motion.
Eadweard Muybridge (USA) studies animal moveemnts through photography.
Captures motion in stop-action photographs.

Are all four feet of a horse off the ground at the same time while trotting?
12 cameras took photos of a horse while trotting
Cameras triggered off by the horse.
Action broken down in 12 distinct photos.
Eg. Muybridge (horse trotting)

Étienne-Jules Marey
Invented the photographic gun.
12 pictures in 1 second.
Muybridge’s 12 cameras are then replaced by a single objective, Marey’s photographic gun.
Eg. Marey films XV animals, birds

Kinetography / Kinetoscope
In 1888, Thomas Edison invents the kinetography camera and the kinetoscope   (peephole device activated by viewers).

Lumiére Brothers
Louis Lumière develops a device that allows the perfect reproduction of movement. (Inventor of Cinema)
Combination of photography, projection and film perforation/scrolling.
The cinématographe is invented in 1895 (both a camera and projector).
First paid screening in the world: 28th December 1985.
Contribution of cinema: combination of screen tradition and photographic reproduction of movement.
Short films shot on the spot. Focus on everyday life.
One take (glossary).
Invention of long takes (glossary).
With Arrival of a train at La Ciotat, ‘invention’ of deep focus (glossary).
Sometimes, the action is staged.
Eg. The Sprinkler Sprinkled (1895)
Bonimenteur Lecturer  one who explained a film

George Méliès
Magician.
Contrasting with the Lumière brothers’ documentaries, Méliès’s productions are ridden with special effects.
For Méliès: cinema = illusion, entertainment, etc.
Had the first film studio  half theatre, half photo studio
Special effects unique to theatre and film.
Use of theatre props and stage set.
Accidental discovery of the substitution trick (stop-trick).
Méliès’s camera jammed in the middle of a take and a bus changed into a hearse.
Eg. The Vanishing Lady www.youtube.com/watch?v=O6bHCL9_aeQ 
Méliès’s first films (c.1898): very close to theatre and traditional performing arts.
The mise en scène (glossary) was done in relation to the stage set. The camera’s point of view was supposed to be the spectator’s (sitting in front of the stage).
Méliès’s films = filmed theatre.
After 1909, Mélies becomes out of fashion.

Coloured Films
From 1896.
Eg. Handcoloured Fantasies
Takes are put together (one after another): ‘pre-editing’ 
Eg. The Trip to the Moon / Le Voyage dans la lune (1902)

• Up to 1903, most films focus on historic events on specific exotic places.
• From 1904, feature films (films with a narrative) became dominant. 
• Up to 1914, France was with Italy and the Use, the main film producer.
• With WWI, France had to cut down on film productions.
• Us film productions becomes most dominant for film viewing.
• Continuity editing (glossary) = dominant form of editing and story telling.
• Average length of a shot between the late 1910s – early 1920s: 5 seconds.
• Long takes became associated with camera movements such as dolly shots, pans, tilts (glossary).
• Tracking shots (glossary).
• Before, a film did not go from an action to another, or from a place to another.
• Most of the time, the story was based on a continuous action.
• If several actions were represented in a single film, focus was first on one action, and then moved to another.
• Cross/Intercutting (glossary): editing that alternates shots of two or more lines of action occurring in different places, usually simultaneously.
Eg. Le Cheval emballé (Pathé, 1907)
Intercutting  the man walks up and down the stairs. In the meantime, the horse eats and grows largers.
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Watched: The Cabinet of Dr. Caligari (1920)
Abstract set
Painted on shadows

German Expressionism
Artistic movement that started around 1908 and that aimed challenging 19th century realism.
Use of distortions to express extreme emotions.	
Contrast with the classic Hollywood text.
1910  well known, fashionable, movement in Germany.
Prior to expressionism, German cinema was mostly about comedies, melodramas and detective films.
Following the disastrous WWI, it attempted to build a strong indentity. 
Creation of UFA (Universum Film Aktien Gesellschaft) to compete with French, American and Scandinavian film productions.
Rejection of film realism without resorting to fantastic stories by George Méliès.
Non respect of basic perspective rules.
First expressionist film  The Student of Prague

German Expressionism in Paintings
Eg. of what German Expression did NOT want to do  detailed paintings:
Jules Breton 
Winslow Homer “Four Fishwives”
William Powell Frith “Derby Day”
James Tissot “The Ball”
Eg. German Expression preferred version of paintings (wanted to use extreme design for extreme emotion/expression):
Edvard Munch “The Scream”
Rejection of nuances and subtle colours that usually give volume and depth to realist paintings.
Instead, vivid, little realist colours (Green faces, intense expressions).
Dark outlines.
Examples of German Expressionism in paintings:
Eg. Ernst Ludwig Kirchner “Dodo and her brother”
Flat, no dimension
Coloured faces
Thick outlines
Lyonel Feininger “Uprising”

The Cabinet of Dr Caligari (Robert Wiener 1920)
Deformed perspectives.
Over-stretched shadows.
Non-realist acting inherited from expressionist theatre (actors would scream, gesticulate and follow choreographies).
Use of metalepsis: the doctor’s hallucinations.
Metalepsis: shift from a diegetic world to another (eg. shift from reality to a dream or a vision).
Diegesis: the world as it is experienced by the characters in situations and events of the narrative.

Visual Style of German Expressionism
Expressivity of the human figure was found in all aspects of mise en scène.
mise en scène: all the elements placed in front of the camera to be filmed (eg. setting, props, lighting, costumes, makeup, human behaviour).
Elements would merge in various ways:
Symmetry 
Distortion
Exaggeration
Juxtaposition of similar shapes
Geometric shapes
Setting was supposed to reflect the characters’ psychological state.
Was almost alive.
The actor’s body was one of the film’s visual elements.

Mise en Scène
Actors’ performances were rejection of realism found in virtually all aspects of mise en scène.
Editing is simple and conventional (continuity editing).
Camera is usually static.
Slow pace.
Many expressionist films are use of fantastic stories set in the past (Nosferatu, Dr Caligari). 

Definitions
Eyeline match and more were numerous and popular from 1910. 
www.linternaute.com/video/magazine/montage-video/tutoriel-pratique/conseils_raccords/2-raccord-regard.shtml
180 degree system: In the continuity approach to editing, the dictate that the camera should stay on one side of the action to ensure consistent spatial relations between objects the right and left of the frame. (Essential for the eyeline match technique). 
Axis of action: imaginary line that passes from side to side through the actors, defining the spatial relations of all the elements of the scene as being to the right or left.
Cutting action: same as eyeline match, about movement of actor instead of glance. 
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Short/reverse shot: popular from 1916-1917

Watched: Battleship Potemkin
Represented a challenge to classic Hollywood film 
Relies on cause and effect 
Everything was natural in the film
No classical hero
Less based on individual actions, more so collective actions
Communist film (communist revolution and ideals)
Maggots and the doctor ridiculing the sailor shots combined create a metaphor that both are vermin
The scene where the sailor tries to break the plate, they repeat the shot instead of creating it to flow from the two angles (anti-hollywood)
In order to counteract the ideology of Hollywood films, the soviet formalists tried to avoid the passiveness of Hollywood films in order to provoke spectators (politically and intellectually active during a film)
Based on first attempted revolution in approx.. 1916 (quite the opposite story)

Soviet Formalism
Realist film: draws attention to specific formal characteristics that some films have and others do not (films that are considered as little realist)
Realisms:
Amplification of certain techniques (hand-held camera)
Realisms in cinema was the search for greater truth
Search for truth depends on certain techniques popular at a given place and moment in time
Analytic realism: one needs to observe reality in order to find a meaning in it. 
Phenomenology
Every realism is the anti-realism of another.
Soviet Formalists:
Dominant, bourgeois ideology hides reality.
Filmmakers need to engage spectators and their intellect. 
Challenge to classic Hollywood narrative. 
Cause and effect principle. 
Continuity editing
Psychological realism 
Individualism (protagonist)
Narrative structure: order – disruption of order – new order
Spectators are ‘interpellated’ by conflictual representations of reality.
Promotion of a specific type of cinema that would attract attention to and reveal its formal qualities. 
Pedagogical function given to filmmakers by Lenin: promotion of the propaganda and ideology of the Communist government. 
Promotion of a new artistic way.
Rejection of Hollywood productions.
For instance: numerous agitiki (short propaganda films)
‘Our art must be based on communism and a scientific analysis of artistic creation.’ ~ Sergei Eisenstein
Formal experiments are central: filmmakers aim at developing a type of artistic creation that would correspond to a new society.
Relevance of Constructivism (influence by Cubism and Italian Futurism).
The desire to combine artistic innovations with political propaganda gives birth to Constructivism. 
Constructivism:
Abstract artistic movement that was aimed at a new type of artistic and aesthetic creation.
Geometric forms (Squares, rectangles, circles).
Artists are compared with engineers with scientific means. 
Artifact: machine made up of different parts that need to be put together.
Influence of Marxism: rejection of entertainment and melodrama that supposedly support bourgeois ideology and the ruling class. 
Rejection of illusionism and other forms of bourgeois ideology present in 19th century literature. 
19th Century realism focused on description of characters and stories at the expense of the denunciation of these characters’ oppression and the explanation of mechanisms of oppression.
Soviet Formalism: experimental movement which stopped a five-year (1929-1934).
Perceived at elitist.
Soviet filmmakers were told to use a more accessible type of realism, ironically inspired by 19th century realism. 
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Soviet Formalism (Continued)
Different Understandings and Practices of Avant-Garde
‘Shocks’ and contradictions conveyed through a conflictual editing and traditional narrative. Sergei Eisenstein.
Rejection of traditional narrative. Dziga Vertov. 

Kulechov Effect
Montage: specific to cinema. 
Does not depend on the shot itself, but the relation of two shots was a discovery for the Soviets. 
Here montage creates the actor’s expression as well as an imaginary time, space and action. 
By combining different shots, a filmmaker can construct a time and space that did not exist before. 
Spectators rely more on the place and the relation between shots than on the shots themselves. 
For Kulechov, rhythm was the real content of films (rhythmic sequence of shots). 
It decides and determines what spectators are going to think and how they are going to react. 
Cinematic realism is not photographic realism. Films do not reproduce but create. 
Nota bene: the Kulechov effect relies on parallel editing. 

Pavlov’s Dogs
Discovery of the acquisition (and loss) of conditioned response.
Stimuli of a certain nature are supposed to provoke a response of a certain nature. 

Battleship Potemkin
Revolutionary propaganda film in which Eisenstein experiments with his montage theory and its effects of spectators (Kulechov effect). 
By using intellectual montage, Eisenstein tries to provoke strong emotional response so that spectators can experience empathy for the sailors. 
Non-respect of some fundamental rules of mise-en-scène. 
(Partial) rejection of Hollywood continuity editing.  (Eg. sailor breaking the plate). 
A shot in conflict with another creates a new meaning that is independent from each individual shot. 
Films must represent reality and take position at the same time (ideological positioning). 
Film = structured ideological discourse. 
Intellectual montage aims to provoke extreme reactions by emphasizing conflicts, contrasts, contradictions, etc. 
Films = reflection originating from a concrete experience and the analysis of reality. 

Attractions
Attraction: what can be used to influence spectators and convince them of the validity of the filmmaker’s opinions. 
Attractions = political aim.
Must not be limited to entertainment or at the service of the narrative. 

Dziga Vertov
Fabrication of facts: ‘Artistic journalism.’
Cinema = needs to heighten people’s awareness of their environment. 
Influence of productivism (= according to which economic growth and productivity must be measurable as well as the goal of any human organization/community). 
Artist = engineer. 
The camera’s powers are superior to that of the human eyes. 
For Vertov, it is necessary to differentiate the camera from human vision by using tricks, manipulations, special effects. 
This allows to remind spectators that what they watch is not reality but a fabrication, a re-creation. 
For Vertov, there are narrative moments but not an overall narrative logic as such. 
A film needs to tell spectators about the various processes (investigation, discovery, explication etc.) that led to its creation. 
Cinema: scientific and political. 
To show life – analyze and understand by putting emphasis on people’s work and their lives, as well as where work is in everybody’s life.  (The Man with the Movie Camera)

Watched: The Man with the Movie Camera (1929)
Intellectual montage. 
No main characters, the cameraman though may be the protagonist. 
Split screens on regular basis. 
Film attracts attention to it’s form, but watch people watching the film. 
The first third of the film ends with a didactic sequence that tells spectators about the film’s editing process. 
Work, resting time, entertainment are important and structure the overall film. 
The filmmaker has the power to control our perception of reality thanks to editing and special effects (hence the first image of the film, a close up of the camera followed by another shot of the cameraman on top of the camera). 
Creation of a language unique to documentaries that does not owe anything to literature or theatre. 
Many jump cuts. (glossary)
Manipulation of time.
Split screen.
Contrast between shots (conflicts between different paces: still images and sped up shots). 
Presence of the filmmaker, who becomes a character of the film. 
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Italian Realism
Filmmakers wanted to make a point that people depended on their environments, so they showed protagonists drowned in their environment. Filmed characters in their natural setting.
Very few close ups in neo-realism.
[Slideshow]
Between 1944 and 1953  around 20 films.
More a moment than an actual movement.
Search for a new type of realism.
In 1944, Rome’s film studios (Cinecittà)  used as refugee camps.
After the war  social and political effervescence.
Shortage of film equipment, non-operational studios.
The post-war period  a new time and space that allowed the appearance and the development of film and literary neo-realism.
Influence of film avant-gardes on some filmmakers via film magazines such as Cinema and Si gira. 
Emphasis on the power of the camera.
Influence of Dziga Vertov  the camera must be in the event itself.
Outside studios, with no actor, no film design, no story. 

Main Neo-realist Films
1945 – Rome, Open City (Roberto Rossellini)
1946 – Paisà (Roberto Rossellini)
1947 – The Earth Trembles (Luchino Visconti)
1947 – The Bicycle Thief (Vittorio De Sica)
1948 – Bitter Rice (Giuseppe De Santi)
1950 – The Road of Hope (Pietro Germi)
1951 – Umberto D. (Vittorio De Sica)

Neo-realism: Golden Age of Italian Cinema
Aesthetics that emerges from a post-war take on reality and human nature.
Emergence of a new social awareness.
What are the place and the role of people in society?
War = existential shock.
Influence on ethics = truth needs to be told and feeling of social responsibility. 

Characteristics of Neo-realism
Increase of the illusion of realism  the narrative has to be as plausible as possible.
Truth needs to be told  return to a real humanism and understanding of people and of their conditions. 
Glorification of both everyday life and new values  hope, generosity, triumph over unhappiness.
De-melodramatisation which leads to simpler but more real emotions.
Films are shot outside studios, in real locations.
Non-professional actors.
No artificial lighting.
Improvisation.
Characters from the working class/popular stratum.
Specific treatment of time: more time is given to spectators so that they can scan what is on screen.
Documentary-like images.
No spectacular effects in the narrative  drama is expressed in a simple and direct way.
Shooting and editing films are simplified.
Very few close-ups.
Wide long shots.
Long shots.
Deep focus.
No extraordinary heroes.
Protagonists from every day life.

Rome Open City (1944, Roberto Rossellini)
One of the very first films of Italian neo-realism.
Shot two months after the liberation of Rome, the film records the post-WWII atmosphere in Italy and is described as ‘re-enacted’ or ‘re-produced’ news. 
Small budget.
Difficult filming conditions.
Dubbed and partially shot in a makeshift studio.

The Bicycle Thief (1945, Vittoro De Sica)
It is considered to have the objective quality of a documentary  the images are not exotic and not particularly beautiful.
‘Universal’ and anonymous locations and film designs. 
Simple and ‘authentic’ dialogues that fit characters and situations. 
The filmmaker aimed to stress individual’s social alienation.
Very few close-ups.
Very few camera movements.
Editing
Rejection of ellipsis. (glossary)
[bookmark: _WNSectionTitle_6][bookmark: _WNTabType_5]Lecture 6: Italian Realism	2013-03-01 

Auteur Theory
Francois Truffaut’s manifesto A certain tendency of French cinema.
Andrew Sarris mis-translated ‘la politique des auteurs’ into ‘auteur theory.’ 

Who is the Film’s Main Creator?
The filmmaker(s)?
The screenwriter(s)?
The producer(s)?
The actor(s)?
A combination?

Origins
Cahiers du cinéma’s writers and critics.
One of the main arguments  despite Hollywood’s industrial organization and domination over the creative process, specific filmmakers’ voice could still be heard. 
Despite industrial standardization, film = personal expression, vehicle of a filmmaker’s personal view of the world. 

Alexandre Astruc’s “Camera-pen”
The filmmaker could use a film as his/her pen.
Personal expression through mis-en-scène (the supposedly central place of screenwriters is then challenged): lighting, staging, editing, camera movements, etc. 

Auteur Theory
Truffaut condemns screenwriter’s powerful position in French cinema as well as their penchant for screen adaptations of famous French novels. 
Two Problems:
Such adaptations do not respect the novels.
Such adaptations are not ‘cinematic’ enough. Filmmakers seem to be subordinated to screenwriters. 
Truffaut develops the idea of the auter of the film.
A film is supposed to reflect the director’s personal creative vision.
If strong enough, the director’s voice can be heard despite studios’ seemingly overwhelming presence during the creative process. 
Criticism of the Cinema of Quality  (‘screenwriters’ films’).
Filmmakers = ‘only’ stage the action (at the service of the screenwriter’s story). 
Rejection of blasphemy.
Equivalence principle  for specific unfilmable situations, the filmmaker needs to find scenes as the novelist would have written them for a film.
For Truffaut, an unfilmable scene does not exist (not for everybody).
The screen adaptation of a novel is acceptable only if it is written by a filmmaker.
A film’s main auteur: the filmmaker, not the screenwriter. 
A filmmaker ‘betrays’ a novel when she/he limits him/herself to ‘filmable’ aspects of the novel.
An authentic filmmaker should be able to film the more ‘unfilmable’ aspects of the novel. 
Rejection of traditional post-war French cinema: desire for a new type of cinema and filmmaking. 
A good director should show a marked style of his/her own as well as specific themes representative of his/her vision of the world.

Criticisms
Subjective choice of good and bad filmmakers.
Truffaut does not discuss the collaborative nature of filmmaking.
One does not need to know everything about the auteur’s intentions to understand and/or analyze a film. 
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Genres
Genres = tacit agreement between spectators and filmmakers
In a musical, one can expect musical numbers, some singing and dancing, etc.
A film genre is made up of rules that allow the establishment and the development of the narrative.
Rules known by both the filmmakers and spectators. 
Generic flexibility.
Different definitions.
Some genres can be defined according to a specific location (the Frontier in westerns).
Science fiction = focus on advanced technology. 
Relevance of some objects or some environments = gangster films usually take place in large cities (often Chicago).
Science fiction = in outer space, space ships. 
Disaster movies = specific situations. 
Musicals = specific types of performance.
Generic flexibility.
A film can belong to several genres or use different generic rules/conventions: generic hybridity.
Eg. The Spiral Staircase (Robert Siodmack, 1946) – Dracula’s daughter.
Eg. Alien (Ridley Scott, 1979)
Eg. Blade Runner (Ridley Scott, 1982)

Film Noir
Film noir = break from other Hollywood genres. 
Criticism of American society and the American Dream.
Cycle of thrillers made in Hollywood between the early 1940s and the late 1950s. 
Stress on some dark aspects of American society. 
Cynical and pessimistic take on human nature and modern industrial societies. 
Eg. The Big Sleep (Howard Hawkes, 1946)
Eg. The Lady from Shanghai (Orson Welles, 1947)
Eg. Lost Highway (David Lynch, 1997) – not necessarily “film noir”
Sexuality is used to dominate the man often. 
Femme fatale – lethal woman. 
Themes of FN
1. Fatalism  What happens in the world is the result of an unknown force that individuals cannot control.
2. Contrast between optimism and pessimism  Emphasis on money, which is supposedly characters’ main motivation and systematically corrupts society. 
3. Grey line that separates good and evil.  Characters are never entirely one or the other, but somewhere in between.
Main themes:
Power of money
Class struggle
Individualism

Gender and Film Noir
In gangster films, women are marginalized.
In horror films, women are victims.
In film noir, women are at the center of the narrative.
According to E. Ann Kaplan, women are defined by their dangerous sexuality. They are obstacles.
Women are a threat to sexual and social order.  Women need to be controlled.
Order can be restored by the female character’s symbolic or actual death. 
Film noir = new possibilities for women outside the patriarchal system.
Potential resistance. 


[bookmark: _WNSectionTitle_8][bookmark: _WNTabType_7]Lecture 8: Genres	2013-03-22 

Genre Theory
Rick Altman.
A semantic/syntaxic approach.

Syntax
Linguistics: study of the principles and processes by which sentences are constructed in particular languages.
Rules and principles that govern the sentence structure of a language. 

Semantics
Study of meaning and linguistic development by classifying and examining in meaning and forms.
Focus on some superficial features (aesthetics, character types, etc.) of a film that allows its classification. 

Genre Theory
Two different approaches: syntactic and semantic.
‘the distinction between the semantic and the syntactic… corresponds to a distinction between the primary, linguistic elements of which all texts are made, and the secondary, textual meanings which are sometimes constructed by virtue of the syntactic bonds established between primary elements.’ (p.188)
A common example of genre in film is the western, where semantic elements like a cowboy hat, horses and gunfights provide the visual substrate for syntactic themes of conflict over honour and values, rebirth and individual agency. Similarly, sci-fi genres use alien creatures, spacesuits, distant planets, and novel technologies to advance themes about humans and their environment, exploration and discovery, and the conflicts that arise between society and technology. 

3 Contradictions
1. Classification of form versus structure.
2. Difference between critics and consumers.
3. Ritual and ideological approaches. 

1. Form vs. Structure
1. Creation of two types of film corpus:
Formal elements. Corpus defined according to a tautological definition (musical = film with diegetic music, musical numbers). Inclusive list.
‘A large genre of semantically similar texts.’ (p.184)
Semantic approach.
‘Horror films borrow from a nineteenth-century literary tradition their dependence on the presence of a monster. In doing so, they clearly perpetuate the linguistic meaning of the monster (“threatening inhuman being”)…’ (p.188)
Different films share features and characteristics such as locations, shooting style, etc.
Cloverfield is a horror film: monsters, gory scenes, etc.

1. Form vs. Structure
2. Taste and meaning. Corpus defined by critics and theoreticians according to precise canons and characteristics.
Exclusive list made up of films (classics, must-see) supposedly representative of a specific genre. 
‘Stress a narrow range of texts that privilege specific syntactic relations.’ (p.184)
Syntactic approach. 
The monster in Cloverfield is a metaphor for contemporary terrorism and the tension between nature and culture. 

Challenging this Opposition
Cloverfield is a horror/disaster film because of its action scene but it is also a war film because of its themes.
Similarly, Star Wars is a science fiction film because it takes in outter space but it is also a Western because of its themes. 

2. Difference Between Critics and Audiences
Film critics vs. audiences
Role of the audience?
Place of institution?
Relevance of education?
Film interpretation by critics sets out generic expectations for audiences.
Audiences, however, have their own interpretations and uses of genres. 
How do producers conceive of genre?
Possible different readings of genre: audiences can create and re-create genres through their own interpretations.
Therefore, audiences are not passive and genres are not just formulae used by Hollywood to convey its ideologies. 
Genre is between users and uses, it is not fixed. 

3. Ritual and Ideological Approaches
Ritual approach: genre is indicative of the audience’s taste and beliefs.
‘The film’s industry desire to please and its need to attract consumers was viewed as the mechanism whereby spectators were actually able to designate the kind of films they wanted to see. By choosing the films it would patronize, the audience revealed its preferences and its beliefs, thus inducing Hollywood studios to produce films reflecting its desires’ (p,181)
Consumption.
Ultimate authorship attributed to the audience, which creates genre.
Hollywood responding to societal pressure and expressing audience’s desires. 

3. Ritual and Ideological Approaches
Production.
Hollywood taking ‘advantage of spectator energy and psychic investment in order to lure the audience into Hollywood’s own positions’ (p.182)
Hollywood shapes discourse and determine the audience’s behaviour.
How does this genre serve the purposes of the dominant ideology?
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Exam
4 Essay Questions
don’t worry about the birth of cinema/lumiere brothers/first few classes

French New Wave
small budget films made by a new generation of filmmakers
Expression used by Francoise Giroud in 1957 to describe the new generation (made up of many women) which wanted to be entertained. 
Rejection of traditional cinema and filmmakers (‘cinéma de papa’. Francois Truffaut’s manifesto ‘A Certain Tendency of French Cinema’).
American cinema.
Film authorship: the newcomers control the whole creative process, from the script to the editing (‘only’ 55% of these new filmmakers were actually newcomers).
The New Wave label came to include all non-conformist, non-traditional films.
… Et dieu créa la femme/And God Created Woman (Roger Vadim, 1958).
Explicitly erotic.
Was supposed to correspond to and  be representative of the new generation.
Partly thanks to the film’s international success, producers developed an interest in the generation of filmmakers, actors, etc. 
The previous generation was aging. 

French New Wave vs. The ‘Cinéma de papa’
Quality films that remain close to film traditions
From the early 1950s, French cinema becomes repetitive and unimaginative. 
Many screen adaptions of classic novels, historical dramas.
Many international co-productions.
Film tradition and cineclubs (debates with some critics from the Cahiers du Cinéma, some of which were to become major filmmakers of the French New Wave, such as Jean-Luc Godard and Francois Truffaut).
A public receptive of the new type of films.
Small budget films that allow critics/filmmakers to avoid more conventional modes of production.
As the films of the French New wave are inexpensive, the trend can develop. 
In 1958-1960, dozens of first films are produced and distributed. 
New filmmakers/screenwriters, new actors, new technicians.
Very few filmmakers were women. 
Films made in the street, with no artificial lighting, simple and realist style (production modes similar to that of Italian Neorealism).
Many references to American cinema.
Focus on everyday stories, which protagonists have a different relation to themselves and others.
The filmmakers of the French New Wave are more interested in films as a personal means of expression than in money.
2 main trends:
filmmakers who are/were critics (mostly the Cahiers du cinema, such as Francois Truffaut and Jean-Luc Godard)
tradition of short film creation/production (Alain Resnais)

[bookmark: _GoBack]Agnès Varda
La Pointe Carte (1954) a very early example
Natural setting
Non-professional actors
Distantiation
Non-linear narrative; no narrative, no beginning, no middle, no ending (a moment in time film)

The New Wave
The new generation’s perspective
 Challenge to sexual taboos
female characters: more nuanced and varied
stress on the individual
lighter equipment (often used for TV production)
partial challenge to traditional film language: rejection of wide shots, continuity editing (jump cuts). 

A Bout de Souffle/Breathless
jump cuts
raw editing
rejection of traditional film narratives
improvisation
digressions
explicit references to other films
invention of a new film aesthetic and language unique to Jean-Luc Godard. 
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