Week 1 – Introduction

Film is a construction stemming from the imagination of its creators & open to the interpretation of its viewers. Foreknowledge of certain concepts is necessary for the film to make sense.

“Duck Amuck”
Directed by: Chuck Jones
Genre: Animation
· The cartoon is an example of a reflexive or self-reflexive film – its aim is to make the audience aware of the filmmaking process. 
· It operates on three levels:
· Film form 
· Film as production 
· Film as spectatorship

“The Wizard of Oz”
Directed by: Victor Fleming
Genre: Musical
(see Stills 1 & 2 unless otherwise stated using *)
· Denotation: The scenes in Kansas are sepia-toned, whereas the scenes in Oz are in colour.
Connotation: Kansas is depicted as a dull & dreary reality, whereas Oz is a happier & ideal dream world.
· Denotation: The shot of Dorothy walking away in Kansas depicts her as small in size in comparison to her surroundings, whereas the shot of her walking away in Oz depicts her with a cluster of characters.
Connotation: In Kansas, Dorothy feels isolated & inferior, whereas in Oz she is revered as a hero.
· Denotation: In both stills, there are clouds in the sky.
Connotation: The clouds are meant to connote the fact that she can’t run away from reality – wherever she goes, she must face her problems eventually. 
· Denotation: Dorothy’s appearance emphasizes her red hair, white blouse, & blue dress in a specific order.
Connotation: She is a symbol of patriotism, especially when considering that the original novel was written in the 1900s & the film was set in 1939 during the time of the Dust Bowl & the coming of WWII.
· *Denotation: Dorothy’s companions are all men & are in want of intelligence, love, & courage.
Implication: Society is generally male-dominated, as they are portraits of strength when considering the stereotypical soldier of the time period. Moreover, each character represents a virtue that American society (& humanity in general) seeks to gain.
· *Denotation: The mystery surrounding Oz & the fact that he holds the answer to everyone’s problems are ideas that are prevalent throughout the film, yet it is revealed that he is a fraud in some sense. He reveals that what the characters have been looking for have been inside them all along. 
Connotation: In a metaphorical sense, finding Oz is like attempting to find a higher being that will solve everyone’s problems. However, the emphasis is placed on self-discovery & the idea that only humankind can control their own destiny.
· Denotation: One scene shows Dorothy & the Lion Man falling asleep in the bed of poppies with the Tin Man & the Scarecrow left unharmed. They are later woken up by snow.
Connotation: Opium is made from poppy seeds, which causes its drug-induced victims to sleep. The Tin Man & the Scarecrow weren’t affected because they were lacking a heart & a brain, respectively. Snow represents cocaine, which gives its user more energy.

Semiology/Semiotics
· In film, the study aims to negotiate visual sign systems composing each frame. 
· Ferdinand de Saussure – “Meaning is created through difference.”
· The signifier is the image itself, whereas the signified is the reality. Together, they combine to create a sign. For example, the word “fish” is a noise/speech mark that elicits a concept in one’s head. 
· Language is used to construct reality, therefore film is a language in itself that mediates reality for us. 
· A sign derives its meaning from what it is related with, therefore meaning arises from a combination of signs. 
· Roland Barthes – two orders of signification
· Denotation refers to what is directly seen, whereas connotation refers to all the associative meanings that are dependent on the context. The two combine to form an ideology, therefore signs produce cultural meaning. For example, fish can operate on a mythic level as it activates the Christian belief system according to the Bible. 
· John Wayne (see Still 3) is depicted as a cowboy wearing red & white, holding a gun in his hand (denotation). He represents core American values such as patriotism & strength, along with the myth that American settlers have the right to overpower the natives of the land that they’re in (connotation). This idea of him has been prevalent throughout his films (see Stills 4, 5, & 6) wherein he highlights the power of America as a nation. 
· Louis Althusser
· The ruling nation imposes its ideology upon its subjects, often with the use of propaganda. 
· The subjects are usually in collusion, or in secret agreement. (e.g. After 9/11, American patriotism soared to promote national identity. Those who weren’t in agreement were often excluded, & these so-called patriots began to generalize all Muslims negatively due to the alleged existence of WMD.)

Notes from Bordwell & Thompson
· Mechanics of the Movies
· The standard shooting rate of a film is 24 still frames per second. 
· Apparent motion refers to the illusion of movement created by a rapidly changing visual display. The stimuli tricks cells into sending the wrong message while analyzing motion.
· The gauge refers to the width of the film strip, & is measured in millimeters. The photographic quality of the film is dependent on the gauge’s size, yet 16mm or 8mm ones are used in professional production to simulate amateur footage that supports the context of the film.
· Film as Digital Media
· A digital camera has a fixed sensor that is covered with a grid of millions of microscopic diodes. They capture a bit of light, which creates pixels in the final image & are converted by the sensor into electrical impulses that are sent to a recording medium & registered in binary.
· High-definition video usually refers to digital formats of 720p & 1080p, with the numbers referring to the number of horizontal lines in the display & the “p” standing for progressive scan, which refreshes each frame in the manner of a computer monitor. The newer formats were standardized at 2K & 4K, rendering images that are sharper, more detailed, & freer of artifacts. 
· Making the Movie: Film Production
· Filmmaking occurs in three phases: production, wherein an individual, group, or company makes the film; distribution, wherein a company rents copies to theater chains & releases them on DVD; & exhibition, wherein theatres exhibit the film along with TV monitors, computer screens, or portable displays.
· Most films go through four distinct phases:
· Scriptwriting & funding
· The producer is responsible for seeking financial support, overseeing the scriptwriting process, & arranging to hire the cast & crew. He/she must prepare a budget for above-the-line costs (literary property, scriptwriter, director, & major cast) & below-the-line costs (crew, secondary cast, the shooting & assembly phases, insurance, & publicity).
· The screenwriter prepares the screenplay for the film. It goes through several stages: a treatment, a synopsis of the action; then one or more full-length scripts; & a final version, the shooting script. 
· Preparation (or preproduction)
· The producer & director hire crew & cast the roles, & scout locations for filming. They also prepare a daily schedule for shooting. 
· The director works with specialists such as a production designer who is in charge of visualizing the film’s settings. The latter works with a graphic artist, who produces a storyboard – a series of comic strip-like sketches of the shots in each scene, including notations about costume, lighting, & camera work. 
· The process of pre-visualization reworks the storyboards into 3D animation, complete with moving figures, dialogue, sound effects, & music.  
· Shooting (or principal photography)
· The director’s crew consists of the script supervisor, the first assistant director, the second assistant director, the third assistant director, the dialogue coach, & the second unit director. 
· The photography unit is led by the cinematographer, an expert on photographic processes, lighting, & camera technique. He/she supervises the camera operator, the key grip, & the gaffer. 
· The sound unit is led by the production recordist, whose job is to record dialogue during shooting. He/she supervises the boom operator & the third man. 
· The visual-effects unit is led by the visual-effects supervisor, whose job is to prepare & execute process shots, miniatures, matte work, computer-generated graphics, & other technical shots. 
· The miscellaneous unit includes a makeup staff, a costume staff, hairdressers & drivers. The producer’s crew consists of the line producer, the production accountant, the production secretary, & production assistants. 
· Each shot is often filmed in different takes, or versions. To label each take, one of the cinematographer’s staff holds up a slate with the production, scene, shot, & take written on it.
· The director supervises the filming of the master shot, which records the entire action & dialogue of the scene. Coverage refers to the shots that are restaged & shot in closer views or from different angles.
· Motion capture refers to the process of attaching small sensors all over the body of the subject, & as that subject moves against a blank background or a set, a special camera records the movement.   
· Assembly (or postproduction)
· The editor catalogues & resembles the takes produced during shooting, working with the director regarding how the footage can best be cut together. 
· The filmed footage is known as the dailies or the rushes. The editor inspects them, leaving it to the assistant editor to synchronize image & sound & to sort the takes by scene. Constant checking is important for spotting any problems with focus, exposure, framing, or other visual factors. The director chooses the best takes, which the editor then records.
· The rough cut refers to the shots loosely strung in sequence, without sound effects or music. The editor, in consultation with the director, builds towards the final cut. During this process, a second unit may be shooting inserts, footage to fill in at certain places (e.g. long shots of cities).
· Special effects are a result of computer-generated imagery (CGI), wherein one can delete distracting background elements or build a crowd out of a few spectators.
· Spotting refers to the process of determining where music & effects will be placed. Often, half or more of the dialogue is rerecorded in postproduction, using a process known as automated dialogue replacement (ADR). The on-set recording serves as a guide track for the actors in the studio to speak their lines in a process known as dubbing. 
· Modes of Production
· Large-Scale Production
· A studio is a company in the business of creating films. They owned equipment & extensive physical plants, & they retained most of their workers on long-term contracts. 
· These efficient businesses have traditionally maintained a systematic process of record-keeping.
· Moreover, skilled specialists collaborated to create a film while still adhering to a “blueprint” prepared by management. In present-day society, however, the studios have become distribution companies, although they may initiate, fund, & oversee the making of some of the films they distribute. Each film is planned as a distinct package with a variety of cast & crew. 
· Exploitation, Independent Production, & DIY
· Exploitation films are tailored to the video rentals & sales market. They are low-budget films made for the sake of yielding a bit of profit. 
· Independent films, however, are tailored for the theatrical market but usually without major distributor financing. The latter may come if the project seems to have good prospects. Because they don’t need as large an audience to repay its costs, it can be more personal & controversial.
· Small-Scale Production
· A single filmmaker may assume all or many of the roles: planning the film, financing it, performing in it, running the camera, recording the sound, & putting it all together. 
· This type of production is common in documentary & experimental filmmaking (e.g. Harlan County U.S.A., The Riddle of Lumen).
· On rare occasions several film workers may participate equally, sharing common goals & making production decisions democratically. Roles may also be rotated.
· Production & Authorship
· The question of authorship becomes difficult to answer only when asked within large-scale production, particularly in the studio mode.  
· In studio film production, there is a hierarchy in which a few main players make the key decisions. Authorship may also be dictated by the individual style of certain cinematographers. 
· Most people who study cinema regard the director as the film’s primary “author” as he/she is involved in all aspects of the film. In Hollywood, directors usually operate on a freelance basis, & the top ones select their own projects. Thus, they shape the film’s unique form & style, which are central to cinema as an art.
· Bringing the Film to the Audience
· The six major distributors are Warner Bros., Paramount, Walt Disney/Buena Vista, Universal, Sony/Columbia, & Twentieth Century Fox. The films they release account for 95% of ticket sales in the US & Canada, & about half of the overseas market. 
· Media conglomerates can build synergy – focusing sectors of the company on promoting a single piece of content, usually one that is “branded”. Essentially, every product promotes the others, & each wing of the parent company gets more business. 
· Today’s average cost of production & distribution is $80 million & $40 million, respectively.
· Two release patterns are platforming, wherein the film gradually expands to theatres around the country, & wide release, wherein a film opens at the same time in many cities & towns. The former is used for unusual films (e.g. The King’s Speech) that need time to accumulate critical support, whereas the latter is used for tentpole films (e.g. The Dark Knight) to help recoup costs faster. 
· Merchandising is a form of promotion that pays back its investment directly. Manufacturing companies buy the rights to use the film’s characters, title, or images on products. These licensing fees settle production & distribution costs.
· Cross-promotion allows a film & a product line to be advertised simultaneously. This is further emphasized with the use of product placement in films. 
· Exhibition Practices
· Theatrical exhibition involves screening to a public that pays admission, as in commercial movie houses. Nontheatrical exhibition includes all other presentations (i.e. home video, cable transmissions, Internet downloads, & screenings in schools & colleges)
· Multiplex theaters aided theatrical exhibition & allowed exhibitors to upgrade the presentation (e.g. stadium seating, digital sound, IMAX). (see p. 40) An alternative is a film festival, aimed primarily at bringing unusual films to local audiences. 
· Distributors carefully plan the timing of their video releases according to windows of scheduling. Each window is delayed by a certain period from the initial release. This strategy maximizes the income from consumers with different levels of interest, & due to greater Internet bandwidth Video on Demand became an important window. 
· High internet usage after 2000 gave major distributors a chance to resell their product without the costs of creating DVDs. Moreover, films that would never be shown in a multiplex can gain enormous audiences online.
· Letterboxing refers to the dark bands at the top & bottom of the screen that approximate the theatrical proportions of the image. Windowboxing refers to the black bands on the sides that help to avoid stretching a picture. 

Week 2 – Film Form & Meaning

The Concept of Form in Film
Form
· Form refers to the overall system of relationships among the parts of a film. It cues the viewer to react in certain ways because it is dependent upon a system created by narrative form & style. The narrative & stylistic elements form patterns. Our minds seek to tie these patterns together. Every component of a film functions as part of its pattern. 
· narrative form: a type of filmic organization in which the parts relate to each other through a series of causally related events taking place in time & space
· style: the repeated & salient [prominent, striking] uses of film techniques characteristic of a single film or a group of films (e.g. filmmaker’s work, national movement) 
· Form & content cannot be separated from one another. However, the way a subject matter is portrayed will vary between films. The artists will shape the films in different ways, eliciting different emotions & having different meanings.
Pattern
· Patterns are a form of play that engages us (e.g. delay actions to create suspense).  They cue our expectations, which may stem from:
· conventions – elements that are common to several films
· prior experience – situations occurring in real life
· A film must give us enough to be familiar, but also give us enough novelty to keep us interested.
· There is a difference between the emotions actors convey in the film & the emotions of the audience. An emotion can be conventional – this fosters the existence of “ready-made reactions”. They are learned, & often culturally specific. 

The Five Principles of Film Form
· function
· Every element in the film has one or more functions. Each detail exists for a reason.
· It does not depend on the filmmaker’s intention. Rather, we question the motivation of each detail.
· motivation: the justification given in the film for the presence of an element. This may be an appeal to the viewer’s knowledge of the real world, to genre conventions, to narrative causality, or to a stylistic pattern within the film. 
· similarity & repetition
· This principle depends on the use of motif & parallelism.
· motif: a significantly repeated element that contributes to the overall form
· parallelism: the process whereby the film cues the spectator to compare two or more distinct elements by highlighting similarity
· difference & variation
· We need variety, contrast, & change. It is only against similarity & repetition that we can notice this. 
· development
· It is the establishment of patterns of similarity & difference that usually works as a progression through the linear screen time of the film. This is shown by a character arc, tracing the character’s growth (or lack thereof).
· unity/disunity
· Every element in the film affects the whole system. Elements that aren’t directly related to the narrative might seem incoherent or enigmatic, but if we have a clear & economical interweaving of elements in the film, we say that it has unity.
· unity: the degree to which a film’s parts relate systematically to one another
· A unified film is “tight” because it has no gaps in its formal development, but almost no film is so tight that it doesn’t leave some parts in the air. 
· Disunity can be systematic & intentional in order to achieve a particular effect. 

Form & Meaning
· 4 levels of meaning
· referential: knowledge & recognition of cultural references made in a film. It refers to our foreknowledge of things & places already invested with significance that we know from real life. 
· explicit: openly asserted message/meaning of the film. It is superficial, shallow, & fairly meaningless. It is often overly moralistic, lacking complexity. 
· implicit: an interpretation of the film. All supporting evidence must be grounded into the film. It is comparable to the connotative level, but it is taken a step further. 
· symptomatic/ideological:  culturally specific or widespread beliefs within the film. Social conditions determine the social values that inform the film. The film reflects the beliefs, whether consciously or unconsciously held, of the filmmakers.

Both denotative & connotative approaches allow the viewer to see beyond the surface level of the film, & pull out different meanings. Start with superficial readings, & work to deepen the understanding of the film. 







Week 3: Narrative Form, Classical Hollywood Narrative, & Film Style

narrative form – a chain of events linked by cause & effect & occurring in time & space
· To determine a cause, we ask ourselves, “What leads to an event occurring?” A cause leads to an effect, which in turn becomes a cause for other events later in the film.
· We must consider events that we see & hear, events that are inferred, & extraneous elements.
story - in a narrative film, all the events that we see and hear, plus all those that we infer or assume to have occurred, arranged in their presumed causal relations, chronological order, duration, frequency, & spatial locations
· The filmmakers have built the plot from the story, but viewers build the story from the plot. Thus, all the elements of the plot belong to the story, & not vice versa.
· The creative decisions surrounding the approach to the story give rise to different presentations of the plot. 
plot – in a narrative film, all the events that are directly presented to us, including their causal relations, chronological order, duration, frequency, & spatial locations.
· Plot doesn’t include the inferred events - the filmmaker chooses which events to explicitly present. He or she will make a set of aesthetic decisions on how to present a story. 
· The plot also includes the information that characters supply about earlier events in the story world – this is not to be confused with inferred events, as the information is explicitly stated. 
· Mood, atmosphere, & ideology are affected by the plot. The different treatments of the plot give rise to different readings.
diegesis - the total world of story action
nondiegetic - images and sounds that are outside the story world, not perceived by the characters within it (credits, mood music, commentary, etc.)
narration - the plot’s way of distributing story information in order to achieve specific effects – suspense, surprise, ambiguity.


8 General Characteristics of the Classic Hollywood Narrative
1. CHARACTERS AS CAUSAL AGENTS 
· Personal & psychological causes within the character determine the action of the film. It is their decisions & choices that drive the film. 
· Note: Psychological causes are constructed by the writers & the filmmakers. Characters don’t have psyches – they don’t think for themselves. 
· Characters usually create causes & register & react to the effects. Nature & society are subordinated to the individual characters & their personal motivations. 
· Characters are defined by their traits, & their traits have narrative functions shown within the plot. 
2. DUAL FOCUS NARRATIVE → CHARACTER DESIRES & GOALS 
· A film is typically a dual cause narrative – it contains a public & private goal. A public goal is that which is in the public world (e.g. In Run Lola Run, finding 100,000 marks.), whereas a private goal comes from within (e.g. In Run Lola Run, Lola saving her boyfriend.). 
· People are able to see the former, whereas the latter involves the implied intent or motivation of the protagonist. However, the public & private goals are typically interwoven. 
3. OBSTACLES LEADING TO CONFLICT 
4. CHANGE & DEVELOPMENT
· Cause & effect implies change & development. The decisions, desires, & traits of the character create the causal change, & the situations & the characters themselves change over the course of the story.
· character arc – a path of how the characters change
5. UNRESTRICTED OVER RESTRICTED NARRATION (RANGE OF STORY INFORMATION) 
· Unrestricted narration is favoured, & is also known as omniscient narration. Narration is unrestricted if the spectator knows more than any given character. 
· Across the whole film, narration is not completely unrestricted. There’s always something we’re not told in a film. Unrestricted narration is often used for suspense, irony, & in epic storytelling.
· Restricted narration occurs when the spectator knows no more than any given character. It’s often used for mystery, curiosity, & surprise. 
· We must ask, “Who knows what when?”
6. OBJECTIVE OVER SUBJECTIVE NARRATION (DEPTH OF STORY INFORMATION)
· Objective narration is favoured. The spectator sees the character’s external behaviour as the camera stays outside of their minds.
· We can distinguish between perceptual subjectivity (perception of external reality) & mental subjectivity (thoughts or imaginary constructions of reality). 
· Subjective narration lets us see what the character sees, thinks, & feels as we go inside their minds. It’s often used to increase identification & cue expectations about the character.
· Many films use mainly subjective narration rendered from an objective standpoint. 
· We must ask, “How deeply do I know the character’s feelings & thoughts?”
 7. TIME
· We construct story time on the basis of what the plot presents. 
· Plot may not present events chronologically, but we can construct the chronology of the story. 
· order – measure of when each event occurs 
· Most films run chronologically, although some are left for us to decipher.
· Flashbacks presented in chronological films don’t confuse us, as we mentally rearrange them into chronological order ourselves.
· duration – measure of how long each event occurs
· In general, a film’s plot selects only certain stretches of story duration.
· Duration can be broken down into story, plot, & screen. Typically, story duration is greater than plot duration & plot duration is greater than screen duration. 
· plot duration – if we arranged the plot chronologically, the elapsed time from the earliest thing we see/hear to the latest thing we see/hear
· story duration – the elapsed time from earliest inferred event to the latest inferred event
· screen duration – the length of the film
· e.g. Assume the full length is 100 years. If only events are shown from years 5 -10, that would be plot duration. If there is a flashback to when the person was 2, the plot would extend.
· The filmmaker can manipulate screen duration independently of the overall story duration & plot duration. Thus, the filmmaker will show snippets of the plot duration.
· narrative economy – has a tight story, in which the plot gives story information in strikingly effective ways
· frequency – measure of how often each event occurs
· Most films present story events once – however, a few of them may show a single story event repetitively. Thus, we are allowed to see the same actions from several perspectives. 
8. NARRATIVE DEVELOPMENT
· A film begins, usually in medias res (in the middle of things). The opening provides a basis for what is to come & initiates us into the narrative, usually by telling us about the characters & their situations before any major actions occur. 
· The causes & effects create patterns of development.
· Change in knowledge – a character learns something in the course of the action, with the most crucial knowledge coming at the turning point of the plot
· Goal-oriented plot – a character takes steps to achieve an object or condition
· The plot may also create a specific duration for the action – a deadline.
· A film might be painted as a flashback, explaining how these characters make their decisions. 
· The ending usually ends in climax & denouement. Climax (aka crisis or catastrophe) usually marks the moment of greatest suspense. In the denouement, we receive some kind of resolution of the conflict. There’s typically a restoration of order. The classic Hollywood narrative favours closure. Explanations will be satisfied, questions are answered. 
· Open endings offer a lack of resolution – they withhold causes, effects, resolutions. 

style – the repeated & salient uses of film techniques characteristic of a single film or a group of films (e.g. a filmmaker’s work, group of filmmakers, national movements)
· Film’s style is influenced by historical constraints. 
· Filmmakers plan the overall style of the film to reflect the progression of the story. 
· We tend to have expectations of style whether we’re conscious of it or not. We expect that characters will look & behave in certain ways, which are relative to the era we’re living in. 
· The conventions reinforce our expectations. 
· We pay attention to the common patterns of style. 

Week 4: Mise-en-Scene

What is Mise-en-Scene?
· Mise-en-scene is French for “putting into the scene”. It includes aspects of theater – setting, lighting, costume & makeup, & staging & performance. 
· Georges Méliès is considered to be the first person to recognize the concept of mise-en-scene. He built one of the first film studios wherein he drew shots beforehand, designed sets & costumes, & devised elaborate special effects. 
· Paris, December 28, 1895 – The Lumière brothers gave the first commercial presentation of a motion picture. Méliès was in the audience, & saw a greater potential for film. He saw its capacity to transcend the real world. He could transform objects, defy gravity, & create optical illusions. 

Setting
· In a film, the setting can come to the forefront; it need not be only a container for human events but can dynamically enter the narrative action. 
· A filmmaker can shoot on location (outdoor setting that is generally more realistic), in a studio (generally indoor, but can simulate outdoor location & gave greater control to the filmmaker), or with models & miniatures (used especially in special effects). The overall design of a setting can shape how we understand story action. 
· One must ask, “What is the relationship of the characters to the setting?”
· A prop is a significant object which has an important & repeated function in film. They’re often significant to particular characters, & if it’s repeated it can become a motif. They can even become iconography – significantly repeated elements across a body of films, specifically a genre (e.g. cowboy hats in Westerns). 

Costume & Makeup
· Costumes can play causal roles in film plots or used for their purely graphic qualities.
· Because of context, red, white, & blue convey different meanings in The Searchers & The Wizard of Oz. 
· Since the filmmaker usually wants to emphasize the human figures, setting may provide a more or less neutral background, while costume helps pick out the characters. Colour design is significant. 
· Historically, makeup was necessary because actors’ faces wouldn’t register well on film stocks. Today, makeup usually tries to be unnoticed, but it also accentuates expressive qualities of the actor’s face & hides flaws. 
· Computer technology has been used to graft virtual costumes onto fully computer-generated characters. Rubber & plasticine compounds create bumps, bulges, extra organs, & layers of artificial skin. 

Lighting
· It shapes objects by creating highlights (a patch of relative brightness on a surface) & shadows (patches of darkness). 
· attached shadows – attached to or part of a person or an object
· cast shadows – projected onto something or someone else; created when light falls across a person or object & the shadow they create is placed on something else
· Filmmakers can manipulate 4 aspects of light:
· quality – relative intensity of illumination, or intensity of lighting in relation to shadow. 
· soft (low-contrast) lighting – illumination that avoids harsh bright and dark areas, creating a gradual transition from highlights to shadows
· hard (high-contrast) lighting – illumination that creates sharp-edged shadows
· direction – where the light comes from
· Frontal lighting is directed into the scene from a position near the camera. (Still 8) 
· Sidelighting (or crosslighting) comes from one side of a person or object, usually in order to create a sense of volume, to bring out surface tensions, or to fill in areas left shadowed by light from another source. (Stills 9-11) 
· Top lighting comes from above a person or object, usually in order to outline the upper areas of the figure or to separate it more clearly from the background (Still 12) or to highlight cheekbones (Still 13).
· Backlighting comes from behind a character to highlight their outline in the image. It creates effects of edge lighting and silhouettes. (Stills 14 and 15)
· Underlighting comes from a point below the figures in the scene. It tends to distort features, so is typically used to suggest a naturalistic light source or is used in horror films. (Still 16) 
· light source – what emits the light
· key light – the primary source, providing the brightest illumination & casting the strongest shadows
· fill light – a less intense illumination that softens or eliminates shadows cast by the key light
· backlight – comes from behind & above the figure to highlight him/her
· three-point lighting - In the Classical Hollywood Cinema, it is an arrangement of key, fill, and backlighting which serves to model the character while maintaining an even illumination in the shot. 
· high-key lighting - illumination that creates comparatively little contrast between the light and dark areas of the shot. Shadows are fairly transparent and brightened by fill light. (Stills 1, 3-5, 8) 
· low-key lighting - illumination that creates strong contrast between light and dark areas of the shot, with deep shadows and little fill light.
· chiaroscuro - extremes of light and shadow (Stills 6, 11, 13-16)
· colour
· In practice, filmmakers who choose to control lighting typically work with as purely white a light as they can. With filters placed in front of the light source, the filmmaker can colour the onscreen illumination in any fashion.

Performance 
· It consists of visual elements (appearance gestures, facial expressions) & sound (voice, effects).
· One must ask, “Does the actor of figure represent an individual, or a type?” 
· Often an individualized performance will be a unique character with a deep psychology, whereas a type is a conventional character.
· Type is not to be confused with typage – a performance technique of Soviet Montage cinema whereby an actor is given features believed to characterize a social class or other group.
· In analyzing a particular film, we usually must go beyond assumptions about realism and consider the purpose that the actor’s craft serves. How appropriate, we can ask, is the performance to the context established by the genre, the film’s narrative, and the overall mise-en-scene? A performance, realistic or not, should be examined according to its function in the film’s overall formal design. 
· We must ask ourselves what style of acting is being used, how it functions in the film, & how it’s motivated.
· Acting is often seen as the most natural aspect of film style, but it is nevertheless highly constructive. Acting styles have become realistic over time.

Mise-en-scene & Space
· It’s the arrangement of the mise-en-scene that creates the composition of the screen space. Assumptions & expectations of the film itself as well as our experience of viewing art influences how we view the screen. We see differences in:
· movement - We look at hands & faces first, along with moving rather than static things. 
· colour - We notice bright, warm colours before pale & cool colours. 
· balance & symmetry  – We look at the top half over the bottom (the T rule). It is more common for there to be a loose balance. If the composition is unbalanced, we usually expect it to be rebalanced. 
· size – We see larger shapes first.
· Depth cues suggest that space has volume through shape, shading, & movement, & several distinct planes (foreground, middle ground, background). These are all monocular.
· overlapping edges
· colour
· movement
· aerial perspective – the hazing of more distant planes
· size
· Shallow-space compositions suggest comparatively little depth, & the closest & most distant planes seem slightly more separated. Deep-space composition has a significant distance that seems to separate planes.

Mise-en-scene & Time
· The director’s control over mise-en-scene governs not only what we see but when we see it & for how long. 
· We must examine the duration of the image & the rhythm of movement in the frame. 
· duration – In most shots, we get an initial overall impression that creates formal expectations.
· rhythm – A static composition may keep pulling our attention back to a single element, whereas an emphasis on movement may use its speed or direction to guide our glance. 

Uses of Mise-en-scene (in a nutshell)
· Reveal narrative details
· Direct attention (“activating areas of setting”)
· Hint toward character traits or psychology
· Convey narrative or thematic meaning

Week 5: Cinematography

· cinematography - general term for all the manipulations of the film strip or the digital image by the camera in the shooting phase & by the laboratory in the developing phase.
· Cinematographic elements include framing, the choice of lens, the chemistry of light registration, focus, camera movement, the time of a shot, special effects etc.
· While mise-en-scene is what is filmed, cinematography is how it’s filmed. It literally means “writing in movement”. It depends on photography, a word that means “writing in light”. Most studies of cinematography focus on these dual roles. 
· The cinematographer’s job is to light scenes & set up camera movement in relation to the scene. 
· Cinematography is the moving image. It functions as a kind of pun. The image is moving, although a film is a set of still photographs put together to create the illusion of movement. However, a film can also “move” us emotionally. 
· It draws attention to the dramatic focus of the story at any given moment, whether that focus is a character, an object, or the setting. 
· shot - from viewer’s perspective watching the screen, a shot is one uninterrupted image with a single static or mobile framing (from one edit to the next).  
· take - in filmmaking (from filmmaker’s perspective), the shot produced by one uninterrupted run of the camera. One shot in the final film may be chosen out of several takes the filmmaker made of the same action. 
· Cinematographic qualities involve three factors. Each is an area of control for the filmmaker.
· photographic (how the image is photographed)
· When we analyze how an image is photographed, we consider the type of film stock used, the speed of the stock, & the speed of motion. 
· framing
· duration
· Perspective relations refer to the size, depth, & spatial relations within a given space. 
· Lens – camera mimics optical system of our eyes, but none perfectly replicate human vision. Every film is distorted. There’s always a difference between our eye & the camera eye. Each lens renders perspective relations in different ways. 
· Focal length – determines the perspective relations of the space on the screen (size, depth, scale)
· Since none perfect human vision, we’re concerned with the degree.
· Wide angle lens – have a focal length of under 35 mm & distort straight lines toward the edges of the screen, bulging them outwards (still 1). Movement is faster, depth is exaggerated.
· Normal lens – have a focal length of 35-50 mm. Minimizes distortion, horizontal & vertical lines are straight & perpendicular, foreground & background seem normal, best at giving linear perspective (3D space)
· Telephoto lens – have focal length over 50mm. Distorts perspective relations in the opposite way. Depth is reduced. The plane seems squashed together. Movements towards or away from the camera seem quite slow. 
· Filmmakers also have the option of using the zoom lens. It has been design to permit the continuous varying of focal lengths. It is often used to substitute for the moving camera, even though it gives a moving effect because the camera remains stationary. It increases or decreases perspective relations. 
· Anamorphic lens – developed when widescreen filmmaking became popular. The camera lens takes in the whole widescreen field of view, but it squishes together the image & films it on a regular 35 mm filmstrip. The projector requires the anamorphic lens, & is unsquished. This was so they wouldn’t have to use a 70 mm camera. 
· Depth of field – the range of distances before the lens within which objects can be photographed in sharp focus
· The faster the film, the more one sacrifices resolution. 
· racking focus – shifting through the planes
· Framing – how the image is framed
· The frame affects the image it contains.
· Frame dimension & shape
· The norm in cinema is for the frame shape to be a rectangle – widescreen.
· The aspect ratio of the rectangular frame has changed over the years. Aspect ratio refers to the ratio of the length to the height of the frame.
· Standard aspect ratios do exist. (see textbook)
· Masking
· In production or exhibition
· Hard matte
· In printing
· Iris – moving circular mask that opens to reveal or closes to conceal a scene; common in the silent era
· Natural masks – created in mise-en-scene

· Onscreen & offscreen space
· Regardless of its frame size, the film defines a finite space. 
· In studying film, we examine the relationship between onscreen & offscreen space. The six zones of offscreen space are behind, left, right, above, below, & beyond the set. The filmmaker can imply these zones in any number of ways (e.g. character glancing, sounds).
· It is important to note what is included, excluded, implied.
· Viewing position
· Angle
· Straight-on angle – aiming forward
· Low angle – framing from below
· High angle – framing from above
· Camera level
· Canted – tilted left & right
· Height
· Distance – relative distance of the camera to the mise-en-scene; measured according to the human body
· Extreme long shot (aka establishing shot) – the human body is tiny; gives a sense of space & how it relates to the character
· Long shot – full figure in the frame
· ¾ shot – shins to head
· Medium-long shot – knees to head
· Medium shot – waist to head
· Medium close-up – chest to head
· Close-up – head
· Extreme close-up – part of the face

Week 6: Mobile Framing and the Long Take

Mobile Framing
· Mobile framing allows us to shift our frame view of the action.
· Camera movement functions to make visible any space beyond the six zones of off-screen space – there is continuous shifting. It is a constant process of reframing.
· The types of camera movements include:
· tilt – The camera body swivels upward or downward on stationary support, scanning the space vertically.
· pan – The camera body swivels on the axis from left to right, scanning the space horizontally. Pan is short for panorama.
· swish pan – The camera moves so quickly from side to side that it blurs the image. They’re typically used to hide a cut. It suggests the passage of time.
· tracking (dolly or trucking) shot – We travel in any direction along the ground. Both rely on the movement of the camera support.
· A dolly is a piece of board with a camera on it, allowing for looser movement. 
· A tracking shot is more controlled, wherein they lay down the track & they can’t go anywhere else. It maintains a consistent distance between the camera & the mise-en-scene. It was typically used in classic Hollywood cinema because they wanted greater control. It moves in such a way that it leaves the audience unaware of the camera moving.  
· crane – The camera is lifted off the ground & can be moved in any direction. The helicopter shot is the freest form of camera movement, as it gives the fullest range of movement possible. 
· hand-held shot – The camera operator’s body is the camera support, whether it’s on a harness or in a hand. This is often used to heighten realism – it makes the audience aware of camera movement. 
· steadicam – A harness is connected to the camera person & it softens the shakiness of the handheld shot. It can be combined with a crane shot. Think of spatial relations & what changes in the background to get a sense of camera movement.
Function of Frame Mobility
· motivated camera movement – It’s motivated by a character that is constrained by the context of the film. It typically follows a character (e.g. character’s tension), justifying its movement.
· unmotivated camera movement – The camera appears to move for no reason. However, it can remind us of the filmmaker being the main organizer of the film itself. (see Stills 12-20)
· We can assign meaning to mobile framing. It functions to shift our tension, to guide us, to direct us. Camera movements can call attention to the presence of the filmmaker. Thus, the unmotivated camera movement becomes a self-reflexive gesture. 
Effects of Camera Movement
· It can become a motif.
· It makes space dynamic and rhythmic. 
· Camera has velocity – it adds realism.
Shot Duration
· The duration of the typical shot has changed over the history of cinema. They used to be longer than they are today. 
· The average shot is now about 5 seconds, & with the advent of sound it was 10 seconds. An action film is 2-3 seconds.
Long Take or Sequence Shot
· A long take can present real time & space, but it doesn’t necessarily do so. It gives the impression of a whole & unified space, which adds to the realism of the film. 
· It emphasizes the mise-en-scene. Longer screen duration means we have a longer period of time to focus what’s on the camera.
· The filmmaker trusts that the audience has the ability to see what he/she thinks they should be seeing. It constructs the viewer as the editor, as the viewer decides what should be looked at in that space. 
· Thus, it replaces editing – it offers an alternative to a series of shots. It employs camera movement to shift the vantage point. 
· It has an internal logic – it has a formal pattern in its own right. 

The Shining: Analysis
· The white guests that exist in the hotel are upper-class Europeans that would’ve conquered the native people. 
· The Overlook Hotel  indigenous bloodshed is being overlooked.
· The movie’s about the murder of a race & the consequences of that murder. There are signs of Indians in almost every frame. It’s about an all male British military establishment that passed off its colonial empire of the US.
· The flooding river of blood is what the Americans enacted when they built the space.
· Indian artwork appears everywhere throughout the film. 
· The white man’s burden refers to a poem by Rudyard Kipling. It’s a justification of the white rule & colonialism over the races.
· Calumet cans represents the peace treaties that the Americans tried to enact – it was after their fragmentation that they engaged in a bloody massacre. 
· Some argue that the head of the head chef is the same as the head of the chief.
· The violence of mankind against man is bound to repeat itself. It’s been passed down through generations.

Week 8: Editing & the Continuity System

editing: (1) In filmmaking, the task of selecting & joining camera takes. (2) In a finished film, the set of techniques that governs relations among shots
· cut: an instantaneous change from one frame to another
· It’s the most common way of joining images.
· It introduces new material or supports the forward thrust of the narrative.
· fade: a gradual transition to black
· dissolve: two shots appear on screen at the same time & are superimposed; the first shot fades out as the new shot fades in
· wipe: a line passes across the screen eliminating the first shot; it pushes the first image out of the frame
· It accents the forward action of the film.
· Fades, dissolves, & wipes were optical effects that had to be created during post-production.

There are four basic areas of choice & control in editing.
· graphic relations
· We can consider shots as graphic configurations. They are patterns of light & dark, size, volume, movement, & stasis, to name a few.
· graphic match: a graphic element is maintained throughout the shot
· graphic conflict: graphic elements are used in contrast to one another
· rhythmic relations
· Each shot is given a duration on screen. Filmmakers can create a steady rhythm or an irregular rhythm. 
· Stylistic techniques can affect rhythmic relations in a shot. A shot with a cluttered mise-en scene seems faster. 
· spatial relations
· Deep space & depth of field shape the space within the film. The space is broken into component parts.
· establishing shot: the shot near the beginning of the scene which presents the complete view of the scene; it presents relations between the characters, the objects, & the setting.
· re-establishing shot: shows the space at the end of the scene confirming spatial relations
· accordion structure: used for dramatic intensity
· Lev Kuleshov: a Soviet filmmaker who experimented extensively with editing, proving that editing could effectively manipulate film space. In one experiment, he juxtaposed a man walking down the street in Moscow with a shot of a man walking on a different street, giving a sense of them walking together.
· creative geography (aka Kuleshov effect): Filmmakers can use fragments to create a sense of coherent space.
· crosscutting: used to show separate spaces & can be used to show actions occurring simultaneously in different places. 
· It creates an ellipsis.
· temporal relations
· This refers to the manipulation of story time through the establishment of order, duration, & frequency.
· order: the sequence of the scenes
· duration: the length of the scene
· temporal ellipsis: a cut that sustains continuity between shots but omits a part of the duration of the event
· overlapping editing: 
· frequency: how often a scene or an aspect of a scene occurs
· Sometimes a filmmaker will repeat the same shot two or more times, or will show the same shot from different angles.

classical/continuity/invisible editing: matching screen direction, position, & temporal relations from shot to shot. It ensures that the story moves clearly & coherently.
· It is a series of conventions that have been established to maintain the flow of the narrative to seal the flow of cuts, rendering them invisible & therefore minimizing the disruptive potential of editing. 
· Hollywood films tend to cut for dramatic intensity.
· Filmmakers adhering to this tend towards graphic matches & rhythmic relations, which are determined by camera distance & mise-en-scene. 
· The construction of space & time through continuity editing doesn’t distract the viewer from the center of attention – the narrative chain of cause & effect.
· axis of action 180-degree rule: the invisible line that the action is going to be carried out on; the camera must stay on one side of the narrative action to ensure consistent left-right spatial relations from shot to shot
· shot/reverse shot structure: the alternation of shots of two people in conversation conforming to the 180-degree rule
· reframing
· single shot, two shot, three shot etc. : named for the number of shots within one scene
· over-the-shoulder shot: framing a character from over one’s shoulder
· reaction shot (Rx): showing the emotion of a character in response to an event
· point-of-view shot (POV): shot taken with the camera placed approximately where the character’s eyes are; offers an intensification, & is interpretive in terms of gauging whether or not it is this type of shot  Look out for visual cues & elements of mise-en-scene.
· eyeline match (EM): cut that links shot A (character looking off-screen) to shot B (a shot of what the character is looking at); always a two-shot structure; almost always adheres to the 180-degree rule; offers directional cues, creating strong spatial continuity
· match on action (MOA): a continuity cut that splices two difference views of the same action together in the same moment, making it seem like it’s an uninterrupted movement; always a two-shot structure
· temporal continuity: The whole action is seen, & is relatively gapless. 
· montage sequence: compresses the passage of time; often dissolves, fades, & wipes are used to link the images

Week 9: Discontinuity Editing

discontinuity editing: any alternative system of joining shots together using techniques that would be unacceptable within continuity editing principles
· uses the rules of continuity editing in order to break them
· There is an attempt on the filmmaker’s part to defamiliarize the moving image. The process can be playful or highly political. 
· Rules can be broken by mismatching or contrasting the four dimensions of film editing. This aims to create a sense of discontinuity between shots.
· temporal/spatial conflict
· The axis of action is constantly crossed. This can be used to convey chaos, so it works with the subject matter. (e.g. Stagecoach)
· In Breathless, we are disoriented to make us aware that the film is a construction. 
· These relations can be used to emphasize the edits rather than create a continuous flowing progression of the images.
· jump cut – deliberately violates spatial, temporal, & graphic continuity. It is an elliptical (leap in time) cut that appears to be the interruption of a single shot. Because it is an elliptical edit, it shortens the plot by omitting part of the story duration. 
· nondiegetic insert – Filmmakers insert shots from outside the time & space narrative, prompting the spectator to search for implicit meanings. It can be used to create an ironic commentary of the action.  
· Techniques of discontinuity can be used to create associations & ambiguities, rather than letting the film do the thinking for them. The filmmaker has to weigh the desire of the spectator to do the thinking against the tendency of discontinuity to weaken the narrative. 
· B&T separate the historical from the aesthetic. However, it is suggested that aesthetics cannot be separated from their historical context. 
· Discontinuity editing can be read as a stylistic revolution with its underlying politics.
Soviet Montage: a form of editing developed by Soviet filmmakers in the 1920’s, which emphasizes the graphic, rhythmic and conceptual relations between shots over CHC’s primacy of narrative — thus, relations between shots are often dynamic and discontinuous. 
· The juxtaposition of images is intended to create an idea that is not evident in either shot. 
· The importance of editing of Soviet filmmaking was linked to the idea that the spectator is encouraged to be active, not passive. 
· creative geography (aka Kuleshov effect): Filmmakers can use fragments to create a sense of coherent space.
· A shot of a man walking and a shot of The White House are put together to create a sense that the man is in Washington. 
· Kuleshov took a film shot of a man with a blank expression and juxtaposed it with a shot of a coffin, an empty bowl, & a child playing. He showed the clips to different spectators, who assumed that he felt grief, hunger, & happiness, respectively. Thus, the spectators constructed the meaning. 
· No single shot is complete or self-contained. A shot of an actor’s expressionless face gains feeling & emotion only when juxtaposed with another shot. The filmmaker creates this juxtaposition, & the spectator makes sense of it. 
· The Kuleshov effect is the opposite of the long-take aesthetic, which states that relationships within objects in the shots create meaning. 
· Marxist historical dialectic
· historical dialectic: a way of looking at human history and experience as a perpetual conflict in which a force (thesis) collides with a counterforce (antithesis) to produce from their collision a wholly new phenomenon (synthesis)
· The synthesis is not the sum of the 2 forces (AB) but something greater and different from them both (X) (i.e. A + B = X). 
· Marx proposed that communism would be the end of history. 

The French New Wave: describes a variety of interrelated phenomenon, including a panel of film critics who became directors & their intellectual circle. It refers to a critical approach to film, & was a dominant trend from 1959 to the late 1960s. 
· French New Wave critics were able to watch Hollywood films by the dozens. They wrote on these films & teased out these CHC patterns, & some of them began to make films. They aimed to pay homage to the Hollywood films, but also wanted to challenge its norms. 
· In 1954, the magazine Cahier du Cinema, edited by Andre Bazin, published an article by Francois Truffaut called “A Certain Tendency of French Cinema”. They strongly attack French cinema & its “tradition of quality”. He criticized the “faithfulness” to literary adaptations, the directors who tended to film on sets, use the continuity editing system, & who failed to use the film medium in any personal way. He called for a cinematic revolution – a freer kind of filmmaking. 
· on-site filming
· less constraints by production companies
· looser approach to acting
· directors choosing their own material to create their films as film 
Sergei Eisenstein
· He thought film was the best art form to capture the conflict of opposites. He incorporated the tonal, verbal, & character & action conflicts. Editing was fundamental to this idea.
· He staged, shot, and cut his films for maximum collision from shot to shot. He chose what to cut based on the idea that there’s a point to when the shot bursts – the tensions depicted in the shot reached their maximum expansion. 
· Given his theory, the transitions between shots should not flow to tell the story – rather, the transition between shots should be sharp, jolting, & final. 
· In Soviet Montage, the film image is what’s most important. The narrative is subordinate to the dynamic juxtapositions created by editing. 
· Battleship Potemkin, 1925: The rebellion is an important precursor to the Russian revolution in 1917. The film has 1346 shots in total. The editing is based on psychological, emotional, & intellectual stimulation rather than narrative logic. 
· People of Odessa have gathered to offer their support to the sailors who rebelled against their superior officers. 
· The Cossacks come from the city & work for the Czar – they are the repressive force.
· Eisenstein uses editing to politicize the event in Marxist terms. It reflects his interests as a Marxist thinker. The staircase symbolizes the political hierarchy. 
· The sleeping lion represents the people – when its eyes open, it symbolizes a political awakening. The ordinary citizens are no longer passive. 
· In the Untouchable sequences, the conflict between the police & the gangsters is shown. Continuity editing is used – the Odessa steps sequences is reworked, changing the politics of the scene. The “sailors” are not a political force – they’re victims. The ordinary people are powerless, & they depend on the police, who are depicted as the good guys. De Palma turns it into something that follows the conventions of conservative Hollywood cinema.

Tutorial (November 5, 2013)
Breathless
· The film is mainly self-reflexive – it makes a constant reference to the fact that it is a movie. It breaks continuity. It aims to parody Classical Hollywood Cinema. 
· At the beginning of the film, Michele speaks to the camera. He is “breaking the fourth wall”. It employs an unmotivated camera movement & no eyeline match. 
· Godard selects certain types of dialogue in the movie theatres that comments on the action in the film. 
· Michel models himself after Humphrey Bogart – a dominant male. This is characterized by his habit of rubbing his lips. He wants to lead a life of freedom, exhilaration, & recklessness. He hides behind the image of himself in the paper. He embodies the fictional aspect of Hollywood cinema. 
· Patricia is more linked to reality – she has a real life going on & is the figure that shares the documentary scenes. She is linked to consumer society more than Michele, as evident through her job in the New York Herald. She’s self-centered & unaware throughout the entire film. She’s extremely independent, & very manipulative. She constantly thinks about & plans the future, along with the consequences of her actions. She reflects the ideological aspects of Hollywood – it’s what functions underneath. 
· This disrupts the conventions of the Hollywood Gangster movie in that he is somewhat submissive to Patricia & he is constantly hiding from everybody. He’s obsessed with putting forth a certain image of himself. 
· Banal every day conversation reveals the emptiness; the protagonist’s desire to become a gangster figure. The film’s action scenes are filmed in long takes. 

Week 10: Sound

· The period of 1825-1897 is typically referred to as the silent film era. 
· Early films always had some form of sound. They would be accompanied by full orchestras, or organ music. Sometimes professional actors would be behind the curtain saying the dialogue, while others produced sound effects. 
· The first film to include synchronized dialogue was Crosland’s The Jazz Singer (1927).
· The sound was recorded on a separate disc & had to be played while the film was going to keep it synchronized.
· In the mid-1930s, the technical glitches were worked out to reform sound. 
· The studios realized that the film had to be compatible with the projection machine system within the theatres. They all agreed to adopt a sound-on-film system as the standard – the sound is recorded with the image. Thus, the sound system was an optical system. 
· Later, sound became a magnetic strip & ran down the length of the film. However, this wasn’t introduced until the 1950s. 
· Early microphones had two serious defects:
· limited range – The actors had to be motionless within the frame. 
· sensitivity – It picked up every sound, including the running camera. The cameras were placed in glass booths. 
· In 1931, the concept of enclosing the cameras in blimps was developed to soundproof the camera. Eventually, smaller & quieter cameras were developed. 
· 1928–1930 marked a return to the most basic silent filmmaking. It was a very restricted & stilted style of filmmaking.  
· The camera had to be fixed – it didn’t allow tilting & had very limited panning.
· There was no mobile framing, & long takes were static. The scenes were done in long shot to capture all the action.
· Editing became completely functional – there were no cross-cuts or cut-ins. 
· Actors had to stay within the range of the camera & the mic, very restricted & stilted style of filmmaking
· original singing in the rain number  all of the songs except for 2 were from earlier musicals, took those songs & created a musical around them
· What to shoot?
· Screenwriters wrote scenarios, not scripts. 
· Actors were replaced with the shift from silence to sound – if their voice wasn’t good, their career tanked. 
· Actors were also needed to follow direction & who could also be independent once the cameras started running. 
· Changes to an international art form
· Dialogue specified place, compared to the pantomime of the silent era. 
· Dubbing causes the intonation to be lost. Such qualities come with the character on the screen with the original voice. 
· Sound was not accepted with open arms. Filmmakers achieved a standard, & were reluctant to work with sound. They argued that it was incomparable to the descriptive image with its drama & power. 
· 1990s  digital sound
· Spielberg pioneered it with Jurassic Park. The system was called DTS. 
· spatial dimensions of sound
· Definitions: Direct sound, post synchronization, dubbing, mixing
· Sound has a spatial dimension because it comes from a source. 
· diegetic sound: sound that comes from within the world of the film, assumed to be produced or heard by the characters; have an identifiable source within the frame
· onscreen diegetic: identifiable source within the frame 
· off-screen diegetic: identifiable source outside the frame; functions for clear transitions or to generate suspense
· external diegetic: objective sound that has a physical source in the screen
· internal diegetic: objective sound that comes from within the mind of the character
· sound perspective: indicated by volume, timber, pitch, & sound production
· non-diegetic sound: sound that isn’t part of the story world; very common, with the most common type being music (i.e. the film soundtrack). It is used to enhance the film’s action.
· voice-over: narrates or comments on the images, & can be diegetic or non-diegetic
· voice of God: omnipresent voice that sets up the story
· There is not necessarily a clean divide – diegetic sound can become non-diegetic sound (e.g. A whistle can become an orchestra.)
· temporal dimensions of sound
· simultaneous sound: 
· non-simultaneous sound: 
· sound bridges: sound derived from one scene that links to another scene; it functions as a transition & help to reinforce the continuity. They also cause us to think about the relationships within the scenes & play with our expectations. 
· Like images, sounds are constructed within film. They are selected, isolated, & shaped in the process of recording them. The soundtrack is created independently of the image track, & the two are put together into a finished film. 
· speech/dialogue: conveys relevant information quickly & precisely
· frees the camera, wherein it doesn’t have to stay focused on the main source of dialogue
· can be used in continuity editing to smooth over a cut  dialogue overlap
· accents & dialect – Villains usually have foreign accents. In the 1930s & 40s, villains typically had Eastern European accents. Late 60s saw Americans becoming villains due to the counterculture. 
· music – has the longest history of the three types of sound, & was played in theatres to accompany silent films
· Non-diegetic music is meant to heighten intensity, not drown it out. 
· Filmmakers have experimented with the conventions of diegetic/non-diegetic music. Hitchcock is known for this. 
· Non-diegetic can also function as a literal equivalent to the image – it takes the image to its furthest conclusion. 
· mickey mousing: term for the synchronization of sound & movement.
· It is also used as theme music, & will be introduced at the beginning of the film. The lyrics may provide information related to the narrative.
· Music can set the tone for the film – we usually know the genre through the music.
· Music can set the time period. 
· Music can become a motif.
· Music can signify the character. 
· Diegetic music can also extend plot time & halt the narrative – this is a convention of the musical. 
· noise/sound effects: include anything that doesn’t fit under dialogue & music (e.g. footsteps)
· can be used to enhance the realism of the scene
· can function symbolically
· silence
· Only with sound does silence take on expressed power & a dramatic function.
· We anticipate the rupturing of that silence. 
· functions of sound
· sensory impact
· can cue us how to react
· conventional connotations  e.g. When we hear thunder, there is usually trouble of some kind. 
· sound-image relation  points out what the director wants us to look at in the shot
· can alter our interpretation & direct our attention
· sound fidelity  the extent to which a sound is faithful to its source; if it’s not faithful, this can be comedic
· Thus, all sound is meaningful. 

Tutorial: November 13, 2013

Singin’ In The Rain
· The film is all about Hollywood. It’s a self-reflexive film – how a scene is staged & filmed is made obvious, along with lip-syncing, dubbing, sneak previews, how a star becomes a star, etc. It exposes Hollywood, & masking it at the same time because even though we realize from the film that all Hollywood is smoke & mirrors, we completely get caught up in the love story between Kathy & Don, & find it believable even though we’re seeing Lina & Don’s “love affair” is fake. 
· There are lots of in jokes & references that audiences in the 50s would’ve understood. It parodies & satirizes Hollywood, yet also contributes to the image. 
· Many of the costumes & sets are parodied. They’re from Gene Kelly’s films. 
· “Gotta Dance” references his earlier dance numbers. 
· Lina Lamont makes reference to people who lost their voices when Hollywood switched to sound.
· Zelda Saunders is a reference to Clara Bow.
· The late 40s & 50s is Broadway’s golden age. Popular musicals were brought back regularly. Hollywood also had to compete with Broadway. Broadway promoted themselves on television.
· The film suggests that theatre in New York was for legitimate actors, whereas the real acting occurred on stage. This is linked to the Broadway Melody number. 
· The film suggest that Broadway through the gangster is corrupt – it has a seedy side. 
· Hollywood is being characterized as high-class & clean – almost innocent. There’s a sexuality to Cyd Charisse’s Broadway character that we don’t see in the women of Hollywood.
· Kathy is characterized as the girl next door.
· Cosmo’s character suggests that people in Hollywood are grounded due to his loyalty towards Don. He doesn’t seek fame the way Don does, despite his talent. 
· The film suggests that if you’re legitimately talented, you’ll be successful. When sound came in, true talent won out. 
· The black & white sequences represent film competing with television. In the early 50s, TV was in black & white. Similar to Rear Window, it is suggested that film is the better option because you get more intimate with the characters & you get more colour. 
· The film celebrates Hollywood as a place where the American Dream can be realized. 
· Through hard work, determination, & talent, you’ll rise to the top.
· The implied rewards are fame, fortune, & power. 
· There’s no suggestion of a cautionary tale, unless we can relate to Lina. The film does suggest that the road to fame & fortune can be a bit rough, although all in all things go pretty smooth.
· The late 40s & early 50s was tough for Hollywood due to the competition with TV & Broadway & the musicals of the 30s & 40s had run their course. 
· To revitalize the musicals, Gene Kelly revamps it by blurring the boundaries between film genres. Gene Kelly brought in this athletic style of dance mixed with ballet, thereby breaking the boundaries between genres of dance. 
· The early 50s also marks the decline of the studio system. In 1948 we have the Paramount decree – independent filmmakers sued them because the studio owned all means of production, exhibition, & distribution. They were ordered by the courts to sell off their distribution & exhibition companies. 
· The film makes Hollywood in crisis an obvious theme, & at this time the film promotes Hollywood as a clean, family-appropriate source of entertainment while Broadway is dark & seedy. 
· The film addresses the Communist witch hunts.
· In the Broadway Melody number, he asserts his patriotism through his stars & stripes costume. 
· “Singin’ In The Rain” suggests that you can make the best out of a bad time. When the cop comes along, Don responds by being cautiously defiant. 
· Zelda outs their whole plan against Lina, which represents those who named names in Hollywood. Lina threatens to ruin Kathy’s career.
· During the Communist witch hunts, the studio owners were notorious for not going under. They wouldn’t hire anyone who has any connection to the witch hunts – the film suggests otherwise.
· The media is shown to be puppets of the studio system – there aren’t any journalists exposing the truth.
· In the characterization of Hollywood in the film, it denies any involvement in Communism & points its finger at Broadway. 


Week 11: Formalism
· Film style arises from the patterned & significant use of the mise-en-scene, cinematography, editing, & sound. We call it a stylistic system because all the choices the filmmaker makes will be dependent on the look of the film. A filmmaker can choose to make that look realistic & recognizable, or entirely imaginary. 
· Filmmakers begin with the stuff of the real world & transform it through specific devices.
· There are two ways in which film have been used:
· as a subjective medium – stylized & artificial. In this vein, film is representative of the processes of the imagination. Such films are able to penetrate into the private, mental world.
· as an objective medium – mechanical recorder of events. In this vein, film is faithful to the integrity of the external, phenomenal world. 
· We should not think of these as mutually exclusive. Many films combine the subjective & the objective. Think of it as ranging on a continuum.
· All cinematic presentation are selected, constructed, & controlled. All images are artificial. There are two types of representations:
· unreal, but perceived to be real
· stylistically transfigure the real world; unreal images that flaunt their unreality
· In films that fall more to the subjective medium, their worlds are symbolic. These films reform reality & use techniques to comment on the subject matter. These are formalist films. 
· George Melies started the concept of film as a subjective medium. He saw film as a way to transcend the visual, phenomenal world. 
· It’s common to blend realist & formalist techniques. 
· They tend to employ natural colours in its more realistic segments. 
· We see authentic characters & sets. 
· The film moves into horrific worlds that transform the stuff of the real world. It’s typical to see expressive lighting, cast shadows, patterns of gaudy colour, canted camera angles, etc.
· The films employ special effects to construct the fantastic (e.g. Harry Potter). All of these devices are crucial to convey the film’s ideological statement. 
· Film style is a system. We ask ourselves:
· How does the stylistic element function in the total film?  
· How is it motivated?  
· How does it vary and develop?  
· How does the stylistic system relate to (interact with) the narrative system?
· Types of formalist movements are often tied to social context. 
· impressionism – pictures that depict the impression our eye gives. It was criticized for its romanticism.
· surrealism 
· dadaism – everyday objects became art.
· cubism
· futurism
· They were part of an assault on traditional style, reacting against the conventional representation of the world. It favoured disunity & collage. 
· The roots of German Expressionism can be traced to the late 1800s. Industrialization occurred in Britain & France. When it reached Germany, it fostered the rise of the managerial class, the bureaucracy, & the aristocratic class. 
· These changes created in Germany what was called “sidekick orientation”. Germany felt cut off from their roots. The expressionist artists responded to this, stressing alienation, dehumanization, & isolation of the individual.
· Expressionism explores psychological depths. They were looking into the darkest corners of the soul. They were interested in the sinister, in the menacing, aiming to reflect the artist’s state of mind rather than the objective, external world. This type of painting is stark, bold, & intense. It’s noted for its crude, rapid brushwork, jarring colours, & jagged lines. 
· After the war is when expressionism influences filmmakers. They aim to express rejection of authority & the German traditions. “Expressionism reflected the tortured, German soul.”
· The filmmakers depict primitivism though dynamic application of formal elements. The formalistic elements serve the narrative. The films express human sanity against forces. 
Cabinet of Dr. Caligari
· Considered to be the greatest example of German expressionism.
· It can be seen as a fictional narrative, subordinating style to the narrative. However, the narrative doesn’t explain how the film is stylized in the way that it is. 
· It’s important for its contribution to film as art, using film as an expressive medium & part of a cultural movement. 
· We still see the influence of this film in the work of Tim Burton & in many horror films.
· Its artificiality is intensely political.
· When films uses formalist aesthetics, they want to jolt the audience – force them to think & question. 
· The hypnotist is a metaphor for a corrupt government. 
· The writers intended the film to be a blistering criticism of authoritarianism that forced young men to go to war. But the film was also intended to criticize the passive young men who went to war.
· The film never makes any direct reference to the war. The film relies on the viewer to interpret Caligari as a symbol of authority & Cesare as a symbol of the masses.
· Caligari has the perverse desire to have Cesare kill for his bidding. This parallels what occurred during the war, having the men blindly obey. 
· WWI had technological advances which made it a completely different war unlike any anyone had ever seen. 
· This is a landmark film which shows that film doesn’t have to be naturalistic to be overtly political. It forces audiences to think about the metaphors of the overt abstraction. 
Night of the Hunter
· Charles Laughton’s directorial debut
· Shot in black & white when colour was becoming the norm
· Shown in standard aspect ratio when widescreen became the norm
· Showed a pedophilic character who’s misogynistic
· Influenced by expressionism
· Pays homage to American silent films
· Laughton uses expressionism differently from Caligari – the film begins in a realist manner. 
· The formalist style turns the film into an allegory with the hidden meaning that examines good vs. evil & the question of values. 
· Criticizes Midwestern culture for believing “slick talk”
· The film is about the deliverance of evil – heaven & earth, male & female, light & dark, knowingness & innocence. 

Week 13: Realism
· realism – close resemblance to what is real, rendering the delegate representation of the real thing or scene.
· objective realism
· psychological realism – reaction
· Realism continues to be the dominant aesthetic in film (particularly Classical Hollywood Cinema) since the advent of sound. They work hard not to draw attention to their style, unlike formalism. The style tends to be subordinate to the narrative – functional & transparent.
· Regardless of how realistic a film may be, realism is still a constructed style. The concept is relative to culture, the era in which the film was made, & to differences among people. 
· The beginning of the film industry is the beginning of realism. 
· Thomas Edison created an apparatus called the kinetoscope. This was a machine that would run films by paying a nickel. 
· The Lumière brothers developed the cinematograph that could both film & project the moving images onto the screen. They were the first to have a commercial screening in Paris, December 1895. They called their films actualities – they set up their camera, & let it run. They made over 1400 short films, & were the first to use aerial photography.
· The camera always mediates reality, so it’s still only a representation of reality.
· George Melies talked about the subjective potential of filmmaking.
· Realism is a theoretical term that speaks of a range of possibilities in conventions, subject matter, & form. All of these relate to a way of presenting the world. These theories are based on the assumption that film is the perfect medium for capturing reality. 
· The underlying belief is that the filmmaker is able to penetrate the world with better eyes then our own, revealing things that we’ve never noticed before. 
· There are different types of realism. These types are movements that critics have identified over the history of film. 
· poetic realism – movement in French cinema in the 1930s
· naturalism – earlier movement
· classical realism – aka Hollywood realism
· documentary
· Italian neorealism (1942-1951)
· They arose out of the work of film critics who were critical of the dominant Italian cinema of the time.
· Under Mussolini’s fascist government, the film industry produced mostly historical epics, high-class romantic comedies or melodramas called “white telephone films”.
· The white telephone was symbolic of the character’s elite status. 
· Such films promoted a high-class ideologies. It wasn’t reflective of the reality of Italy. 
· Neorealist filmmakers were committed to showing human reality.
· WWII had decimated Italy, including its film industry. Equipment & studio space were hard to find, so they tended to be shot on actual locations, using natural light, & cheap film stocks. However, the latter actually worked because it gives the films a documentary-like, grainy look. 
· They often used non-actors, people who were recruited for their realistic looks or behaviours. Improvisation was common. 
· Dialogue was dubbed by professional actors. What seems real in these films is actually a cinematic illusion of realism. Adding to that illusion, they favoured ordinary speech rather than literary dialogue. 
· They resist narrative closure typical of the Hollywood cinema. In later films, plots are more loosely constructed. 
· Ideologically, the characteristics are that they show a new democratic spirit with an emphasis on the value of ordinary people. They defined ordinary people as the working classes, the impoverished people of Italy, & more often than not, urban dwellers.
· The films adopt a compassionate point of view, & a refusal to make easy moral judgments. The films show a preoccupation with Italy’s fascist past. They also blend Christian & Marxist humanism, which centers on the human. 
· humanism – any system of thought or action concerned with human actions as distinguished from the divine or the human race as distinguished from the individual.
· They place emphasis on emotions rather than ideas. 
· The post-war government didn’t like the criticisms, & as the film industry rebuilt itself governments began to support mainstream genres.
· Notable filmmakers: Roberto Rosellini, Vittorio De Sica, & Chino Visconti. 
· realism: “an artistic trend that aims at conveying reality as closely as possible and strives for maximum verisimilitude. We call realistic those works which we feel accurately depict life by displaying verisimilitude [the appearance of being true or real]” (Roman Jakobson, “On Realism and Art”)
· Filmmakers don’t capture reality – they abstract elements from the real world & shape them in a certain way. 
· They selected the subject matter, & isolated it from the world around it. Thus, all we see are slices of life. 
· Realism is a result of how the spectator responds to the work. 
· Realism is a subjective value judgment made by the audience. 
· Realism films aim to elicit particular responses from their audiences. (e.g. In Saving Private Ryan, Steven Spielberg put a great deal of effort into recreating the D-Day landings. 
· It strives to provide spectators with the pleasure of identification. 
· These films aim to show us or teach us something about our world. They can broaden our horizons, provide us with the filmmaker’s insights, & provide us with more knowledge to look at the world. 
· Realism suggests that there is some mediated real world in which we can have knowledge about. It exposes and interprets reality for us. 
· Such techniques serve the narrative – they do not draw attention to the filmmaking itself. Many, if not all technological developments, have been in an effort to enhance film realism. 

The Bicycle Thieves
· It represents a cautious backlash not only against fascist Italy but against Hollywood-class melodrama. 
· It contains all the elements of a typical neorealist film. It depicts urban squalor, & refuses to pass judgment on its characters & the predicament in which he finds himself. 
· It focuses on the lower classes.
· The motivating event is the theft of a bike, & it has no major plot line. 


Week 14: Introduction to Psychoanalytic & Feminist Film Theories
Psychoanalysis
· Theories of Sigmund Freud & Carl Jung were prevalent in the 20th century. They were highly influential on contemporary thought. In the latter half of the 20th century, it became subject to much debate as academics attacked the theory.
· Significant figures include Sigmund Freud, Jacques Lacan, & Carl Jung. 
· In 1895, the Lumiére brothers screened their first film in the same year Freud released Studies on Hysteria. 
· By the end of the silent era, Hollywood was widely known as the dream factory.  Cinema itself is seen as a dream. Where Freud read dreams to reveal the subject’s subconscious, critics read the signs in a film to reveal the psychology of a culture of a nation – the cultural unconscious.
· Whether it is a dream or a film, there is never a single right reading. 
· Freud had no interest in film – he turned down an offer to write a screenplay. Some filmmakers sought psychoanalysts when writing their scripts. However, as psychology became more revered, psychologists became more heroic in their portrayal.
· Psychoanalysis & cinema have many themes in common, including love, war, sexuality, etc. They deal with questions of sexuality & fantasy, ideology & institutions, etc. Psychoanalysis is a grid to show how cinema works & its privileged themes.
· We think of psychoanalysis as an approach to facilitate our understanding. The field began to evolve in the 1950s through the writers in Cahier du cinema (France) and Screen (Britain).

Feminist Film Theory
· Feminist film theory is diverse & complex. Developing out of second-wave feminism, it sought to challenge the universal idea of the white, western, middle-class male. 
· Western culture is a patriarchy, & thus the assumptions are built into cinema. The primary concern was to examine how cinema functioned to render women subservient. 
· Molly Haskell --> Film perpetuates society’s ideologies. Film reflects society, but society reflects film.  
· virgin vs. whore -> The whore is punished.
· Genre films were examined in terms of the roles women played that served to emphasize patriarchal dominance. Feminists began to use semiotics, Marxism, & psychoanalysis to expand on feminist film theory. 
· “reading against the grain” 
· During third-wave feminism, feminist theory expanded to include questions of class & race. 

Laura Mulvey – Visual Pleasure & Narrative Cinema
· Although many of Mulvey’s ideas have been challenged, it remains a founding document of feminist psychoanalytic film theory.
· Mulvey’s theory of gaze has been remarkably influential. She is appropriating psychoanalytic theory “as a political weapon, demonstrating the way the unconscious of patriarchal society has structured film form”.
· Our patriarchal culture is phallocentric. The phallus is a symbol of the masculine, specifically masculine energy, which comes out of sexuality. It is privileged in understanding meaning or social relations. 
· Woman is defined by her lack of the phallus. Psychoanalytic theory conceives of the woman as powerless in the world of the patriarchy. The paradox of phallocentrism is that it depends on the castrated women to give order & meaning to its world. 
· In our culture, it becomes important because half of us don’t have it. It only takes importance because we don’t have it. Meaning arises from difference, & in our culture that difference has been hierarchized. 
· Psychoanalytic theory states that women desire to possess the power the penis represents. This defines penis envy.
· Woman has two options: accept her subordination, or stay in a half-light of the imaginary. She can delude herself into thinking she actually has agency. She is self-determining, even though she is not. 
· The way women resist subordination is to understand how we are subordinated. We must understand ourselves as trapped, & examine how psychoanalysis functions as a patriarchal tool.
· Cinema is also a patriarchal tool. Through the visual pleasure it offers us, it affirms subject positions under the patriarchy. 
· Hollywood Cinema reduces woman to an erotic spectacle, & in doing so offers men relief from castration, lack of coherence, & a sense of alienation because woman becomes an object. 
· Mulvey argued that the unconscious of patriarchy has structured film form, thus making the woman an “Other”. 
· There are three different looks: the camera, the audience as we watch the final film, & that of the characters in the film as they interact with each other.
· In Freudian theory, the desire to look is scopophilia. It is linked to the desire to master an object. The one who has the gaze (typically the male subject) is active, whereas the one who is gazed upon (typically the female subject) is passive. 
· Cinema constructs its audience as voyeurs - people who enjoy watching a private world undetected. They develop a narcissistic relationship with the male protagonist, who makes things happen. The active male does our looking for us. The protagonists become the ego-ideal – they’re like the male viewers, but better in every way. 
· The female protagonist is subjected to the male protagonist, & through the latter the audience is able to possess the woman. 
· According to Freudian theory, women represent castration. Mulvey argues that the male unconscious compensates with two options: investigate, demystify, & punish the woman, or to substitute a fetish or fetishize the woman. 
· Through becoming a fetish, the woman is no longer whole. This eliminates the threat of castration. It turns a non-sexual object into a sexual object. 
· e.g. Judy emasculates Scottie, but she is punished & he gains back his control. 
· The woman is rarely central to the plot. For the female viewer, the assumed male gaze of the camera creates a sense of alienation or leaves her little choice but to identify with the male protagonist & thus participate in the objectification of her own sex. However, this isn’t always the case.
· e.g. Scottie isn’t in control – he is a damaged protagonist. 
· Lacan – The infant lacks a sense of self. 
· We’re part of everything around us, & we don’t differentiate ourselves from other things. We exist blissfully. The infant has a sense of unity & coherence. 
· When the child finally sees itself in the mirror as distinct from others around it, this is when its sense of self begins to develop. The mirror becomes symbolic of the imaginary.
· There is a sense that we are more than we are, & how other people’s perceptions differ from how we understand ourselves. We have consciousness & sub-consciousness. We live our entire & complex lives in an alienated state. What we truly want is just to get back to feeling coherent again. 

Tania Modeleski: Hitchcock, Feminism, & the Patriarchal Unconscious
· She is an American critique who notes that she’s countered Mulvey’s idea, suggesting that “some films do allow for the (limited) expression of a specifically female desire”. 
· Female & male spectatorship is also complex because he can identify with the passive female subject & the female can identify with the active male subject. 
· The female protagonist is threatening because she’s strong & powerful, not because she’s lacking. These films ensure that castration is the solution to these types of women, as they’re considered threats. 
· Even though women are subjected to violence, they remain resistant to patriarchal assimilation. 
· e.g. Lisa makes a compromise by reading a fashion magazine, & on many occasions blatantly refuses to follow orders. She also assumes the gaze by watching Lars & becomes an active subject, separate from Jeff who is passive. 
· The masculine & the feminine are not as divided. 
· The way in which the film affirms the patriarchy also undermines it. Objectifying the woman is meant to affirm the patriarchy, but it pisses women off, & they then resist. 
· In many ways, femininity haunts the masculine. 
· Other critics have also challenged the idea that the gaze always belongs to the man, noting films that prove otherwise. A lesbian viewership counters these theories, along with African-Americans who look at the female body, & people of the lower classes. Spectatorship is far more complex than Mulvey allows. Critics have noted various strategies for which viewers who don’t fall under the universal idea of the white, western, middle-class male empower themselves. 

Tutorial – January 14, 2014
· Mulvey states that the unique thing about Hitchcock is that he fetishizes & empowers women. 
· Scottie “oscillates between voyeurism and fetishistic fascination”. He makes Madeleine the erotic object of his gaze & fetishizes her at the same time.
· As a lawyer and cop, Scottie represents the symbolic order, but his position is compromised by his erotic drive. 
· Perversion is “barely concealed under a shallow mask of ideological correctness”.
· He sadistically subjects Madeleine/Judy to his will, & his power is affirmed by Madeleine’s criminality & professed guilt.
· The male spectator identifies with Scottie only.
· Madeleine’s “exhibition, her masochism, make her an ideal passive counterpart to Scottie’s active voyeurism”. In the first half of the film she puts herself on display, & at the second half she completely subjugates herself to his will. 
· The film ultimately forces the male spectator to become aware of the patriarchal processes of which he is a part. 


Week 16: Auteur Theory

· Prior to the 1950s, film criticism didn’t explore the director as an artist. It had a strict or limited sense of what constituted film art. For the most part, the description of a film as art was limited to European films that addressed universal concerns. They were made by men that had a distinguished use of style.
· Pre-50s critics didn’t talk about Hollywood films as art films because they were viewed as products that were mass-produced by the studio system. When Hollywood did produce “artistic” films, it was considered a collective effort & “out of the ordinary”.
· The idea of auteurism can be traced back to 1948 in France when Alexander Astruc published an article called “The birth of a new avant-garde: la caméra stylo”, calling for a new language of cinema to use a camera to express one’s world view. 
· "Direction is no longer a means of illustrating or presenting a scene, but a true act of writing. The filmmaker/author writes with his camera as a writer writes with his pen."
· Commercial cinema takes a script & makes a picture of that. There’s no artistry in it. Filmmakers had to break away from this banal approach & create a cinematic language capable of conveying the filmmaker’s ideas. 
· In 1954, Francois Truffaut published “A certain tendency of the French Cinema” in Cahiers du cinema. 
· It was the first article to define the term auteur.
· Auteurs were directors who brought that personal vision & an individual style to their subject matter by manipulating stylistic devices. 
· Auteur critics were concerned with consistencies in a director’s body of work. They were interested in the wholeness of film art. 
· Certain Hollywood directors showed it was possible to create art even within their restrictions. They acknowledged that no artist was ever completely free.
· It was through the use of elements of mise-en-scene & cinematographic techniques that the auteurs were able to express their vision. 
· It viciously attacked “the French tradition of quality”. 
· Following the excitement of post-war France, people suffered from stagflation. 
· Filmmakers were dependent on professional screenwriters, highly talented technicians, & a star-studded cast.
· Filmmakers had to prove ahead of time that their film would have a certain aesthetic quality in order to obtain government funding. 
· Truffaut argued that the director of these films merely transferred the story onto film. The director only added the pictures to the existing text, & was considered only with content, rather than style. They were excellent craftsmen, but they weren’t artistic. Their films had no innovation, no risk, & no attempt to create a personal vision. The filmmakers were actually expressing the screenwriter’s opinions. They called them metteur en scéne (“put into the scene”). 
· It was also an attack on French critics. 
· Over 1000 films were produced in the war years in Hollywood, & the critics working for Cahier du Cinema saw most of these. They got an opportunity to examine a director’s body of films. 
· In 1957, André Bazin wrote “Les politiques des auteurs” in Cahiers du Cinema. 
· He had objections to auteurism.
· formalist concern  emphasis on mise-en-scene & cinematography. In looking at a film, one had to take into account the fact that the individual is part of a society & a history. The filmmaker is inevitably affected by social & historical constraints. Bazin advocated that auteurism should include a theoretical analysis of a relationship between the filmmaker’s work to his society. 
· genre  emphasized conventions of particular genres, which invariably pointed cultural specificity & the importance of audience expectation. The filmmaker’s ability to work within a given genre is one of the things that makes him an auteur. Despite the conventions of the genre the filmmaker’s working in, he can still express his personal vision as an auteur. 
· American film criticism until the 1950s was mainly sociological. They supported & valued films which were serious in their social & political messages. They would dismiss popular entertainment films, especially genre films, because they saw such films as blatantly commercial. 
· Influenced by the French Cahier du Cinema critics, Andrew Sarris attacked these quality films. He wanted to rescue popular films, & to argue that there is artistry in genre films. Hollywood films, including genre films, were worthy of critical consideration, & that the directors of these films could be just as good as the European filmmakers. He published “Notes on the Auteur Theory”, & came up with a way to evaluate American films. 
· He anglicized “les politiques des auteurs” as “the auteur theory” (even though it’s not a theory, but an approach to the study of cinema). 
· concentric circles 
· the outer circle: the technical competence of a director, the knowledge of the cinematic apparatus, of the film medium 
· the middle circle: the distinguishable personality of the director as a criterion of value 
· the inner circle: interior meaning; meaning arises in the tension between the filmmaker & the means of production
· The director’s technique will serve his style, which in turn will serve the interior meaning. 
· If this criteria was applied to American directors, it was obvious that American directors were better than European filmmakers. Since they were hired, they could only express their message through form rather than content. 
· Like the Cahier critics, he claimed film formalism against the sociological tradition of film criticism. He reshaped film cinema into the history of film directors, who were mostly American men. He supported the white, male tradition. 
· The American Cinema: Directors and Directions, 1929-1968 (pub. 1968)  listed 199 male directors & 1 female director named Ida Lupino; classified in terms of hierarchal value
· Pauline Kael  American critic who was strongly opposed to the auteur theory as proposed by Andrew Sarris. She attacks almost every argument Sarris makes. 
· She said the technical competence can’t be considered a criterion because there are people like Orson Welles who made a great film like Citizen Kane, yet knew nothing about filming. He picked a certain studio due to the technical competence of their craftsmen. Moreover, it was possible for directors to make mistakes (e.g. jump cut in Godard’s Breathless). 
· Personality has always been a factor in judging work. Kael questions the idea of the distinguishable personality being better. 
· We tend to notice style deviations when the film is boring – we’re not connecting to the film’s narrative. A director develops over time, so there are inevitably differences in the level of style or content. To say that a filmmaker has a consistent style is reductive.
· If people go with Sarris’ idea of the ideal auteur working within constraints, then even the worst films can be praised. 
· She criticizes the idea that subject matter is irrelevant. Form & content are inseparable. 
· Buscombe argues that auteurism is useful in a modified way. 
· We can’t ignore that forces act upon the director. He advocates three approaches:
· the effects of cinema on society – how it affects us, shapes our thinking etc.
· the effects of society on cinema
· the effects of films on other films
· “Hitchcock: Auteur or Hack?”  Kapsis’ title is meant to capture our attention. For most of Hitchcock’s career, he wasn’t considered a serious artist. Kapsis theorized that this was largely because people didn’t take the thriller seriously as a genre. There were three ways to fix a reputation:
· improve his/her work
· a change in the standard of aesthetics to prompt critics to go back & review an artist’s work
· the artist taking part in self-promotion
· During the 1920s & the 1930s, thrillers were considered a “B” genre. However, it emerged after the war & peaked in the 1950s.

Summary of Auteur Criticism 
1. The director is the significant expressive personality in a film.  
2. Auteur criticism finds a unity in a body of films by a director—a unity of vision.  
3. To discover meaning in one film, you have to look at the filmmakers other work because auteurism is based on the idea of “wholeness.” 
4. The personality of a director comes to the fore precisely because of the barriers he struggles against (exalting the myth of the "struggling artist," “creative genius”). 
5. Where the director has real control is on the set, so the art of cinema is only the art of style. This discounts the plot almost entirely. 
6. Economic, political, social, and cultural forces that shape the work are not considered. 
7. Auteurism is dependent on value judgments: good/bad, superior/inferior. 
8. One must see all of the work of a director to appreciate a single work by the director; cross-referencing is crucial. You can't see one film and say anything about the filmmaker; you must be able to compare his works. 
9. Auteurism privileges the film text as the source of meaning; the meaning is IN the text waiting for us. Thus, there is no sense of agency for the audience, no sense that we bring something to the film. 

Week 18: Genre Films - Horror
· Genre: type or kind of film
· genre study – studying a group of films; can be unified by subject, theme, style, etc.; also called a formula film
· Genres can be seen as recurring patterns of similarity & repetition, difference & variation, development, unity, & function across a body of films.
· Genres are not scientific categories – there are no hard & fast rules in genre study. However, it can be helpful in characterizing & understanding film. It’s also based on agreements between filmmakers & audiences. However, there is room for disagreement. (e.g. disaster films vs. spectacle films)
· Genres are often hard to define clearly – lines are blurred. They’re easier to recognize than to define. It becomes complicated when we not only have genres, but also subgenres. 
· subgenres: variations of a genre (e.g. comedy = satire, screwball)
· Others may argue that the horror is a subgenre of a thriller. 
· Buscombe shows that understanding genre isn’t as easy as it may first seem. 
· Genre involves one-dimensional characters within a familiar setting. 
· Popular cinema are primarily genre cinemas, & they’ve been remarkably successful. We chalk it up to the idea that the masses are easily amused half-wits, but there is a suggestion that there’s much more to genre than Schatz’s original definition suggests.
· Thomas Schatz: “Simply stated, a genre film—whether a Western or a musical, a screwball comedy or a gangster film—involves familiar, one- dimensional characters acting out a predictable story pattern within a familiar setting.”  
· Buscombe believes that the characterization of films are dependent on the outer & inner forms of the works. 
· outer form - visual conventions
· convention - a tacit agreement between the artist and the audience with respect to established practices and beliefs (e.g. the monster in horror films)
· Buscombe discusses visual conventions by focusing on elements of the mise-en-scene, characters, & props. It can also include lighting & cinematography - camera angles, camera movements, camera distances, etc.
· inner form – story, themes, meanings
· The determining feature of the film genre is its context – it fleshes out dramatic conflicts within that community. That is to say, the themes of the genre emerged out of its conflicts. Thus, the visual conventions affect what the story will be. 
· Buscombe suggest that how a genre film comes into being is complex & perhaps independent on the individual filmmaker or screenwriter.
· Buscombe challenges the idea of a familiar plot. 
· Robin Wood famously identified the plot of the horror film – normality is threatened by the monster.
· Schatz: Non-genre films generally trace the personal & psychological development of a central character or protagonist. While the focus of the genre film is conflict, the focus of a non-genre film is character.
· The protagonist is not a familiar type, but a unique individual whom we relate to less from our filmic experiences than our own real-world experiences. He or she isn’t a stock character. 
· The plot in non-genre films doesn’t progress through conventional conflicts towards a predictable resolution. 
· Plot resolution generally occurs when the significance of the plot line becomes understandable to the character, or the audience, or to both. 
· Schatz adds that the narrative components of a film assume their significance as they’re integrated into the individual film itself, while in genre films these components have a primary significance. 
· In non-genre films, the elements of the film take the meaning from the film itself. Its repetition becomes a motif. In genre films, they’re icons – symbolic images that carry meaning from film to film. 
· The problem with Schatz’s definition is that the plots of many films, whether they’re categorized as genre or non-genre, are predictable in some way. All films can be slotted into genres, even if they’re loosely defined. 
· Francois Truffaut: When a film achieves a certain success, it becomes a sociological event, & the question of its quality becomes secondary. A film doing well at the box offices impacts the film industry, regardless of what the critics say or its artistic merit (or lack thereof). In the early years of Hollywood, filmmakers examined audience appeal. 
· studio factory production system
· During the 1930s, the norm was 400-700 films per year. The studios would have their stables of actors, writers, directors, & crew. They tended to have the same group work on the same types of films. 
· Double features were the norm, & the second film tended to be genre films. 
· Weekly film attendance peaked in 1946. It’s different from today’s system where independent studios produce films & major studios distribute them. 
· Genre attempts to control the audience. It tends to give them what they want but be different enough so they don’t feel they’re getting the same thing over & over. Filmmakers depended on basic formulas that proved its appeal to the audience. 
· feedback system
· Filmmakers would use polls & sneak previews to examine audience appeal. It was the audiences of the first-running theatres who provided the bulk of revenues & determined cinematic trends. 
· While, middle-class urban dwellers shaped Hollywood productions. 
· It’s a cooperation between the filmmakers & the audience to celebrate the collective ideals of the culture. Genre films touch on deep social uncertainties, but channel our emotions into appropriate attitudes.  
· Schatz: “We may consider a genre film not only as some filmmaker’s artistic expression, but further as the cooperation between artists and audience in celebrating their collective values and ideals.”
· Genre is about formula & novelty – the static & the dynamic. Once a genre is launched, there’s no fixed pattern of development. They don’t remain constantly successful. 
· cycles - the periods in which a genre remains popular  
· In the 1930s, people phased out of horror films. 
· Normally someone comes up with something new before it cycles out completely.
· conventionalization
· Through exposure, we come to understand the system of a particular genre & its significance. We become accustomed to identifying stock characters & events, so filmmakers rely on our foreknowledge. 
· iconography – symbolic images that carry meaning from film to film
· Certain stars bring meaning to specific genre films. They’re using their iconic meanings. 
· Filmmakers will use conventions & iconography economically but also play with them. They’re always refining any given genre.
· The power of the genre film comes from its repetition. It frees the filmmakers from having to explain ideas in each film, & build new ideas from the conventions. 
· Buscombe:  “The artist brings to the genre his or her own concerns, techniques, and capacities—in the widest sense, a style— but receives from the genre a formal pattern that directs and disciplines the work.” 
· “A genre is not a mere collection of dead images waiting for a director to animate it, but a tradition with a life of its own.” 
· Night of the Living Dead
· political film
· It altered the trajectory of the horror genre, influencing other filmmakers to produce films that were scarier than they ever were. In past, during the 1920s, 1930s, & 1940s, horror films were directed at families.
· In the 1950s & 1960s, the theatre would be filled with adolescents. Roger Ebert went to a screening of Night of the Living Dead. 15 minutes into Night of the Living Dead, the theatre was filled with whimpers, prompting Ebert to give a scathing review. 
· The film gave birth to the modern zombie film. It also showed that horror could be political. All films are political, because they represent specific ideologies. 
· The film is implicitly political because it’s a comment on America in the late 1960s. Zombies are polysemic symbols, meaning that the zombie can be read as symbolizing many different ideas of things. 
· a critique of the Vietnam War – represented the mindless citizens & soldiers who fought in the war who were under the government’s control. 
· the space race & science – It was a critique of the development in science in terms of putting humans in space that caused social anxiety. 
· dehumanization – the fear that American society was decaying & were becoming mindless consumers, behaving as if they were directed from above. Cannibalism represents consumption, so in capitalist America people are directed from above through advertising & other sorts of media by powerful corporations. 
· the dysfunction in capitalist America – Citizens will consume others to get what they want because they’ve become selfish. One’s success comes at the expense of somebody else. The film shows the citizens to be vulnerable. It shows the human’s inability to get away from the zombies despite their comparative strengths. 
· satire – “artistic form, chiefly literary and dramatic, in which human or individual vices, follies, abuses, or shortcomings are held up to censure by means of ridicule, derision, burlesque, irony, or other methods, sometimes with an intent to bring about improvement” (OED)
· parody – “a form of satirical criticism or comic mockery that imitates the style and manner of a particular artist or school of artists [writers, filmmakers, painters, etc.] so as to emphasize the weakness of the artist or the overused conventions of the school” (OED)
· Society has become so dysfunctional that several able-bodied, intelligent people can’t work together because they can’t get past their selfish needs. 
· Ben represented the idea of race as a non-issue, as he was the first black hero in a horror film. The ending came as a shock, but it reminds us that race will always be an issue. His increasing violence was evocative of the black power movement.
· The film was criticized for its misogynistic representation of women. Through its depiction of women, the film works to critique the oppression of women & the repression of their sexual energy. They’re completely dependent on the men. These characters have been so socialized by gender roles that they can’t even break out long enough to save themselves from zombies. 
· The film is most scathing in its depiction of family. The film suggest that the family has become so isolated & fearful of the other. It critiques the depiction of the American nuclear family. They’re the core of American society – intelligent parents, good (although occasionally mischievous) children. Cooper kept his family in the basement, which represents a tomb – the death of the nuclear family. 
· Dillard discusses the loss of religion, faith, & the afterlife, & they’ll come back to haunt us. We’ve dismissed the primitive, & now that they’re gone we’ve been left vulnerable. The scientific progress could potentially unleash horror upon us, & the experts are of no help. They’re being suppressed by the military. 
· The ending suggests that the danger’s under control, but is it really?
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· These films discuss the social & political threat of the other.
· Red scare/”threat from above”
· Disintegration of family
· Sexual liberation
· September 11 & the war on terror
· American capitalism

Week 19 – Introduction to the Documentary

· Documentary is one of the least understood film terms. The term can be applied to films & television shows alike. 
· Creature Comforts 
· parodies documentary
· suggests something about zoos, about the institutions that house people, & about England
· The term documentary comes from the Latin docere: to teach.
· John Grierson
· filmmaker, producer, & theorist
· led the documentary movement in Britain during the 1930s
· was a film commissioner for the NFB in Canada 
· defined a documentary as “the creative treatment of actuality”
· other definitions
· Thomas and Vivian Sobchack (film theorists): “a film that explores or documents the world” 
· Francis Flaherty (editor of Nanook of the North): “films of discovery and revelation” 
· Pare Lorentz (poet and filmmaker, The River): “a factual film which is dramatic” 
· Basil Wright (filmmaker): “not this or that type of film but simply a method of approach to public information” 
· Philip Dunne (filmmaker): “an idea-weapon to strike a blow for whatever the originator had in mind. In the broadest sense the documentary is almost always, therefore, an instrument of propaganda.” 
· B&T: “a documentary film purports to present factual information about the world” (351) 
· Another approach might be to compare documentaries to fictional films. However, the line is blurred because both are representational forms – they reproduce the world around us.
· We tend to think that documentaries are more truthful or objective, but documentaries only have a pretense of objectivity. Documentaries are constructions – a representation of reality.
· Neither the camera nor the filmmaker are innocent. He/she controls the representations through the choices he/she makes. 
· “All films are documents of someone, something, some time, some place.” – Andrew Sarris
· Conventions of the Documentary Film
· subject matter
· The most basic convention of the documentary film is that the subject matter dealt with is fact rather than fiction. Filmmakers don’t create a world – for the most part, documentaries report on what exists. Anything in the world can be the subject for the documentary.
· Often, documentaries can recreate the world & dramatize events that took place in the past. 
· typical techniques of today’s documentaries
· Lumiere  first used a fixed camera to record events in real time
· direct address narration  A narrator, whether off or on screen, directs his/her comments to the viewer who is acknowledged through the narration itself or by the narrator talking to the camera. 
· direct address onscreen  comments addressed directly to the spectator
· direct address offscreen (voice of God narration)  the voice we hear isn’t attributed to the body, even if we recognize the voice. It’s usually a fairly deep male voice. They tell us how to interpret the images we’re seeing, & excludes the spectator from any participation as the produce of meaning. We are rendered passive. 
· indirect address  typical of fiction films & observational documentaries. We’re presented with images & dialogue without a voiceover.
· Film structure
· 6 Types or Genres of Documentaries
· compilation film – assembling images from archival sources 
· interview, or talking heads film – records testimony about events or social movements (e.g. Creature Comforts) 
· direct cinema or observational film – records ongoing event as it happens 
· nature documentary – records natural processes (e.g.National Geographic)
· portrait documentary – focuses on the life of a certain compelling person (e.g. Biography Channel’s Biography series)
· synthetic documentary – pursues several of these options in one film
· They’re often organized as stories. There are four forms of non-narrative films.
· documentary  rhetorical & categorical
· experimental  associational & abstract
· Observational Documentaries
· technology
· Documentaries made post-WWII had technological restrictions. They had to use post-synchronized sound. They had military experts give their speeches in a Hollywood studio. 
· Efforts were made during the war to capture images & sound at the same time on site. These were made in the early 1950s using cameras with sound attachments.
· lightweight 16mm camera  Plastic parts replaced metal parts, rendering it more lightweight. 
· zoom lens  combines telephoto lens; alters field of view & puts things in focus without having the change the lens 
· intensification process  pushes the sensitivity of the film to over 1000 ASA; the higher the number, the faster the film
· It aims at presenting itself as an objective observer. The filmmaker chooses the subject matter & the events he/she wants to shoot, suggesting that that’s where it ends without the influence of the camera & the crew.
· two schools of observational documentaries  American direct cinema of the 1950s & 1960s & Canadian cinema of the same time period
· American Direct Cinema
· It tends to focus on American society & its problems.
· Subjects were chosen based on their potential drama, especially events with a clear cut beginning, middle, & end.
· Direct films are less effective when there’s not inherent drama in a situation – a crisis structure. 
· Not all documentaries use the crisis structure. (i.e. Don’t Look Back  documents Bob Dylan’s time in England)
· Although subjectivity occurs in selection, once these choices are made the filmmakers don’t direct, participate in, or influence the scenes in any way. 
· It’s absurd to think that the subjects don’t know the camera is there, even though it’s a principle of cinema. There is a belief that the subjects will reveal what they really feel & what they’re really like. They wanted to capture the truth that lies hidden beneath the ordinary. 
· An American Family (Gilbert, 1973)  filmed an average American home with an average American family
· The filmmakers depend on us to interpret the images for ourselves, since there is no voice to guide the interpretation of the situation.
· Canadian Observational Cinema
· Unlike the Americans, they denied that the filmmaker could achieve objectivity. They acknowledged their role in uncovering meaning. They choose, seek, & engage in the subject matter, adopting a critical rather than a neutral perspective of the material. They use the camera to capture meaning & extend that meaning through editing. They develop that meaning by trying to explain what they find (i.e. relationships between people & events). 
· They acknowledge their presence in the event. They’re catalysts – they use the camera to provoke their subjects. They go into the situation, making things happen by asking questions & pushing people to reveal the truth. They provide their opinions & get involved. 
· They include voiceover narration, which shapes the material & gives it meaning. The filmmakers are critical rather than objective.
· They don’t conceal their equipment, & acknowledge its impact – how it feels to have a camera & a microphone shoved in one’s face. 
· They use wide-angle lenses rather than telephoto lenses. It makes them closer to their subjects, making people respond in certain ways & reveal things about themselves that they normally wouldn’t. It aims to pierce the observable surface to reach an underlying truth.
· The film is self-reflexive, employing strategies that call attention to the filmmaking process. It uses juxtaposition that shows how the filmmaker thinks, & reveals subjective position. 
· 2 major approaches in observational cinema: 
· 1. “Fly on the wall”: filmmaker as ‘impartial’ observer (American approach)
· principle of non-intervention: camera/filmmaker not supposed to affect what it is filming/observing  
· telephoto or zoom lens to keep distance 
· indirect address of subjects to camera: the camera “overhears” the subjects 
· empathetic, non-judgmental attitude: filmmaker has the “trust” of the filmic subjects 
· affinities with Hollywood fiction film  
· 2. “Fly in the soup”: filmmaker as ‘in your face’ provocateur (Canadian approach) 
· acknowledges that process of filming affects subjects 
· wide angle lens to get ‘in’ action: intimate 
· filmmaker part of action, asking questions 
· more direct address by filmmaker and subjects to camera 
· more reflexive (self-reflexive)  



Week 20 - The Rhetorical Documentary
· The rhetorical formal system is a type of filmic organization whose parts create & support an argument. This is why they’re also called essayist documentaries. It presents a persuasive argument & lays out the evidence to support it. 
· Four Basic Attributes
· It addresses the viewer directly, trying to move him or her to a new intellectual conviction, a new emotional attitude, or to action.
· There is an “I” or a “we”, so the film acknowledges a relationship between the filmmaker & the audience. 
· The subject of the film will usually not be an issue of scientific “truth,” but a matter of opinion.
· Films will often use ideologies, which are shared values. 
· If the conclusion to the argument cannot be proven beyond question, the filmmaker often appeals to our emotions, rather than presenting just factual evidence.
· The film will often attempt to persuade the viewer to make a choice that will have an effect on his or her everyday life.
· Conventions of the Classical Documentary 
· rhetorical structure: film as argument 
· pre-scripted, voice-of-God narration  
· images illustrate and serve voice-over  
· filmed subjects usually denied voice 
· reconstructions and staging common
· Prelude To War (1942)  documentary film made for the armed forces as a training film. It was used to show soldiers what they were fighting for. 
· It divides the world into two – the free world & the slave world. In the free world, there’s an appeal to religion & nationalism. The use of softer music & the images of playing children coordinate with the language. The slave world is characterized by the lack of liberty. It’s figured as dehumanized. 
· We tend to think that propaganda is evil, promoting thoughts, ideas, & values that we don’t agree with. However, it attempts:
· to make a pitch 
· to sell or promote an idea or to change a point of view 
· to make an appeal for a cause 
· to incite the viewer to economic, social, or political action
· Thus, propaganda is a tool to stir the hearts & minds of the people. 
· Triumph of the Will  The images are trying to persuade the people of the superiority of the German people through the sublimity of the ceremony. 
· Three Main Types of Arguments
· arguments from the source – The film is presented as a reliable source of information. Usually, the filmmaker will use a narrator with a strong voice. 
· subject-centered arguments – The filmmaker is appealing to commonly held beliefs. They will also use examples to support his or her points. 
· enthymemes: arguments that rely on widespread opinion and that usually conceal some crucial premise 
· viewer-centered arguments – The filmmaker will apply to the viewer’s emotions. 
· Just because a filmmaker will decide to use a specific type of argument, doesn’t mean that the ideas he or she is trying to convey are necessarily false. Usually they’re an indicator that there’s more to an issue than what we’re hearing. We have to look at not just what’s being said, but how it’s being said. This determines the reliability of the film. 
· What’s been left out? What’s the hidden of implicit argument? Whose interests are served by the film’s particular depiction of reality?
· Meat and You
· Obvious argument  Eating meat is good.
· Implicit argument  You should not question the mainstream, right-wring, conservative capitalist norm because it goes against science, & patriotism. 
· This is an example of a rhetorical documentary. 
· four questions to ask any essayist or rhetorical documentary:
· To what extent does filming alter reality or change the behaviour of its subjects? 
· What responsibility do filmmakers bear for the effect of their actions on the lives of those filmed? 
· corollary question: What responsibility do filmmakers bear for the effect of their actions on the lives of those watching? 
· What responsibility do filmmakers bear to telling the truth versus making a persuasive argument? 
· What responsibility do filmmakers bear considering how an audience might react to their subject?
· Renov
· Documentaries construct characters that are either ideal or imagined character types. 
· There is a use of poetic language for narration. 
· There is the use of music for effect. 
· They will often use a narrative structure that produces suspense or produces a familiar narrative pattern.
· close ups - emotional resonance; rob us of contextual information
· telephoto lens: compresses the planes
· use of editing to make time contract & expand, create a rhythm.

Week 21 - Avant-Garde & Experimental Film
· The avant-garde is intended to disturb the spectator. They don’t appeal to the CHC & they’re highly stylized.
· Taste, as in all art-related fields is a factor. But because they don’t get wide exposure & run contrary to the dominant Hollywood norms, they tend to generate negative responses.
· Some of the films are concerned with film itself, specifically our consumption of the moving image in our culture. 
· One way of considering this type of cinema is as visual poetry. Often you’ll see dense or ambiguous images that evoke subtle emotions & rhythms. Instead of explaining, poetry evokes. 
· The experimental film within a film is pretentious & ridiculous, & much like the avant-garde films that have been produced.
· The films were innovative in their day, but they’ve been imitated & parodied so much over the decades that it’s hard to understand how audiences would’ve seen them in their own time.
· Many avant-garde & experimental films can fall under a number of headings, & even then they’re not closed. 
· These films are marginal to commercial audiences & the art world alike. 
· Most common term for the films are experimental or avant-garde. There’s also independent, underground, art house, & art cinema.
· This is not to be confused with art cinema, which combines artistic ambition with commercialism. 
· experimental: films that experiment with the film medium as a form of artistic expression. The subject matter or content (if there is any) is not the point of experimentation in these films. The point is the experimentation with film form.
· avant-garde: “advanced guard”, referring to the head of the pack or leaders in a configuration. It comes from the history of art, used to describe art that is innovative or ahead of its time in some way. It refers to film that not only experiments with film form, but also challenges the conventions of film content. It refers to artists & their work that wants to break with tradition & whose work is intentionally politicized. 
· general characteristics of avant-garde or experimental films 
· 1. single artist or small group 
· 2. financed by institutional grants, patrons, friends, relatives 
· 3. typically shot on film mediums other than 35 mm
· 16mm offered easy access if filmmakers wanted to manipulate the film strip. 
· also, "scraps" or "found footage"
· 4. typically short in screen duration 
· 5. valued for artistic expression rather than commercial success 
· 6. form: typically non-narrative or contrary to the usual sense of narrative 
· 7. often meant to shock or disarm, even disgust the viewer 
· 8. films do not follow conventions of theatrical distribution and exhibition 
· Avant-garde is produced & experienced independent of commercial film distribution.
· Dadaism & surrealism are two separate but not unrelated art movements of the early 20th century in Europe
· The dada art movement began in the 1920s in Paris.
· It challenged values & bourgeois traditions that the artist believed occurred after WWI. 
· “Dada” is a nonsensical term that these groups of artists picked out of the dictionary, which shows that these artists were interested in the chance intersection of formal systems. 
· It replaced good taste with works that were free, repulsive, & absurd. It was free of rules & aesthetic traditions. They wanted to create a truly modern art – one that didn’t stretch back through generations.
· It is typically non-narrative, free of logic of cause & effect, & has no coherent linear structure.
· Ballet mécanique  concerned with reconfiguring our idea of shape, form, colour & movement. It juxtaposes images & can be suggested to comment on the benefits & the dehumanizing aspects of technology.
· surrealism
· A shared love of the cynical, a contempt of bourgeois & good taste, & a glorification of disorder & anarchy.
· It’s interested in anarchy, paranoia, & the mysteries of the human psyche. It was also responding to the theories of Sigmund Freud. 
· Because of these Freudian implements, filmmakers & artists were preoccupied with abstract form. For them the logic of dreams & nightmares was best expressed through the distortion of content. Because of this, their work is still representational, but their realist quality creates psychological disorientation for the viewer. 
· Un chien andalou  “nonsensical & Andalusian dog”; image of the eye acts as a metaphor for reading the film itself, & by extension, we can use it as a metaphor for watching other films. We’re invited to tear open our sensible eyes, revealing the unconscious eye underneath. The filmmakers are revealing something much more true than what’s in front of us. The co-director Bunuel used the film medium to represent the external & internal worlds at the same time. The inter-titles are misleading & meaningless, but they’re meaningful in their meaninglessness. 
· She Puppet  2001; a found footage film. The artist has taken found footage from the Lara Croft: Tomb Raider video game. She raises serious philosophical questions, & combines the images with different female voiceover. As the film progresses, we attribute them to Lara’s subjectivity. It discusses spectator identification.


Week 22 – National and Independent Cinemas
· Katherine Monk notes that there has been a tendency to view Canadian films as inferior. They’re based on the state of poor quality films made in the 1970s & 1980s to take advantage of the tax breaks. Canadian cinema differs from American cinema in that one bad film reflects all Canadian cinema. 
· Monk compares Last Night & films such as Deep Impact & Armageddon in terms of their national ideologies & myths. 
· There is a lack of exposure to our own cinema, so much so that it becomes a foreign cinema. Canadian films suffer from a lack of funding opportunities & controlling American imports. 
· Cineplex mostly shows Hollywood films & bumps homegrown films even if the Canadian film is making profit. 
· The problem arises when we label Canadian cinema as bad simply because it differs from the dominant Hollywood cinema. It’s a marginal cinema in its own country. 
· American cinema has created a standard which has become a measuring stick that films from other nations are compared to. 
· The rise of the megacorporation sees no national boundaries due to new technologies, & insist on the irrelevance of borders. 
· Canadian films tend to deviate from the American paradigm to greater & lesser extents. Canadian films differ due to their less famous stars & low production values. 
· Canadian films stake out completely new territory in terms of narrative style – they tend to be more experimental. Their deviations are understood in comparison to the Hollywood model. We almost always understand the indirect relation to the old & familiar.
· Because Hollywood films are largely standardized, it’s easy to see the similarities. In national cinema, we don’t produce a standardized product. Form & content of Canadian films are remarkably varied.
· We also have two official languages, so some distinguish the two cultures in terms of film. Added to the two languages, two cinemas, & diverse cultures is active Aboriginal cinema. It’s not homogeneous. 
· It’s difficult to define what makes a film Canadian. 
· Many Canadian filmmakers are diasporic. Diaspora refers to people who have left their homelands, not necessarily by choice. It’s characterized by having a fragment of identity. In contrast to American’s concept of the melting pot, Canadian films have encouraged the cultural mosaic idea – immigrants should be able to maintain the unique cultures. 
· With hybridity comes a lot of hyphenations. 
· Canadian films often explore ideas of fragmented identities, the blurring of boundaries, & explores different ideologies apart from well-defined ideologies in Hollywood cinema. What makes a film Canadian can be very difficult to define. 
· The involvement of Canadians in Hollywood films is eroding American cinema. 
· Hollywood started off as an independent. Edison had created a monopoly on film in New York in the early 20th century. Independent companies moved to southern California. 
· Within a decade, Chaplin, Pickford, Fairbank, & Griffiths got together. They were the biggest names in the silent area and created United Artists. Through the CHC era, they functioned exclusively as a distribution company & were so successful that even the major studios created an independent division.
· In 1948 the exhibition monopoly was broken, which further opened up independent production. It is referred to as the Paramount Decree. 
· 1940s America also saw the rise of the avant-garde filmmakers. They emphasize new ways of seeing, new forms that broke free of the mainstream, & subjects such as gender that were typically considered taboo. Their focus was on groups marginalized by the mainstream. 
· Experimental filmmakers laid the groundwork for contemporary filmmakers. 
· 1960s & the 1970s saw more experimental films that were experimental in film & narrative & character driven. It was known was the Hollywood Renaissance (New Hollywood).
· Jaws changed Hollywood & initiated the rise of the blockbuster era. 
· Blockbuster films were mainly plot & special effects driven. It shuts out independence.
· In the 1980s in reaction to the blockbuster culture, there was a boom in independent filmmaking. Filmmakers needed to go elsewhere to get their films made. 
· The rise of the film festival saw the boom in independent filmmaking. They were relatively low-key & gave independent films a forum for showing their films. Most have low budgets & concentrate on niche markets. 
· Cannes (1946)
· Sundance (1979): taken over by Robert Redford
· In the 1980s, Hollywood cinema was catered to the younger generation. Independents focused on more mature viewers. 
· The initial boom of the video market fizzled, & a lot of independent companies went out of business because many of their films went directly to video.
· In 1989, Steven Soderbergh’s sex lies & videotape was hugely successful. Due to the film, the nature of film festivals & the nature of independent cinema changed. It grossed $25 million despite its low budget. 
· The major studios took over the video industry after seeing profitable opportunities. Miramax & New Line Cinema were bought by Disney in 1983. 
· Fox created Fox Searchlight as its independent unit. 
· The film festivals, many of which showed films outside the Hollywood system, became populated by Hollywood agents, producers, directors, & A-List stars. 
· Pulp Fiction: made for $8 million, grossed $218 million. 
· Today, most filmmakers arrive at film festivals with a deal in place.
· Independent filmmaking has become a means for stars to re-establish their careers. It was also a means for television stars to transfer into film. Film festivals are for filmmakers who want to cross into the mainstream. The films that get distribution deals tend to be films that reflect Hollywood norms & values.
· Sundance had become so mainstream that Robert Redford had to speak out about it. 
· Night of the Living Dead is quintessential indie film of its era. Word of mouth increased its popularity.
· Lionsgate built its success on niche markets, but is now a multimillion dollar operation. 
· Independent films are typically defined by financing, quality, consumption & exhibition.
· What was being called independent differed very little from what was coming out of Hollywood. The difference of financing doesn’t make a difference in film form & style. We need to focus on films that don’t replicate the Hollywood production.
· “indie” – This refers to a film outside Hollywood financing & different in their conception of quality. 
· They aren’t plot-driven – they’re character-driven. 
· They seek to engage the audience intellectually & emotionally rather than through a spectacle in the standard plot development. 
· They’re not dependent on character types, & feature more individualistic characters. They feature greater verisimilitude than the Hollywood product. 
· They feature flattened dramatic arcs, & have smaller epiphanies. 
· They’re more ambiguous, & don’t feature the closure of Hollywood films & obvious moral messages. 
· Conglomerates will use films to advertise for their own outlets. 
· Independence Day re-launched Apple, with the tagline “power to save the world”. 
·  The rise of independents in the 1980s was the rise of a middle film industry. True indies are still struggling to have their films made & seen. 

Week 23 – Third Cinema & Transnational Cinema

· Critic Mike Wane: “All films are political, but they’re not political in the same way.” 
· Many people don’t consider Hollywood film political. The people behind Hollywood films deny any suggestion that they’re political from the fear that they’ll drive the audience away. For most of the product that comes out of Hollywood, it’s difficult to think of them as political. These films are careful not to present themselves as political. 
· Furthermore, people tend to think of films that come out of countries with volatile political situations as political, such as films that make a point by addressing unequal access & distribution of material & resources, hierarchies of society, etc.
· All films represent particular ideologies. By ideology, we’re talking about a system of historically specific beliefs about the world (i.e. race, sex, gender). They relate to issues of power & empowerment. For example, in Western culture, ideology is grounded in Christian beliefs. We have ideas about gender & sexuality, that women are nurturing, etc. 
· All films comment in some way on those power relations & assumptions about religion, class, gender, etc. Thus, they comment on the unequal access to & the unequal distribution of resources & the hierarchies of legitimacy & status accorded to that unequal distribution. 
· Isle of Flowers – short documentary; Brazilian film directed by Jorge Furtado, 1989
· It sends a strong political message about class, capitalism, neocolonialism, & inequality. It sends a message about how human beings treat one another. 
· Motocycle Diaries: based on the journals of Ernesto ‘Che’ Guevara, an Argentine-born Marxist revolutionary; directed by Walter Salles, 2004.
· Guevara grew up in a wealthy family. He was training to be a physician when he decided to go on a road trip in with his friend Alberto Granado. 
· He became aware of the social problems among indigenous peoples. He converted to communism, believing that change could only happen through violent revolution. 
· In 1967, he was captured by the CIA & executed on the spot.
· This is screened as an example of independent cinema, transnational cinema, & third cinema. It has 8 different production countries, & 7 films listed as the country of origin.
· Questions to consider:
· How does it differ from the Hollywood norm?
· How are the poor & indigenous peoples depicted in this film?
· What does the journey motif represent, & how does it compare with other films with that motif?
· Because the political aspect is watered down, can we still consider it as a political cinema?
· It blends first & third cinema. Although the film was made outside the major studios, it’s executive produced by Robert Redford, a Hollywood A-lister. In making a film about Che Guevara, the film also tones down his Marxist politics. 
· It draws on Hollywood norms as a coming-of-age road movie. It has a linear narrative, continuity editing, with a conflict & a resolution. 
· It’s directed at a global audience & alters Che to a Christ-like martyr. 
· The emphasis on Grenado positions him as the present, while it firmly locates the radical Che in the past. 
· It promotes political conformity & stimulates consumerism. American ideologies are dominant world-wide because of globalization. 
· Even though the film’s politics are muted, the film expresses a Marxist perspective to counter capitalism. It’s highly critical of the indigenous peoples of Latin America & strays from the Hollywood norm in some cases through on-screen locations, semi-still images, the use of non-actors, & blurring the line between past & present. 
· The use of locals in a film set in the 1950s reflects neocolonialism at work. 
· third world – a term that comes out of the Cold War context. In the early years of the Cold War, around 1952, an anthropologist used the term to distinguish the nations that weren’t aligned with America during the Cold War. 
· first world – a term used to describe the developed nations.
· second world – a term used to describe former communist socialist nations
· third world – a term used to describe non-industrialized nations with colonial pasts
· Since the 1970s, the term “fourth world” has been used to refer to nations with indigenous peoples living across national boundaries.
· It wasn’t initially intended to establish a hierarchy, but this aspect developed when economics came into play. 
· The more common term is developing nations because they’re only understood in relation to Western nations & their allies.
· The term majority world has been put forward as a neutral alternative as they make up the majority of the planet.
· Third world cinema – remarkably broad term; indigenous cinemas of the third world nations
· third cinema – a term coined by a radical group of Argentinian filmmakers in the 1960s calling for a decolonization of culture though a countercinema. It is currently referred to as a politically engaged cinema.
· It challenges Hollywood’s commercialism, & it challenges the lack of political engagement of the auteur & art cinemas. 
· Bollywood is not a third cinema, because for the most part it’s a commercial cinema based on the idea of film as entertainment & influenced by Hollywood norms. It’s India’s dominant cinema, but not India’s only film culture. 
· Theorists consider third cinema of a particular nation to be a national cinema. It exists alongside the mainstream cinema of the nation & exists alongside the auteur or art cinemas of the nation. 
· Third cinema tends to:
· address issues of colonialism & neocolonialism
· examine issues of race, culture, religion, sex, & nationalism, but focuses on the predominant issue of the poor against the rich
· challenge official histories, typically by drawing on personal history & memory
· create cinematic codes & conventions that differ from the Hollywood norm
· The term has been extended to films made by the black diaspora in Britain & the US. It’s also often a transnational cinema. 
· transnational cinema - It’s used to refer to the cinema of a nation made by its diaspora. 
· focus on production, distribution, & exhibition – Motorcycle Diaries is transnational because it was made across borders. 
· Transnational reflects on economics & political factors & the imbalances of power involve with making cinema across borders. 
· focus on regionalism – Critics have examined films of a nation or culture & called them transnational. The term supranational is more appropriate. 
· focus on post-colonial & diasporic cinemas
· A nation is an imaginary community held together not by its orders, but by its common ideas. 
· There exists a series of fragmented communities in the modern world, which is defined more by class, economics, ethnicity & political beliefs. 
· By studying such cinemas as marginal, they’re reinforcing the marginalization of such cinemas. 
· 1) get way from concept of cinema as a series of bubbles; 2) interconnectivity of cinemas across cultural boundaries; 3) understand relationships between the national & the global. We are a global community. We have to think about it as one other type of cinema. 

Week 25
· silent era Women were pivotal in the development of the film industry. There were more than 100 female directors in the 20th century. They were working for major studios, heading their own production companies, & writing, producing, directing, & even starring in their own work.
· Lois Weber was the first woman who directed her own film. It dealt with topics such as abortion, birth control, religious hypocrisy & capital punishment. She was the first director to show full-frontal nudity in 1915. 
· During the 1920s, women were shown as complex characters instead of the virgin or the whore. The October 1929 stock market crash flung the US back into the conservative era. 
· classic era  The MPPDA created the Hays Production Code of 1930. 
· Women were made to reflect Christian values in films. The code had to put women back in their place. It had to reinforce conservative values about women.
· Many careers were destroyed so that by the height of the classic era only one women was directing in Hollywood – Dorothy Arsner. 
· The 1940s & the 1950s saw women turning to independent filmmaking
· Ida Lupino  actress; walked away from the major studios due to the lack of decent female parts. 
· By the 1960s, the code dwindled. By 1968, it was replaced with the rating system we see today.
· New Hollywood  However, the damage had been done. There were very few women working behind the scenes. 
· Women became more exploited, & were forced to strip down in order to get parts. Avant-garde & independent filmmaking were the only options for female filmmakers. 
· Many women who established themselves in the 1970s & 1980s were able to establish themselves only because male filmmakers such as Steven Spielberg went against the grain. 
· Kathleen Kennedy  hired as Spielberg’s secretary; became his co-producer; co-founded Amblin Entertainment.
· Most of the women who have achieved success in Hollywood are white. Hollywood is still a white man’s world, & good roles for actresses are still few & far between. Many successful actresses start their own production companies once they’re over 40.
· Hollywood has privileged whiteness. Stereotypes include:
· the nanny figure
· the savage Indian
· the unwashed Mexican bandit
· the hot-blooded Latina
· the Chinese cook
· The ethnic other has rarely been the main protagonist in mainstream films. They’re typically the one-dimensional villain, the comic relief, or the dramatic foil for the protagonist. 
· A racial order has been constructed since the very beginning. By the mid-1920s Hollywood had a very visual & narrative racism. It solidified racial & ethnic stereotypes.
· In the silent era, people of colour were almost entirely excluded. Characters were typically played by white actors in makeup. It wasn’t until the silent era that African-American actors were allowed to play black roles. 
· black cinema  black filmmakers with black actors; thrived in the 1920s; went against the racial stereotypes
· Birth of a Nation  depicted the KKK as the heroes of the film, saving the white women from the clutches of the black men
· White & black cinema were separated from one another. There were four theatres directed primarily at black audiences. There were numerous independent companies that released films depicting the harsh realities of African-American living (e.g. domestic violence, homosexuality). 
· The problem was that the majority of the filmmakers were black men, & the depiction of black women was inaccurate. 
· Due to the lack of funding, Hollywood didn’t make many race films in the 1930s.
· Lena Horne  first black woman to tour with the white orchestra
· The 1940s saw a shift in Hollywood with more black performers in what were otherwise black films. However, the filmmakers would make sure the scenes featuring the black performers weren’t connected to the main storyline so they could be edited out when it was released in other states. 
· 1950s  Sidney Poitier, Dorothy Dandridge, & Ethel Waters were the first black performers to bring race films to a mass white cinema. 
· Poitier’s films became important, especially when Hollywood tried to ignore the civil rights movement. He broke down racial barriers & went against Hollywood’s idea of blackness.
· Guess Who’s Coming to Dinner?  first interracial kiss in Hollywood history
· 1970s  began to show black men playing active, violent roles
· Since Hollywood was in a slump, it realized it could make violent films that featured black performers. 
· blaxploitation films  featured the rebel or the outlaw as the hero figure; depicted “black power”; challenged racism at all levels of white society, some advocating black separatism; typically treated black women as prostitutes
· The popularity of black films decreased in the 1970s with the lack of interest in niche films.
· 1980s  The ultra-conservative Bush-Reagan party denied that racism was systematic.
· Films that featured black stars depicted them as assimilated, fitting into white society. It prompted the rise of independent black cinema, spearheaded by Spike Lee. This was called the “New Black Cinema”. 
· “hood” films  depicted the harsh realities of inner city life for black people
· The films made by white filmmakers depicted black people as violent & threatening to middle-class white society. 
· They were also misogynistic, as it continues to be difficult for black & Asian filmmakers to get funding. Nevertheless, these films led to greater variety with characters depicted in all walks of life. 
· 2000  In recent years, Hollywood has begun to give major projects to black filmmakers. However, the percentage of black filmmakers is less than the American population. The statistics of black performers in Hollywood are better for black performers.  
· The fact remains that female & African-American filmmakers continue to be shut out of Hollywood & it’s difficult for such actresses to find decent roles in Hollywood cinema.
· Spike Lee has been committed to representing African-American people accurately in his films.
· In American cinema, the police in a police procedural film are typically identified as the center. They occupy the dominant position from which the audience is oriented in such films. But here, Lee casts the two central roles with black film actors. He moves them from the margins, & become the explicit representation of law & righteousness. The bank is also populated with multiple ethnicities. 
· America is the “melting pot”, which emphasizes the idea of America as multicultural.
· Washington’s character, Frazier, takes authority from Dafoe. He isn’t given power by the white officer instantly – he must come in & take it. 
· Frazier’s character is self-reflexive, evoking the detective genre through dressing up as the “good white man”. 
· The film makes race an obvious issue in some cases. However, the issues of racism are mainly built subtly into the narrative.
· The Sikh character’s turban is taken from him.
· There is a corrupt authority & marginalized people.
· The black officer has to demand respect.
· Spike Lee is interested in the power of language both as a tool of oppression & as a means of resistance. 
· There is homophobic language. (e.g. “The only thing you’ll be sucking…”
· There is an issue of sexism. (e.g. The detective looks below face level at the woman.)
· Language is used to challenge authority, along with the female body. They know that sexism is endemic, so they used it to their advantage. (e.g. switches Stevie with one of the other hostages)
· The film’s depiction of women of colour is problematic. 
· Frazier’s girlfriend is depicted as passive, given nothing to do. She’s highly sexualized, sexually objectified. 
· This contrasts the white woman, who retorts when the men ogle her.
· Whiteness is also highlighted in the film.
· Jodie Foster’s character, Ms. White, has an off-white suit with an office decorated entirely in white.
· Ms. White, Arthur Case, & the mayor are associated with power, money, & corruption. 
· In a Spike Lee film, white characters are not neutral. They deny the ease with which a white audience adopts the position, the each with which an audience sees a white face & associates it with normativity & neutrality. 
· In “Inside Man”, the whites are racist & corrupt. Whiteness are associated with the most loathed group in society, as Case profits from Jews being taken away to the death camps. 
· The white woman is not the moral center, as she typically is in Hollywood films. White acknowledges the implication of sexism in the power she has acquired when the mayor calls her a “magnificent cunt”. 
· Dyer, “White”  Society has made whiteness invisible. It insinuates a sense of neutrality. 
· By watching Hollywood films, we tend to view whiteness as signifying neutrality, normativity, or nothing special. 
· Any non-white characters are first identified as non-white, & are coded as different than the dominant face we see in the Hollywood film. 
· Dyer argues that non-white faces represent something even before the film begins. They are not afforded the same neutrality even before the film begins. 
· The film uses colour very specifically, contrasting White’s cool tones in her office with Frazier’s warm, earth tones in his bedroom.
· Case represents more than himself as a character, representing “half of the Fortune 500”. The film insists that we take a look at Wall Street as an institution. 
· It evokes the everydayness & extraordinariness of 9/11. It acknowledges the reality of a post 9/11 world. It emphasizes its realism. 
· Madeleine White is find a co-op for Bin Laden’s nephew. 
· “Oh shit, a fucking Arab.” The police can’t tell the difference between Arabs & Sikhs, as they are associated with terrorism. The Sikh’s turban gets taken away. 
· Part of the residual fear of 9/11 is the fact that the terror will come out of nowhere on an ordinary day. 
· A knowledge of the past, specifically where the money comes from, evokes 9/11. The white man profiting from charged sources questions the Bush administration who profited from oil.
· The opening sequence with the blue skies & the steel are scenes that have been irrevocably altered by 9/11. There’s also a shot of Ms. White & Case walking around the cityscape. 
· The attacks were more about the politics of capitalism, & the target being the World Trade Center reflects this. 


Week 26 – Hollywood & the Art of Film/Review
art cinema  certain type of European cinema; against the characteristics of the CHC
· Appears after WWII, when the dominance of Hollywood was beginning to wane 
· cinema d’arc  coined in 1908, attempted to give cinema a legitimacy as a popular medium; attempted to draw the middle classes into cinema
· The decline of the studio system in the 1950s meant that fewer films were being produced, resulting in a shortage of films for exhibition.
· After WWII, international commerce was re-established which facilitated film export & co-production.
· There was an influx of foreign films onto American screens.
· Filmmakers wanted to distinguish their films from the Hollywood mode.
· The rising European art cinema was appealing to American investors because they explored eroticism & the erotic spectacle.
· The term “art cinema” became synonymous with sex films. Often, the eroticism about art cinema isn’t about sex or titillation, but instead could be moving or even tragic. They were trying to address real issues rather than Hollywood issues. 
· This era also saw the rise of the auteur theory, initially based on the European art cinema filmmakers & eventually included CHC directors because of Andrew Sarris. However, it also legitimated art cinema & the directors as auteurs.
· Susan Hayworth  Narrative codes & conventions are disturbed. The narrative line is fragmented so there is no seamless cause & effect storyline. It’s often interrupted, or halted altogether.
· Art cinema is a realist cinema, influenced by the French & Italian realist movements. The film addresses real problems that people deal with, day after day. 
· authorial expressivity  The art film in some way is an expression of the author, who is normally taken to be the director. But the art of auteurism can be problematic.
· In art films, the author tends to be the overriding intelligence organizing the film.
· Art film aficionados will often look for trademark style & motifs from the director.
· *The form is inextricably connected to what the story is about. The film’s form reflects its thematic concerns. 
· They’re considered to be chapters in a director’s larger body of work. Bordwell argues that it’s essential for the work of an auteur to be read as an expressive individual.
· These films are character-based, rather than plot-led. The characters are more individualized. 
· Non-genre films are also character-based, but it’s not necessarily the same as art cinema. (e.g. Polanski’s The Pianist  In most regards, it follows the characteristics of the CHC.)
· The characters are psychologically complex. They’re often hesitant, or unsure. They could be inconsistent, questioning themselves, making choices that are vague or non-existent. It gives the film a more episodic quality. Traits aren’t defined clearly, & motives aren’t comprehensible. There are no heroes. 
· The films emphasize psychological realism, talking about a character’s view of events. It also emphasizes social realism. 
· The protagonist isn’t always the observer – however, he or she is often anguished at the state of modern life. 
· Bordwell: Characters may wander & never reappear. They may slide passively from one situation to the next. Its main thematic preoccupation is the human condition, & it attempts to pronounce judgements on modern life as a whole. 
· Typically, it conveys ideas about the meaninglessness of common existence. Life is inherently meaningless, & the individual, if so inclined, must find his/her own meaning. 
· If art cinema’s characters had well-defined goals like the CHC, life wouldn’t seem so meaningless. 
· Art films will also play with time & space. The influence of those European films of the ‘50s & ‘60s can be seen in these films. Violations are justified to anchor subjectivity. 
· The films offer little or no closure, & the authors are acknowledging that life is more complex than art will ever be. Thus, the only way to show this is to leave questions unanswered. We are to watch less for the tale than for the telling.
· It doesn’t exist without the classical norm, which is why they will often borrow from CHC. Classical films were also influenced by art films, especially during the era of the 1950s to the 1960s marked the Hollywood Renaissance. 
· There are no distinct boundaries between cinemas. 
· Adaptation
· Hollywood independent; major-minor film; art film & Hollywood film with documentary elements
· It’s a film about trying to make an art film in Hollywood. It’s a Hollywood independent art film about the difficulties of making one because of Hollywood’s increasing corruption & commercialism. It addresses the problems in trying to create art in a commercial environment. 
· It’s based on Charlie Kaufman’s struggle to adapt a screenplay for Susan Orlean’s novel, The Orchid Thief. It’s self-reflexive through the way the author writes himself into the script. 
· Kaufman also wrote other real-life people into the script. 
· At the beginning of the film, Charlie meets with Valerie, who is offering him the chance to adapt the screenplay for Susan Orlean’s novel, The Orchid Thief. Charlie wants to make an art film. 
· The first part of the film is an art film, which is episodic in nature. It’s about filmmaking, & how Charlie struggles with the screenplay. What we’re watching isn’t only the creation of the script, but the script realized. 
· [bookmark: _GoBack]deals with sense of alienation, inability to communicate, creating art in a commercial environment
· The three main characters, Charlie, Susan & John, are psychologically complex. The film emphasize psychological realism, & nothing much happens in the film. Manipulations of time are anchored to Charlie’s subjectivity.
· It plays with the notion of the director as auteur. Here, the screenwriter is auteur. It’s Charlie’s overriding intelligence that creates the film. 
· Ultimately, Charlie cannot escape the trap of the place he’s in. You can set about to create art in Hollywood, but in the end it will inevitably become a Hollywood film.
· Charlie is dragged against his will into the swamp at the end of the film. The swamp can be a metaphor for Hollywood or the process of creating art to find something pure & transcendent only to encounter frustration & disappointment.
· Susan believes that finding the ghost orchid will change her life, representing transcendence.
· The film is about jealousy – envying others because they have something the person does not.
· Charlie romanticizes Susan as an artist, a creator of beauty. There is no purity. Nothing is untouched. 
· Laroche’s passion is about control. He collects to gain a sense of control, & empowers himself by organizing things, getting to know about them, & possessing them. When he’s not feeling in control, he feels rage. His passion isn’t pure – it’s tainted by the forces of the world, specifically by the capitalist world. He wants to profit. He isn’t the rebel hero he seems to be at first. 
· The film refuses to romanticize the hero. It also refuses to romanticize Native Americans. They wanted the orchids to extract the drugs, but the younger guys use it to get stoned. Their sense of “spirituality” is blown to hell. 
· The plot changes when he finds the pornographic picture of her. He finds out that she lied, & at that moment the film morphs into a Hollywood film. 
· We can’t exist in a vacuum. We can’t come to any realization or exist without other people. 
· Even though the girl didn’t return Donald’s love, he still needed her to have that love within him. Charlie realizes that he needs other people. 
· deus ex machina  “god of the machine”; In Ancient Greek drama, a crisis was solved by the intervention of a god. The author uses a cliché that improbably shows up to save the day. 
· Hollywood is corrupt by nature, so how can one cheat in Hollywood?
· Donald is Charlie Kaufman’s nightmare vision of himself. At the same time, he’s the person he wishes he could be. In a way, Donald is Charlie’s doppelganger. This is someone who’s the opposite of you – the good & evil sides of human nature. In German tradition, meeting your doppelganger means you die. In this film, the doppelganger represents uncomplicated vs. neurotic. 
· Donald can read people well, even if he uses absurd methods. 
· He is a classic innocent, which is why he doesn’t get Charlie’s sarcasm. He fits in perfectly in Hollywood, & becomes successful effortlessly. 
· He’s a bit of a buffoon, but he connects easily with people. More than anything, he’s a gentle optimist – loyal & loving. 
· He doesn’t care what people think of him – it’s who he is that matters.
· Donald has to die, because he’s a part of Charlie split in two. 
· The film is about a lot of things. But for our purposes, we can read it as a film about making art in Hollywood. The film becomes a Hollywood film because it can’t be anything but. In a way, Kaufman is successful in making a Hollywood art film at least partially about flowers. 


  






