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MODULE I

INTRODUCTION TO THE BASIC TERMINOLOGY OF FILMMAKINGS

I. Mise en scene

Mise-en-scène is a French term which means, literally, "put in the scene." For film, it hasa broader meaning, and refers to almost everything that goes into the composition of the shot,including the composition itself: framing, movement of the camera and characters, lighting,set design and general visual environment, even sound as it helps elaborate thecomposition. Mise-en-scène can be defined as the articulation of cinematic space, and it isprecisely space that it is about. Mise-en-scène is an expression used to describethe design aspects of a theatre or film production, which essentially means "visual theme" or"telling a story" both in visually artful ways through storyboarding, cinematography and stagedesign, and in poetically artful ways through direction. Mise-en-scène has been called filmcriticism's "grand undefined term".When applied to the cinema, mise-en-scène refers to everything that appears beforethe camera and its arrangement—composition, sets, props, actors, costumes, sounds, andlighting. The “mise-en-scène”, along with the cinematography and editing of a film, influencethe verisimilitude of a film in the eyes of its viewers. The various elements of design helpexpress a film’s vision by generating a sense of time and space, as well as setting a mood, andsometimes suggesting a character’s state of mind. “Mise-en-scène” also includes thecomposition, which consists of the positioning and movement of actors, as well as objects, inthe shot. These are all the areas overseen by the director, and thus, in French film credits, thedirector's title is metteur en scène, "placer on scene." Andre Bazin, a well-known French filmcritic and film theorist, describes the mise-en-scene aesthetic as emphasizing choreographedmovement within the scene rather than through editing.For some film critic, it refers to all elements of visual style—that is, both elements onthe set and aspects of the camera. For others, such as U.S. film critic Andrew Sarris, it takes onmystical meanings related to the emotional tone of a film. The term is sometimes used torepresent a style of conveying the information of a scene primarily through a single shot—often accompanied by camera movement. Mise en scene is nothing other than the techniqueinvented by each director to express the idea and establish the specific quality of his work.In German filmmaking in the 1910s and 1920s, one can observe tone, meaning, andnarrative information conveyed through mise-en-scène. These films were a part of the GermanExpressionism movement in the 1920’s, and were characterized by their extreme sets, décor,acting, lighting, and camera angles. The aim of these films is to have an extremely dramaticeffect on the audience, often emphasizing the fantastic and grotesque. Perhaps the most
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famous example of this is The Cabinet of Dr. Caligari (1919) where a character's internal stateof mind is represented through set design and blocking. The sets involved stress the madnessand horror of the film, as expressionist films are meant to do.
Set design:An important element of "putting in the scene" is set design—the setting of a sceneand the objects (props) visible in a scene. Set design can be used to amplify character emotionor the dominant mood, which has physical, social, psychological, emotional, economic andcultural significance in film.
Lighting:The intensity, direction, and quality of lighting can influence an audience’sunderstanding of characters, actions, themes and mood. Light (and shade) can emphasizetexture, shape, distance, mood, time of day or night, season, glamour; it affects the waycolours are rendered, both in terms of hue and depth, and can focus attention on particularelements of the composition. Highlights, for example, call attention to shapes and textures,while shadows often conceal things, creating a sense of mystery or fear. For this reason,lighting must be thoroughly planned in advance to ensure its desired effect on anaudience. Cinematographers are a large part of this process, as they coordinate the cameraand the lighting.
Space:The representation of space affects the reading of a film. Depth, proximity, size andproportions of the places and objects in a film can be manipulated through camera placementand lenses, lighting, set design, effectively determining mood or relationships betweenelements in the story world.
Composition:It includes the organization of objects, actors and space within the frame. One of themost important concepts with the regard to the composition of a film is maintaining a balanceof symmetry. This refers to having an equal distribution of light, colour, and objects and/orfigures in a shot. Unbalanced composition can be used to emphasize certain elements of a filmthat the director wishes to be given particular attention to. This tool works because audiencesare more inclined to pay attention to something off balance, as it may seem abnormal.
Costume:Costume simply refers to the clothes that characters wear. Costumes in narrativecinema are used to signify characters or to make clear distinctions between characters.
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Makeup and hair styles:Establish time period, reveal character traits and signal changes in character.
Acting:There is enormous historical and cultural variation in performance styles in thecinema. In the early years of cinema, stage acting and film acting were difficult todifferentiate, as most film actors had previously been stage actors and therefore knew noother method of acting. Eventually, early melodramatic styles, clearly indebted to the 19thcentury theatre, gave way in Western cinema to a relatively naturalistic style. This morenaturalistic style of acting is largely influenced by Constantin Stanislavski’s theory of methodacting, which involves the actor fully immersing themselves in their character.

II. Long takesThe long take, a shot of some duration, was not an aesthetic choice when it was firstused. Filmmakers in the early days of cinema had no choice but to shoot their works in onecontinuous take, until the film ran out. Even as it became technically possible to have cuts infilms, the finished product would often still look more like a stage drama, with a static camerastringing together a series of narrative sections. Georges Méliès's A Trip to the Moon (1902)demonstrates an early use of long takes, albeit ones that tended more toward the theatricalthan the cinematic. In the early 1940s, the long take began to assume a more important rolein the discussion of film aesthetics. The film critic and theoretician André Bazin has writtenabout cinema's unique ability to capture "reality," through invisible cutting, the use of thelong take, and deep focus. Bazin's theories offered an alternative to the montagetheory proposed by the Soviet filmmakers of the 1920s, who favored extensive editing oftheir films. Two directors whom Bazin cites often in his writings on the long take and deepfocus are Jean Renoir and Orson Welles. Throughout Welles's Citizen Kane (1941), forinstance, there are a number of examples of deep focus combined with the long take. Anumber of films today make use of the long take. Others through the years include AlfredHitchcock's Rope (1948), which, through editing, creates the impression of an entire filmtaking place during one take, and Mike Figgis's Timecode (2000), which shot digitally fourninety-minute takes concurrently.A long take or oner is an uninterrupted shot in a film which lasts much longer than theconventional editing pace either of the film itself or of films in general, usually lasting severalminutes. It can be used for dramatic and narrative effect if done properly, and in moving shotsis often accomplished through the use of a dolly or Steadicam. Long takes of a sequencefilmed in one shot without any editing are rare in films. The term "long take" is used becauseit avoids the ambiguous meanings of "long shot", which can refer to the framing of a shot, and"long cut", which can refer to either a whole version of a film or the general editing pacing ofthe film. However, these two terms are sometimes used interchangeably with "long take".
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When filming Rope (1948), Alfred Hitchcock intended for the film to have the effect ofone long continuous take, but the cameras available could hold no more than 1000 feet of 35mm film. As a result, each take used up to a whole roll of film and lasts up to 10 minutes.
III. Deep focusDeep focus is a technique in which objects very near the camera as well as those faraway are in focus at the same time. It is a style or technique of cinematography and stagingwith great depth of field, using relatively wide-angle lenses and small lens apertures to renderin sharp focus near and distant planes simultaneously. A deep-focus shot includes foreground,middle-ground, and extreme-background objects, all in focus.Deep focus is a photographic and cinematographic technique using a large depth offield. Depth of field is the front-to-back range of focus in an image — that is, how much of itappears sharp and clear. Consequently, in deep focus the foreground, middle-ground andbackground are all in focus. This can be achieved through use of the hyper focal distance ofthe camera lens.Deep focus is achieved with large amounts of light and small aperture. It is alsopossible to achieve the illusion of deep focus with optical tricks or composite two picturestogether. It is the aperture of a camera lens that determines the depth of field. Wide anglelenses also make a larger portion of the image appear sharp. The aperture of a cameradetermines how much light enters through the lens, so achieving deep focus requires abright mise en scène.The opposite of deep focus is shallow focus, in which only one plane of the image is infocus. In the cinema Orson Welles and his cinematographer Gregg Toland were mostresponsible for popularizing deep focus. When deep focus is used, filmmakers often combineit with deep space (also called deep staging). Deep space is a part of mise-en-scene, placingsignificant actors and props in different planes of the picture. Directors andcinematographers often use deep space without using deep focus, being either an artisticchoice or because they don't have resources to create a deep focus look, or both.
IV. Shots (close up, medium shot, long shot)In filmmaking and video production, a shot is a series of frames that runs for anuninterrupted period of time. In terms of camera distance with respect to the object withinthe shot there are basically 7 types of shots. They are:
1. extreme close-up
2. close-up
3. medium close-up
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4. medium shot
5. medium long shot
6. long shot
7. extreme long shot or distance shotA close-up tightly frames a person or an object. Close-ups are one of the standard shotsused regularly with medium shots and long shots. Close-ups display the most detail, but theydo not include the broader scene. Moving in to a close-up or away from a close-up is acommon type of zooming.Close-ups are used in many ways, for many reasons. Close-ups are often usedas cutaways from a more distant shot to show detail, such as characters' emotions, or someintricate activity with their hands. Close cuts to characters' faces are used far more oftenin television than in movies; they are especially common in soap operas. For a director todeliberately avoid close-ups may create in the audience an emotional distance from thesubject matter.Close-ups are used for distinguishing main characters. Major characters are often given aclose-up when they are introduced as a way of indicating their importance. Leadingcharacters will have multiple close-ups. There is a long-standing stereotype of insecure actorsdesiring a close-up at every opportunity and counting the number of close-ups they received.An example of this stereotype occurs when the character Norma Desmond in Sunset

Boulevard, announces "All right, Mr. DeMille, I'm ready for my close-up" as she is takeninto police custody in the film's finale.Close-up shots do not show the subject in the broad context of its surroundings. Ifoverused, close-ups may leave viewers uncertain as to what they are seeing.A medium shot is a camera angle shot from a medium distance. The dividing linebetween "long shot" and "medium shot" is fuzzy, as is the line between "medium shot" and"close-up". In some standard texts and professional references, a full-length view of a humansubject is called a medium shot; in this terminology, a shot of the person from the knees up orthe waist up is a close-up shot. In other texts, these partial views are called medium shots.(For example, in Europe a medium shot is framed from the waist up). It is mainly used for ascene when you can see what kind of expressions they are using.A long shot (sometimes referred to as a full shot or a wide shot) typically shows theentire object or human figure and is usually intended to place it in some relation to itssurroundings. It has been suggested that long-shot ranges usually correspond toapproximately what would be the distance between the front row of the audience and thestage in live theatre. It is now common to refer to a long shot as a "wide shot" because it often
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requires the use of a wide-angle lens. When a long shot is used to set up a location and itsparticipants in film and video, it is called an establishing shot.A related notion is that of an extreme long shot. This can be taken from as much as aquarter of a mile away, and is generally used as a scene-setting, establishing shot. It normallyshows an exterior, e.g. the outside of a building, or a landscape, and is often used to showscenes of thrilling action e.g. in a war film or disaster movie. There will be very little detailvisible in the shot, as it is meant to give a general impression rather than specific information.
V. Editing

Film editing is part of the creative post-production process of filmmaking. The termfilm editing is derived from the traditional process of working with film, but now itincreasingly involves the use of digital technology. The film editor works with theraw footage, selecting shots and combining them into sequences to create a finished motionpicture. Film editing is described as an art or skill, the only art that is unique to cinema,separating filmmaking from other art forms that preceded it, although there are closeparallels to the editing process in other art forms like poetry or novel writing. Film editing isoften referred to as the "invisible art" because when it is well-practiced, the viewer canbecome so engaged that he or she is not even aware of the editor's work. On its mostfundamental level, film editing is the art, technique, and practice of assembling shots into acoherent sequence. The job of an editor isn’t simply to mechanically put pieces of a filmtogether, cut off film slates, or edit dialogue scenes. A film editor must creatively work withthe layers of images, story, dialogue, music, pacing, as well as the actors' performances toeffectively "re-imagine" and even rewrite the film to craft a cohesive whole. Editors usuallyplay a dynamic role in the making of a film.With the advent of digital editing, film editors and their assistants have becomeresponsible for many areas of filmmaking that used to be the responsibility of others. Filmediting is an art that can be used in diverse ways. It can create sensually provocativemontages; become a laboratory for experimental cinema; bring out the emotional truth in anactor's performance; create a point of view on otherwise obtuse events; guide the telling andpace of a story; create an illusion of danger where there is none; give emphasis to things thatwould not have otherwise been noted; and even create a vital subconscious emotionalconnection to the viewer, among many other possibilities.
Chronological editing - editing that follows the logic of a chronological narrative, oneevent follows subsequently from another, and time and space are logically andunproblematically represented.
Cross-cutting or parallel editing - the linking-up of two sets of action those runconcurrently and are interdependent within the narrative.
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Montage -is based on the theory that conflict must be inherent in all visual aspects infilm, the principles of which include a rapid alteration between sets of shots whosesignification occurs at the point of their collision, fast editing and unusual camera angles; alsoused for spectacular effect. It is a technique in film editing in which a series of short shots areedited into a sequence to condense space, time, and information. The term has been used invarious contexts. It was introduced to cinema primarily by Eisenstein, and early Russiandirectors used it as a synonym for creative editing. In France the word "montage" simplydenotes cutting.  The montage sequence is usually used to suggest the passage of time, ratherthan to create symbolic meaning as it does in Soviet montage theory. From the 1930s to the1950s, montage sequences often combined numerous short shots with special optical effects(fades, dissolves, split screens, double and triple exposures) dance and music. They wereusually assembled by someone other than the director or the editor of the movie.
Continuity Editing is the predominant style of film editing and video editing inthe post-production process of filmmaking of narrative films and television programs. Thepurpose of continuity editing is to smooth over the inherent discontinuity of the editingprocess and to establish a logical coherence between shots.In most films, logical coherence is achieved by cutting to continuity, which emphasizessmooth transition of time and space. However, some films incorporate cutting to continuityinto a more complex classical cutting technique, one which also tries to show psychologicalcontinuity of shots. The montage technique relies on symbolic association of ideas betweenshots rather than association of simple physical action for its continuity.Continuity editing can be divided into two categories: temporal continuity and spatialcontinuity. Within each category, specific techniques will work against a sense of continuity.In other words, techniques can cause a passage to be continuous, giving the viewer a concretephysical narration to follow, or discontinuous, causing viewer disorientation, pondering, oreven subliminal interpretation or reaction, as in the montage style. The important ways topreserve temporal continuity are avoiding the ellipsis, using continuous diegetic sound, andutilizing the match on action technique.
Continuity cuts- these are cuts take us seamlessly and logically from one sequence orscene to another. This is an unobtrusive cut that serves to move the narrative along.A match cut, also called a graphic match (or, in the French term, raccord), is a cutin film editing between either two different objects, two different spaces, or two differentcompositions in which an object in the two shots graphically match, often helping to establisha strong continuity of action and linking the two shots metaphorical
Jump cut- cut where there is no match between the two spliced shots. Within asequence, or more particularly a scene, jump cuts give the effect of bad editing. The oppositeof a match cut, the jump cut is an abrupt cut between two shots that calls attention to itself
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because it does not match the shots seamlessly. It marks a transition in time and space but iscalled jump cut because it jars the sensibilities; it makes the spectator jump and wonderwhere the narrative has got to. Jean Luc Godard is undoubtedly one of the best exponents ofthis use of the jump cut.The 30-degree rule is a basic film editing guideline that states the camera shouldmove at least 30 degrees between shots of the same subject occurring in succession. If thisrule isn't followed a jump cut occurs and there is a risk that the audience starts focusing onthe filming technique instead of the story that is being narrated. The 30 degree change ofperspective makes the shots different enough to avoid a jump cut. Too much movementaround the subject may violate the 180-degree rule.Following this rule may soften the effect of changing shot distance, such as changing from amedium shot to a close-up or extreme close-up. The 30 degree rule has its origin from thebeginning of the 20th century. The legendary French filmmaker George Méliès, producer ofsilent black-and-white film, inspired succeeding filmmakers to heed this rule of angle whencutting between similar or nearly identical clips. When Mèliés himself made his famous A Trip
to the Moon in 1902 he tried to edit together film clips of the same framing and with the sameangle, after changing the scene between the shots, to make it look like there was no cut at all.It was the world’s first attempt to make special effects. The rule is actually a special case of amore general dictum that states that the cut will be jarring if the two shots being cut are sosimilar that there appears to be a lack of motivation for the cut. The axial cut is a strikingviolation of this rule to obtain a certain effect.The 180-degree rule is a basic guideline regarding the on-screen spatial relationshipbetween a character and another character or object within a scene. An imaginary line calledthe axis connects the characters and by keeping the camera on one side of this axis for everyshot in the scene, the first character will always be frame right of the second character, who isthen always frame left of the first. If the camera passes over the axis, it is called jumping theline or crossing the line.

VI. Colour in the moviesThe first colour cinematography was by means of additive colour systems such as theone patented in England by Edward Raymond Turner in 1899 and tested in 1902. A simplifiedadditive system was developed by George Albert Smithand successfully commercialized in1909 as Kinemacolor. These early systems used black-and-white film to photograph andproject two or more component images through different colour filters.With the present-day technology, there are two distinct processes: Eastman ColourNegative 2 chemistry (camera negative stocks, duplicating inter positive and inter negativestocks) and Eastman Colour Positive 2 chemistry (positive prints for direct projection),usually abbreviated as ECN-2 and ECP-2. Fuji's products are compatible with ECN-2 and ECP-2.
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The first motion pictures were photographed on a simple silver halide photographicemulsion that produced a "black-and-white" image—that is, an image in shades of gray,ranging from black to white, which corresponded to the luminous intensity of each point onthe photographed subject. Light, shade, form and movement were captured, but not colour.With colour motion picture film, not only is the luminance of a subject recorded, butthe colour of the subject, too. This is accomplished by analyzing the spectrum of colours intoseveral regions (normally three, commonly referred to by their dominant colours, red, greenand blue) and recording these regions individually. Current colour films do this by means ofthree layers of differently colour-sensitive photographic emulsion coated onto a single stripof film base.The first commercially successful stencil colour process was introduced in 1905by Pathé Frères. Pathé Color, renamed Pathéchrome in 1929, became one of the most accurateand reliable stencil colouring systems. It incorporated an original print of a film with sectionscut by pantograph in the appropriate areas for up to six colours by a colouring machine withdye-soaked, velvet rollers.A more common technique emerged in the early 1910s known as film tinting, aprocess in which either the emulsion or the film base is dyed, giving the image auniform monochromatic colour. This process was popular during the silent era, with specificcolours employed for certain narrative effects (red for scenes with fire or firelight, blue fornight, etc.)A complementary process, called toning, replaces the silver particles in the film withmetallic salts or mordanted dyes. This creates a colour effect in which the dark parts of theimage are replaced with a colour (e.g., blue and white rather than black and white). Tintingand toning were sometimes applied together.Tinting and toning continued to be used well into the sound era. In the '30s and '40s,some western films were processed in a sepia-toning solution to evoke the feeling of oldphotographs of the day. Tinting was used as late as 1951 for Sam Newfield's sci-fi film Lost
Continent for the green lost-world sequences. Alfred Hitchcock used a form of hand-colouringfor the orange-red gun-blast at the audience in Spellbound (1945). Kodak's Sonochrome andsimilar pre-tinted stocks were still in production until the 1970s and were used commonly forcustom theatrical trailers and snipes.The first colour systems that appeared in motion pictures were additivecolour systems. Additive colour was practical because no special colour stock was necessary.Black-and-white film could be processed and used in both filming and projection. Apioneering three-color additive system was patented in England by Edward RaymondTurner in 1899. Practical colour in the motion picture business began with Kinemacolour,first introduced in 1906. This was a two-colour system created in England by George Albert
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Smith, and promoted by film pioneer Charles Urban's The Charles Urban Trading Company in1908. William Friese-Greene invented another additive colour system called Biocolour, whichwas developed by his son Claude Friese-Greene after William's death in 1921. BothKinemacolour and Biocolour had problems with "fringing" or "haloing" of the image, due tothe separate red and green images not fully matching up.The first successful subtractive colour system began with Kodak's Kodachrome system.Using duplitized film, red and green records were exposed. By bleaching away the silver andreplacing it with colour dye, a colour image was obtained. Kodachrome, however, did not findmuch use in the commercial market, and the first truly successful subtractive colour processwas William van Doren Kelley's Prizma.There were other subtractive processes, including Gasparcolour, a single-strip 3-coloursystem developed in 1933 by the Hungarian chemist Dr. Bela Gaspar. The real push for colourfilms and the nearly immediate changeover from black-and-white production to nearly allcolour film were pushed forward by the prevalence of television in the early 1950s. In 1947,only 12 percent of American films were made in colour. By 1954, that number rose to over 50percent. The rise in colour films was also aided by the breakup of Technicolor's nearmonopoly on the medium.Eastmancolour, introduced in 1950, was Kodak's first economical, single-strip 35mm negative-positive process incorporated into one strip of film. This rendered Three-Stripcolour photography relatively obsolete, even though, for the first few years of Eastmancolour,Technicolour continued to offer Three-Strip origination combined with dye-transfer printing.The first commercial feature film to use Eastmancolour was the documentary Royal Journey,released in December 1951. Hollywood studios waited until an improved version ofEastmancolor negative came out in 1952 before using it, perhaps most notably in This is
Cinerama, which employed three separate and interlocked strips of Eastmancolournegative. This is Cinerama was initially printed on Eastmancolour positive, but its significantsuccess eventually resulted in it being reprinted by Technicolor, using dye-transfer.Technicolor continued to offer its proprietary imbibitions dye-transfer printing processfor projection prints until 1975, and even briefly revived it in 1998.

VII. Sound in the moviesA sound film is a motion picture with synchronized sound, or sound technologicallycoupled to image, as opposed to a silent film. The first known public exhibition of projectedsound films took place in Paris in 1900, but decades would pass before sound motion pictureswere made commercially practical. Reliable synchronization was difficult to achieve with theearly sound-on-disc systems, and amplification and recording quality were also inadequate.Innovations in sound-on-film led to the first commercial screening of short motionpictures using the technology, which took place in 1923.
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The primary steps in the commercialization of sound cinema were taken in the mid- tolate 1920s. At first, the sound films incorporating synchronized dialogue—known as "talkingpictures", or "talkies"—were exclusively shorts; the earliest feature-length movies withrecorded sound included only music and effects. The first feature film originally presented asa talkie was The Jazz Singer, released in October 1927. A major hit, it was madewith Vitaphone, the leading brand of sound-on-disc technology. Sound-on-film, however,would soon become the standard for talking pictures.By the early 1930s, the talkies were a global phenomenon. In the United States, theyhelped secure Hollywood's position as one of the world's most powerful cultural/commercialsystems. In Europe (and, to a lesser degree, elsewhere) the new development was treatedwith suspicion by many filmmakers and critics, who worried that a focus on dialogue wouldsubvert the unique aesthetic virtues of soundless cinema. In Japan, where the popular filmtradition integrated silent movie and live vocal performance, talking pictures were slow totake root. In India, sound was the transformative element that led to the rapid expansion ofthe nation's film industry—the most productive such industry in the world since the early1960s. The idea of combining motion pictures with recorded sound is nearly as old as theconcept of cinema itself. On February 27, 1888, a couple of days after photographic pioneerEadweard Muybridge gave a lecture not far from the laboratory of Thomas Edison, the twoinventors privately met. Muybridge later claimed that on this occasion, six years before thefirst commercial motion picture exhibition, he proposed a scheme for sound cinema thatwould combine his image-casting zoopraxiscope with Edison's recorded-sound technology.No agreement was reached, but within a year Edison commissioned the development ofthe Kinetoscope, essentially a "peep-show" system, as a visual complement to his cylinderphonograph. The two devices were brought together as the Kinetophone in 1895, butindividual, cabinet viewing of motion pictures was soon to be outmoded by successes in filmprojection. In 1899, a projected sound-film system known as Cinemacrophonograph orPhonorama, based primarily on the work of Swiss-born inventor François Dussaud, wasexhibited in Paris; similar to the Kinetophone, the system required individual use ofearphones. An improved cylinder-based system, Phono-Cinéma-Théâtre, was developed byClément-Maurice Gratioulet and Henri Lioret of France, allowing short films of theater, opera,and ballet excerpts to be presented at the Paris Exposition in 1900. These appear to be thefirst publicly exhibited films with projection of both image and recorded sound. Phonoramaand yet another sound-film system—Théâtroscope—were also presented at the Exposition.Three major problems persisted, leading to motion pictures and sound recordinglargely taking separate paths for a generation. The primary issue was synchronization:pictures and sound were recorded and played back by separate devices, which were difficultto start and maintain in tandem. Sufficient playback volume was also hard to achieve. Whilemotion picture projectors soon allowed film to be shown to large theatre audiences, audio
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technology before the development of electric amplification could not project to satisfactorilyfill large spaces. Finally, there was the challenge of recording fidelity. The primitive systems ofthe era produced sound of very low quality unless the performers were stationed directly infront of the cumbersome recording devices (acoustical horns, for the most part), imposingsevere limits on the sort of films that could be created with live-recorded sound.In 1913, Edison introduced a new cylinder-based synch-sound apparatus known, justlike his 1895 system, as the Kinetophone; instead of films being shown to individual viewersin the Kinetoscope cabinet, they were now projected onto a screen. The phonograph wasconnected by an intricate arrangement of pulleys to the film projector, allowing—under idealconditions—for synchronization. Conditions, however, were rarely ideal, and the new,improved Kinetophone was retired after little more than a year.In 1919, American inventor Lee De Forest was awarded several patents that wouldlead to the first sound-on-film technology with commercial application. In De Forest's system,the sound track was photographically recorded on to the side of the strip of motion picturefilm to create a composite, or "married", print. If proper synchronization of sound and picturewas achieved in recording, it could be absolutely counted on in playback. Over the next fouryears, he improved his system with the help of equipment and patents licensed from anotherAmerican inventor in the field, Theodore Case.Parallel with improvements in sound-on-film technology, a number of companies weremaking progress with systems in which movie sound was recorded onto phonograph discs. Insound-on-disc technology from the era, a phonograph turntable is connected by amechanical interlock to a specially modified film projector, allowing for synchronization.The development of commercial sound cinema had proceeded in fits and starts before The
Jazz Singer, and the film's success did not change things overnight.September 1928 also saw the release of Paul Terry's Dinner Time, among thefirst animated cartoons produced with synchronized sound. Soon after he saw it, WaltDisney released his first sound picture, the Mickey Mouse short Steamboat Willie.Yet most American movie theatres, especially outside of urban areas, were still notequipped for sound: while the number of sound cinemas grew from 100 to 800 between 1928and 1929, they were still vastly outnumbered by silent theatres. The studios, in parallel, werestill not entirely convinced of the talkies' universal appeal—through mid-1930, the majorityof Hollywood movies were produced in dual versions, silent as well as talking. Though few inthe industry predicted it, silent film as a viable commercial medium in the United Stateswould soon be little more than a memory. Points West, a Hoot Gibson Western released byUniversal Pictures in August 1929, was the last purely silent mainstream feature put out by amajor Hollywood studio.
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During 1929, most of the major European filmmaking countries began joiningHollywood in the changeover to sound. Many of the trend-setting European talkies were shotabroad as production companies leased studios while their own were being converted or asthey deliberately targeted markets speaking different languages.The first successful European dramatic talkie was the all-British Blackmail. Directed bytwenty-nine-year-old Alfred Hitchcock, the movie had its London debut June 21, 1929.Originally shot as a silent, Blackmail was restaged to include dialogue sequences, along with ascore and sound effects, before its premiere.
VIII. Production, distribution and reception of filmsThe film industry consists of the technological and commercial institutionsof filmmaking: i.e. film production companies, film studios, cinematography, film production,screenwriting, pre-production, post production, film festivals, distribution; and actors, filmdirectors and other film crew personnel.

Filmmaking (often referred to in an academic context as film production) is theprocess of making a film. Filmmaking involves a number of discrete stages including aninitial story, idea, or commission, through scriptwriting, casting, shooting, editing,and screening the finished product before an audience that may result in a film release andexhibition. Filmmaking takes place in many places around the world in a rangeof economic, social, and political contexts, and using a variety of technologies and cinematictechniques. Typically, it involves a large number of people, and can take from a few months toseveral years to complete.Though the expense involved in making movies almost immediately led filmproduction to concentrate under the auspices of standing production companies, advances inaffordable film making equipment, and expansion of opportunities to acquire investmentcapital from outside the film industry itself, have allowed independent film production toevolve.Film production involves several major stages:1. Development — the first stage in which the ideas for the film are created, rights tobooks/plays are bought etc., and the screenplay is written. Financing for the project has tobe sought and green lit.2. Pre-production—Preparations are made for the shoot, in which cast and film crew arehired, locations are selected, and sets are built.3. Production— the raw elements for the film are recorded during the film shoot.4. Post-Production—the images sound, and visual effects of the recorded film are edited.5. Distribution—the finished film is distributed and screened in cinemas and/or releasedon DVD.
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DevelopmentIn this stage, the project's producer selects a story, which may come from a book ora play or another film or a true story or an original idea, etc. After identifying a theme orunderlying message, the producer works with writers to prepare a synopsis. Next theyproduce a step outline, which breaks the story down into one-paragraph scenes thatconcentrate on dramatic structure. Then, they prepare a treatment, a 25-to-30-pagedescription of the story, its mood, and characters. This usually has little dialogue and stagedirection, but often contains drawings that help visualize key points. Next,a screenwriter writes a screenplay over a period of several months. A film distributor may becontacted at an early stage to assess the likely market and potential financial success of thefilm. Hollywood distributors adopt a hard-headed business approach and consider factorssuch as the film genre, the target audience, the historical success of similar films, the actorswho might appear in the film, and potential directors. All these factors imply a certain appealof the film to a possible audience. Not all films make a profit from the theatrical release alone,so film companies take DVD sales and worldwide distribution rights into account.
Pre-productionIn pre-production, every step of actually creating the film is carefully designed andplanned. The production company is created and a production office established. The film ispre-visualized by the director, and may be storyboarded with the helpof illustrators and concept artists. A production budget is drawn up to plan expenditures forthe film. For major productions, insurance is procured to protect against accidents.Storyboard is a visualizing method that creates a blueprint of what the shot sequenceshould be. The visual images are drawn or made by programs such as Photoshop. There mayalso be a written caption as needed for each shot. The director is primarily responsible for thestorytelling, creative decisions and acting of the film. The unit production manager managesthe production budget and production schedule. They also report, on behalf of the productionoffice, to the studio executives or financiers of the film.In production, the video production/film is created and shot. More crew will berecruited at this stage, such as the property master, script supervisor, assistant directors,stills photographer, picture editor, and sound editors. These are just the most common rolesin filmmaking; the production office will be free to create any unique blend of roles to suit thevarious responsibilities possible during the production of a film.
Post-productionHere the video/film is assembled by the video/film editor. The shot film material isedited. The production sound (dialogue) is also edited; music tracks and songs are composedand recorded if a film is sought to have a score; sound effects are designed and recorded. Any
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computer-graphic visual effects are digitally added. Finally, all sound elements are mixed into"stems", which are then married to picture, and the film is fully completed ("locked").
DistributionThis is the final stage, where the film is released to cinemas or, occasionally, to consumermedia (DVD, VCD, VHS, Blu-ray) or direct download from a provider. The film is duplicated asrequired and distributed to cinemas for exhibition (screening). Press kits, posters, and otheradvertising materials are published and the film is advertised and promoted. Filmdistributors usually release a film with a launch party, press release, interviews with thepress, press preview screenings, and film festival screenings. Most films have a website. Thefilm plays at selected cinemas and the DVD typically is released a few months later. Thedistribution rights for the film and DVD are also usually sold for worldwide distribution. Thedistributor and the production company share profits.Filmmaking also takes place outside of the mainstream and is commonlycalled independent filmmaking. Since the introduction of DV technology, the means ofproduction have become more democratized. Filmmakers can conceivably shoot and edit afilm, create and edit the sound and music, and mix the final cut on a home computer.However, while the means of production may be democratized, financing, traditionaldistribution and marketing remain difficult to accomplish outside the traditional system. Inthe past, most independent filmmakers have relied on film festivals to get their films noticedand sold for distribution. However, the Internet has allowed for relatively inexpensivedistribution of independent films. As a result several companies have emerged to assistfilmmakers in getting independent movies seen and sold via mainstream internetmarketplaces, oftentimes adjacent to popular Hollywood titles. With internet moviedistribution, independent filmmakers who fail to garner a traditional distribution deal nowhave the ability to reach global audiences.The distribution of a film (or movie) is the process through which a movie is made availableto watch for an audience by a film distributor. This task may be accomplished in a variety ofways; for example, with a theatrical release, a home entertainment release (in which themovie is made available on DVD-video or Blu-ray Disc) or a television program for broadcastsyndication and may include digital distribution.The standard release routine for a movie is regulated by a business model called"release windows". The release windows system was first conceived in the early 1980s, onthe brink of the home entertainment market, as a strategy to keep different instances of amovie from competing with each other, allowing the movie to take advantage of differentmarkets (cinema, home video, TV, etc.) at different times. In the standard drill, a movie is firstreleased through movie theatres (theatrical window), then, after approximately 16 and halfweeks, it is released to DVD (entering its video window). After an additional number of
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months it is released to Pay TV and VOD services and approximately two years after itstheatrical release date, it is made available for free-to-air TV.A simultaneous release takes place when a movie is made available on many media(cinema, DVD, internet...) at the same time or with very little difference in timing.Simultaneous releases bear great advantages to both consumers, who can chosethe medium that most suits their needs, and production studios that only have to runone marketing campaign for all releases. The flip side, though, is that such distribution effortsare often regarded as experimental and thus, do not receive substantial investment orpromotion.In the course of the years simultaneous release approaches have gained both praise,with Mark Cuban claiming movies should simultaneously be made available on all mediaallowing viewers to choose whether to see it at home or at the theatre, and disapproval, withdirector M. Night Shyamalan claiming it could potentially destroy the "magic" of movie going.A straight to video (or straight-to-DVD or straight-to-Blu-ray depending onthe medium upon which the movie is made available) release occurs when a movie is releasedon home video formats (such as VHS, DVD, etc.) without being released in theatres first,thereby not taking into consideration the "theatrical window".As a result of strong DVD sales, STV releases also achieved higher success and have become aprofitable market lately, especially for independent moviemakers and companies.
IX. Film Censorship

Film censorship is carried out by various countries to differing degrees, sometimes asa result of powerful or relentless lobbying by organizations or individuals. Films that arebanned in a particular country change over time.A motion picture rating system is designated to classify films with regard to suitabilityfor audiences in terms of issues such as sex, violence, substance abuse, profanity, impudenceor other types of mature content. A particular issued rating can be called a certification,classification, certificate or rating.The Central Board of Film Certification (often referred to as the Censor Board) is astatutory censorship and classification body under the Ministry of Information andBroadcasting, Government of India. It is tasked with "regulating the public exhibition of filmsunder the provisions of the Cinematograph Act 1952". It assigns certifications to films,television shows, television ads, and publications for exhibition, sale or hire in India. Filmscan be publicly exhibited in India only after they are certified by the Board.
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Cinema came to India in 1896 when the first show at Watson hotel, Bombayby Lumière Brothers was presented in July. As the first film in India (Raja Harishchandra) wasproduced in 1913 by Dadasaheb Phalke, Indian Cinematograph Act was passed and came intoeffect only in 1920. Censor Boards were placed under police chiefs in cities of Madras,Bombay, Calcutta, Lahore and Rangoon. Regional censors were independent.After Independence autonomy of regional censors was abolished and they were broughtunder the Bombay Board of Film Censors. With implementation of Cinematograph Act, 1952,the board was unified and reconstituted, as the Central Board of Film Censors. Cinematograph(Certification) Rules were revised in 1983 and since then the Central Board of Film
Censors became known as the Central Board of Film Certification.The CBFC currently issues the following certificates:1. U- UniversalUnrestricted Public Exhibition throughout India, suitable for all age groups. Films under thiscategory should not upset children over 4. This rating is similar to the MPAA's G and PG andthe BBFC's U and PG ratings. Such films may contain educational, social or family-orientedthemes. Films under this category may also contain fantasy violence and/or mild badlanguage.2. UA- Parental GuidanceAll ages admitted, but it is advised that children below 12 be accompanied by a parent as thetheme or content may be considered intense or inappropriate for young children. This ratingis similar to the MPAA's PG and PG-13 and the BBFC's PG and 12A ratings. Films under thiscategory may contain mature themes, sexual references, mild sex scenes, violence with briefgory images and/or infrequent use of crude language.3. A- Adults OnlyRestricted to adult audiences (18 years or over). This rating is similar to the MPAA's R andthe BBFC's 15 ratings. Nobody below the age of 18 may buy/rent an Arated DVD, VHS, UMD or watch a film in the cinema with this rating.  Films under thiscategory may contain adult/disturbing themes, frequent crude language, brutal violence withblood and gore, strong sex scenes and/or scenes of drug abuse which is considered unsuitablefor minors.4. S- Restricted to any special class of persons. This rating signifies that the film is meantfor a specialised audience, such as doctors.



School of Distance Education

Film Studies Page 21

QUESTIONS:1. Write a short note on the following:a. Mise en sceneb. Long takec. Deep focus2. Comment upon the role of set design and lighting in mise en scene.3. Differentiate 30 degree rule from 180 degree rule.4. How is a long shot different from a medium shot?5. What is the role of the Central Board of Film Certification in the production of a film?6. Write a short note on the different methods of film editing.
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MODULE II

INTRODUCTION TO FILM GENRES

In film theory, genre refers to the method based on similarities in the narrativeelements from which films are constructed. Most theories of film genre are borrowed fromliterary genre criticism. As with genre in a literary context, there is a great deal of debate overhow to define or categorize genres. Besides the basic distinction in genre betweenfiction and documentary, film genres can be categorized in several ways.Fictional films are usually categorized according to their setting, theme topic, mood,or format. The setting is the milieu or environment where the story and action takes place.The theme or topic refers to the issues or concepts that the film revolves around. The mood isthe emotional tone of the film. Format refers to the way the film was shot or the manner ofpresentation. An additional way of categorizing film genres is by the target audience.
The major genres:

1. Narrative
2. Avant garde
3. Documentary

I. NARRATIVEFictional film or narrative film is a film that tells a fictional or fictionalized story, eventor narrative. In this style of film, believable narratives and characters help convince theaudience that the unfolding fiction is real. Lighting and camera movement, among othercinematic elements, have become increasingly important in these films. Great detail goes intothe screenplays of narratives, as these films rarely deviate from the predeterminedbehaviours and lines of the screenplays to maintain a sense of realism. Actors must deliverdialogue and action in a believable way, so as to persuade the audience that the film is reallife. Beginning in 1904, American commercial film making became increasingly orientedtowards story telling. The film makers could not experiment with the causal, special andtemporal relation in many films as the audience could not understand it. They came toassume that a film should guide the spectator’s attention, making every aspect of the story onthe screen as clear as possible. One of the first well-known narratives ever made was GeorgesMéliès’s A Trip to the Moon in 1902. Most films previous to this had been merely movingimages of everyday occurrences. Méliès was one of the first directors to progress cinematictechnology, which paved the way for narratives as style of film.
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Many films are based on real occurrences; however these too fall under the category ofa “narrative film” rather than a documentary. This is because films based on real occurrencesare not simply footage of the occurrence, but rather hired actors portraying an adjusted, oftenmore dramatic, retelling of the occurrence.Since the emergence of classical Hollywood style in the early 20th century, duringwhich films were selected to be made based on the popularity of the genre, stars, producers,and directors involved, narrative, usually in the form of the feature film, has held dominancein commercial cinema and has become popularly synonymous with "the movies." Classical,invisible filmmaking is central to this popular definition.Narrative cinema is usually contrasted to films that present information, such as anature documentary, as well as to some experimental films. In some instances puredocumentary films, while nonfiction, may nonetheless recount a story. As genres evolve, fromfiction film and documentary a hybrid one emerged, called docufiction.
II. AVANT-GARDEThe term ‘avant-garde’ describes a range of filmmaking styles that are generally quitedifferent from, and often opposed to, the practices of mainstream commercialand documentary filmmaking. Today the term "experimental cinema" prevails, because it ispossible to make experimental films without the presence of any avant-garde movement inthe cultural field.Experimental film or experimental cinema is a type of cinema. It is an artistic practicerelieving both of visual arts and cinema. Its origins can be found in European avant-garde movements of the twenties. While "experimental" covers a wide range of practice, anexperimental film is often characterized by the absence of linear narrative, the use of variousabstracting techniques -- out-of-focus, painting or scratching on film, rapid editing -- the useof asynchronous sound or even the absence of any sound track. The goal is often to place theviewer in a more active and more thoughtful relationship to the film. At least through the1960s, and to some extent after, many experimental films took an oppositional stance towardmainstream culture. Most such films are made on very low budgets, self-financed or financedthrough small grants, with a minimal crew or, often a crew of only one person, the filmmaker.Two conditions made Europe in the 1920s ready for the emergence of experimentalfilm. First, the cinema matured as a medium, and highbrow resistance to the massentertainment began to wane. Second, avant-garde movements in the visual arts flourished.The Dadaists and Surrealists in particular took to cinema.The most famous experimental film is generally considered to be LuisBuñuel and Salvador Dalí's Un chien andalou (1929). Hans Richter's animated shorts, Oskar
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Fischinger's abstract films, and Len Lye's GPO films would be excellent examples of moreabstract European avant-garde films.
III. DOCUMENTARYDocumentary texts are supposedly those which aim to document reality, attemptingveracity in their depiction of people, places and events. However it is impossible to re-presentreality without constructing a narrative that may be fictional in places. Certainly, any imagesthat are edited cannot claim to be wholly factual, they are the result of choices made by thephotographer on the other end of the lens.In popular myth, the word 'documentary' was coined by Scottish documentarian JohnGrierson in his review of Robert Flaherty's film Moana (1926). Grierson defines documentaryas a"creative treatment of actuality". The American film critic Pare Lorentz defines adocumentary film as "a factual film which is dramatic." Film makers like Robert Flahertybelieved it was acceptable to add fiction to documentaries, as long as the effect on theaudience was real. Early film (pre-1900) was dominated by the novelty of showing an event.They were single-shot moments captured on film: a train entering a station, a boat docking, orfactory workers leaving work. These short films were called "actuality" films; the term"documentary" was not coined until 1926. Many of the first films, such as those madeby Auguste and Louis Lumière, were a minute or less in length, due to technologicallimitations.With Robert J. Flaherty's Nanook of the North in 1922, documentary filmembraced romanticism. Paramount Pictures tried to repeat the success ofFlaherty's Nanook and Moana with two romanticized documentaries, Grass (1925)and Chang (1927), both directed by Merian Cooper and Ernest Schoedsack.Propagandist tradition consists of films made with the explicit purpose of persuadingan audience of a point. One of the most notorious propaganda films is Leni Riefenstahl'sfilm Triumph of the Will (1935), which chronicled the 1934 Nazi Party Congress and wascommissioned by Adolf Hitler. Leftist filmmakers Joris Ivens and HenriStorck directed Borinage (1931) about the Belgian coal mining region. Pare Lorentz's The

Plow that Broke the Plains (1936) and The River (1938) and Willard Van Dyke's The
City (1939) are notable New Deal productions, each presenting complex combinations ofsocial and ecological awareness, government propaganda, and leftist viewpoints.In Britain, a number of different filmmakers came together under John Grierson. Theybecame known as the Documentary Film Movement. Grierson, Alberto Cavalcanti, HarryWatt, Basil Wright, and Humphrey Jennings amongst others succeeded in blendingpropaganda, information, and education with a more poetic aesthetic approach todocumentary. Examples of their work include Drifters (John Grierson), Song of Ceylon (BasilWright), Fires Were Started and A Diary for Timothy (Humphrey Jennings).



School of Distance Education

Film Studies Page 25

Cinéma vérité (or the closely related direct cinema) was dependent on some technicaladvances in order to exist: light, quiet and reliable cameras, and portable sync sound. Cinémavérité and similar documentary traditions can thus be seen, in a broader perspective, as areaction against studio-based film production constraints.In the 1960s and 1970s, documentary film was often conceived as a political weaponagainst neocolonialism and capitalism in general, especially in Latin America. La Hora de los
hornos (The Hour of the Furnaces, from 1968), directed by Octavio Getino and Fernando E.Solanas, influenced a whole generation of filmmakers.Historical documentaries, such as the landmark 14-hour Eyes on the Prize: America's
Civil Rights Years (1986 – Part 1 and 1989 – Part 2) by Henry Hampton, Four Little
Girls (1997) by Spike Lee, and The Civil War by Ken Burns, UNESCO awarded independentfilm on slavery 500 Years Later, expressed not only a distinctive voice but also a perspectiveand point of views.Docufiction: Docufiction is a hybrid genre from two basic ones, fiction film and documentary,practiced since the first documentary films were made.
MINOR GENRES1. THRILLERThriller is a broad genre of literature, film, and television programming thatuses suspense, tension and excitement as the main elements. Thrillers heavily stimulate theviewer's moods giving them a high level of anticipation, ultra-heightened expectation,uncertainty, surprise, anxiety and/or terror. Thriller films tend to be adrenaline-rushing,gritty, rousing and fast-paced. Literary devices such as red herrings, plot twists and cliffhangers are used extensively. A thriller is villain-driven plot, whereby he or she presentsobstacles that the hero must overcome.The aim for thrillers is to keep the audience alert and on the edge of their seats. Theprotagonist in these films is set against a problem – an escape, a mission, or a mystery. Nomatter what sub-genre a thriller film falls into, it will emphasize the danger that theprotagonist faces. The tension with the main problem is built on throughout the film andleads to a highly stressful climax. The cover-up of important information from the viewer,and fight and chase scenes is common methods in all of the thriller subgenres.Common subgenres are psychological thrillers, crime thrillers and mystery thrillers. Afterthe assassination of President Kennedy, the political thriller and the paranoid thriller genrebecame very popular. Another common subgenre of thriller is the spy genre which deals withfictional espionage. Successful examples of thrillers are the films of Alfred Hitchcock. One ofthe earliest thriller movies was Harold Lloyd's comic Safety Last! (1923). AlfredHitchcock and Fritz Lang helped to shape the modern-day thriller genre beginning with The
Lodger (1926) and M (1931), respectively.
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Characters include criminals, stalkers, assassins, innocent victims (often on the run),menaced women, characters with deep dark pasts, psychotic individuals, serialkillers, sociopaths, agents, terrorists, cops and escaped cons, private eyes, people involved intwisted relationships, world-weary men and women, psycho-fiends, and more. The themesfrequently include terrorism, political conspiracy, pursuit, or romantic triangles leading tomurder.
The Man Who Knew Too Much (1934) was one of the most successful and criticallyacclaimed films of Hitchcock's British period. Alfred Hitchcock's first thriller was histhird silent film The Lodger (1926). His Rebecca (1940) won Best Picture, unusual for apsychological thriller film.Other examples are: George Cukor's psychological thriller Gaslight (1944),The filmnoir, Laura (1944) , The Spiral Staircase (1946) The Lady From Shanghai (1948) Sorry, Wrong

Number (1948), The Third Man (1949), Michael Powell's tense Peeping Tom (1960),Hitchcock's Psycho (1960), Harold Becker's Malice (1993)2. MELODRAMAThe term melodrama refers to a dramatic work that exaggerates plot and characters inorder to appeal to the emotions. It is a drama, such as a play, film, or television program,characterized by exaggerated emotions, stereotypical characters, and interpersonal conflicts.It refers to dramas of the 18th and 19th centuries in which orchestral music or song was usedto accompany the action. The villain was always the central character in melodrama andcrime was a favourite theme. The misfortunes of a discharged prisoner is the theme of thesensational The Ticket-of-Leave Man (1863) by Tom Taylor.Melodrama films are a subgenre of drama films characterised by a plot that appeals tothe heightened emotions of the audience. They generally depend on stereotypedcharacter development, interaction, and highly emotional themes. Melodramatic films tend touse plots that often deal with crises of human emotion, failed romance or friendship, strainedfamilial situations, tragedy, illness, neuroses, or emotional and physical hardship.Victims, couples, virtuous and heroic characters or suffering protagonists (usually heroines)in melodramas are presented with tremendous social pressures, threats, repression, fears,improbable events or difficulties with friends, community, work, lovers, or family. Film criticssometimes use the term pejoratively to connote an unrealistic, pathos-filled, campy tale ofromance or domestic situations with stereotypical characters (often including a centralfemale character) that would directly appeal to feminine audiences.During the 1940s the British Gainsborough melodramas were very successful withaudiences. A director of 1950s melodrama films was Douglas Sirk who worked with RockHudson on Written on the Wind and All That Heaven Allows, both staples of the genre.Melodramas like the 1990s TV Moment of Truth movies targeted audiences of Americanwomen by portraying the effects of alcoholism, domestic violence, rape and the like. Typicalof the genre is Angelica Huston's 1999 film Agnes Browne.
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3. MUSICAL FILMThe musical film is a film genre in which songs sung by the characters are interwoven intothe narrative, sometimes accompanied by dancing. The songs usually advance the plot ordevelop the film's characters, though in some cases they serve merely as breaks in thestoryline, often as elaborate "production numbers". A subgenre of the musical film is themusical comedy, which also includes a strong element of humour. The musical film was anatural development of the stage musical after the emergence of sound film technology.The 1930s through the 1960s are considered to be the golden age of the musical film,when the genre's popularity was at its highest in the Western world. Musical short films weremade by Lee De Forest in 1923-24. After this, thousands of Vita phone shorts (1926–30) weremade, many featuring bands, vocalists and dancers, in which a musical soundtrack playedwhile the actors portrayed their characters just as they did in silent films: withoutdialogue. The Jazz Singer, released in 1927 by Warner Brothers, was not only the first filmwith synchronized dialogue, but the first feature film that was also a musical, featuring AlJolson singing "Dirty Hands, Dirty Face;" "Toot, Toot, Tootsie", "Blue Skies" and "MyMammy". But, only Jolson's sequences had sound; most of the film was silent. In 1928, WarnerBrothers followed this up with another Jolson part-talkie, The Singing Fool, which was ablockbuster hit. The first all-talking feature, Lights of New York, included a musical sequencein a night club. The Broadway Melody (1929) had a show-biz plot about two sisters competingfor a charming song and dance man. Advertised by MGM as the first "All-Talking, All-Singing,All-Dancing" feature film, it was a hit and won the Academy Award for Best Picture for 1929.Other examples are: The Show of Shows (1929), Sally (1929),The Vagabond
King (1930), Bright Lights (1930), Golden Dawn(1930), Hold Everything (1930), The Rogue
Song (1930), Sweet Kitty Bellairs (1930), Under A Texas Moon (1930), Bride of the
Regiment(1930), Whoopee! (1930), The King of Jazz (1930), Viennese Nights (1930), Kiss Me
Again (1930)4. HORROR FILMHorror films are a film genre seeking to elicit a negative emotional reaction from theviewers by playing on the audience's primal fears. They often feature scenes that startle theviewer. The macabre and the supernatural are frequent themes. Thus they may overlap withthe fantasy, supernatural, and thriller genres. Horror films often deal with theviewer's nightmares, hidden fears, revulsions and terror of the unknown. Plots within thehorror genre often involve the intrusion of an evil force, event, or personage, commonly ofsupernatural origin, into the everyday world. Themes or elements prevalent in horror filmsinclude ghosts, vampires, werewolves, curses, Satanism, demons, gore, torture, viciousanimals, monsters, zombies, cannibals, and serial killers. Conversely, stories of thesupernatural are not necessarily always a horror movie as well.
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The first depictions of supernatural events appear in several of the silent shortscreated by the film pioneer Georges Méliès in the late 1890s, the best known being Le Manoir
du diable ( The Haunted Castle, 1896) which is sometimes credited as being the first horrorfilm. Another of his horror projects was 1898's La Caverne maudite (The Cave of the Unholy
One, literally "the accursed cave"). Japan made early forays into the horror genre with Bake
Jizo and Shinin no Sosei, both made in 1898. In 1910, Edison Studios produced the first filmversion of Frankenstein, which was thought lost for many years.In the early 20th century, the first monster appeared in a horror film: Quasimodo,the hunchback of Notre-Dame, who had appeared in Victor Hugo's novel, Notre-Dame de
Paris (1831). Films featuring Quasimodo included Alice Guy's Esmeralda (1906), The
Hunchback (1909), The Love of a Hunchback (1910) and Notre-Dame de Paris (1911). The firstvampire-themed movie was F. W. Murnau's Nosferatu (1922), an unauthorized adaptationof Bram Stoker's Dracula.With advances in technology, the tone of horror films shifted from the Gothic towardscontemporary concerns. A stream of usually low-budget productions featured humanityovercoming threats from "outside": alien invasions and deadly mutations to people, plants,and insects. In the case of some horror films from Japan, such as Godzilla (1954) and itssequels, mutation from the effects of nuclear radiation is the major concern. Filmmakerscontinued to merge elements of science fiction and horror over the following decades.Horror films’ evolution throughout the years has given society a new approach toresourcefully utilize their benefits. The role of women and how women see themselves in themovie industry has been altered by the horror genre. In early times, horror films such as My
Bloody Valentine (1981), Halloween (1978), and Friday the 13th (1980) pertained mostly to amale audience in order to feed the fantasies of young men. Their main focus was to expressthe fear of women and show them as monsters; however, this ideal is no longer prevalent inhorror films. Women have become not only the main audience and fans of horror films butalso the main protagonists of contemporary horror films. The horror industry is producingmore and more movies with the main protagonist being a female and having to evolve into astronger person in order to overcome some obstacle. Horror is just one genre of movies, yetthe influences that it presents to the international community are large.5. WESTERNThe Western is a genre of various visual arts, such as film, television, radio, literature,painting and others. Westerns are devoted to telling stories set primarily in the latter half ofthe 19th century in the American Old West, hence the name. Some Westerns are set as earlyas the Battle of the Alamo in 1836. There are also a number of films about Western-typecharacters in contemporary settings, such as Junior Bonner set in the 1970s and The Three
Burials of Melquiades Estrada in the 21st century.
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Westerns often portray how desolate and hard , life was for frontier families. Thesefamilies are faced with change that would severely alter their way of life. This may bedepicted by showing conflict between natives and settlers or U.S. Cavalry or between cattleranchers and farmers, or by showing ranchers being threatened by the onset of the IndustrialRevolutionThe Western genre sometimes portrays the conquest of the wilderness and thesubordination of nature in the name of civilization or the confiscation of the territorial rightsof the original inhabitants of the frontier. The popular perception of the Western is a storythat centers on the life of a semi-nomadic wanderer, usually a cowboy or a gunfighter. Insome ways, such protagonists may be considered the literary descendants of the knighterrant who stood at the centre of earlier extensive genres such as the Arthurian Romances.Like the cowboy or gunfighter of the Western, the knight errant of the earlier European talesand poetry was wandering from place to place on his horse, fighting villains of various kindsand bound to no fixed social structures but only to his own innate code of honour. And likeknights errant, the heroes of Westerns frequently rescue damsels in distress. The Westerntypically takes these elements and uses them to tell simple morality tales. Westerns oftenstress the harshness of the wilderness and frequently set the action in an arid, desolatelandscape. Specific settings include isolated forts, ranches and homesteads; the NativeAmerican village; or the small frontier town with its saloon, general store, livery stable andjailhouse. Apart from the wilderness, it is usually the saloon that emphasizes that this is the"Wild West": it is the place to go for music (raucous piano playing), women (oftenprostitutes), gambling (draw poker or five card stud), drinking (beer or whiskey), brawlingand shooting. In some Westerns, where "civilization" has arrived, the town has a church and aschool; in others, where frontier rules still hold sway, it is, as Sergio Leone said, "where lifehas no value".With the advent of sound in 1927-28 the major Hollywood studios rapidly abandonedWesterns, leaving the genre to smaller studios. By the late 1930s the Western film was widelyregarded as a 'pulp' genre in Hollywood, but its popularity was dramatically revived in 1939by the release of John Ford's landmark Western adventure Stagecoach, which became one ofthe biggest hits of the year released through United Artists, and made John Wayne a majorscreen star.6. FANTASYIt is a genre of fiction that commonly uses magic and other supernatural phenomena as aprimary element of plot, theme, or setting. Many works within the genre take placein imaginary worlds where magic is common. Fantasy is generally distinguished from thegenre of science fiction by the expectation that it steers clear of scientific themes, thoughthere is a great deal of overlap between the two, both of which are subgenres of speculativefiction.
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In fantasy films, the hero often undergoes some kind of mystical experience and must askfor assistance from powerful, superhuman forces. Ancient Greek mythological figuresor Arabian Nights-type narratives are the typical storylines. Flying carpets, magic swordsand spells, dragons, and ancient religious relics or objects are common elements. Usually, themain characters in fantasies are princes or princesses. Some fantasy-type films might alsoinclude quasi-religious or supernatural characters such as angels, lesser gods, and fairies or inthe case of live action/animation hybrids cartoon characters. Strange phenomena andincredible characters (like monstrous characters that are divine or evil spiritsor magicians and sorcerers) are put into fantasy films, and often overlap with supernaturalfilms. Fantasy films are most likely to overlap with the film genres of science fictionand horror. When the narrative of a fantasy film tends to emphasize advanced technology in afantastic world, it may be considered predominantly a science fiction film. Or when thesupernatural/fantasy forces are specifically intended to frighten the audience, a fantasy filmfalls more within the horror genre. Animated films featuring fantastic elements are notalways classified as fantasy, particularly when they are intended for children.The most common fantasy subgenres depicted in movies are High Fantasy and Swordand Sorcery. Both categories typically employ quasi-medieval settings, wizards, magicalcreatures and other elements commonly associated with fantasy stories. High Fantasy filmstend to feature a more richly developed fantasy world, and may also be more character-oriented or thematically complex. Often, they feature a hero of humble origins and a cleardistinction between good and evil set against each other in an epic struggle. Many scholarscite J. R. R. Tolkien's novel The Lord of the Rings as the prototypical modern example of HighFantasy in literature. Sword and Sorcery movies tend to be more plot-driven than highfantasy and focus heavily on action sequences, often pitting a physically powerful butunsophisticated warrior against an evil wizard or other supernaturally-endowed enemy.Another important sub-genre of fantasy films that has become more popular in recent yearsis Contemporary Fantasy. Such films feature magical effects or supernatural occurrenceshappening in the "real" world of today. The most prominent example in the early 21st centuryis the Harry Potter series of films adapted from the novels of J. K. Rowling.7. ANIMATIONAnimation is the technique in which each frame of a film is produced individually,whether generated as a computer graphic, or by photographing a drawn image, or byrepeatedly making small changes to a model unit, and then photographing the result with aspecial animation camera. When the frames are strung together and the resulting film isviewed at a speed of 16 or more frames per second, there is an illusion of continuousmovement.
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The production of animated short films, typically referred to as "cartoons", became anindustry of its own during the 1910s, and cartoon shorts were produced to be shownin movie theatres. The most successful early animation producer was John Randolph Bray,who, along with animator Earl Hurd, patented the cel animation process which dominated theanimation industry for the rest of the decade. Traditional animation (also called cel animationor hand-drawn animation) was the process used for most animated films of the 20th century.The traditional cel animation process became obsolete by the beginning of the 21st century.Today, animators' drawings and the backgrounds are either scanned into or drawn directlyinto a computer system.Examples of traditionally animated feature films include Pinocchio (United States,1940), Animal Farm (United Kingdom, 1954), and Akira (Japan, 1988). Traditional animatedfilms which were produced with the aid of computer technology include The Lion King (US,1994) Sen to Chihiro no Kamikakushi (Spirited Away) (Japan, 2001), and Les Triplettes de
Belleville (France, 2003).2D animation figures are created on the computer using 2D bitmap graphics or createdand edited using 2D vector graphics. 3D animation is digitally modelled and manipulated byan animator. To manipulate a mesh, it is given a digital skeletal structure that can be used tocontrol the mesh. This process is called rigging. Toy Story (1995, USA) is the first feature-length film to be created and rendered entirely using 3D graphics. 2D animation techniquestend to focus on image manipulation while 3D techniques usually build virtual worlds inwhich characters and objects move and interact. 3D animation can create images that seemreal to the viewer.8. FILM NOIRFilm noir is a cinematic term used primarily to describe stylish Hollywood crimedramas, particularly those that emphasize cynical attitudes and sexual motivations.Hollywood's classic film noir period is generally regarded as extending from the early 1940sto the late 1950s. Film noir of this era is associated with a low-key black-and-white visualstyle that has roots in German Expressionist cinematography. Many of the prototypical storiesand much of the attitude of classic noir derive from the hard boiled school of crime fictionthat emerged in the United States during the Depression.The term film noir, French for "black film", first applied to Hollywood films by Frenchcritic Nino Frank in 1946, was unknown to most American film industry professionals of theclassic era. Film noir encompasses a range of plots—the central figure may be a private eye(The Big Sleep), a plainclothes policeman (The Big Heat), an aging boxer (The Set-Up), a law-abiding citizen lured into a life of crime (Gun Crazy), or simply a victim of circumstance(D.O.A.). Though the noir mode was originally identified with American productions, filmsnow customarily described as noir have been made around the world. Many pictures releasedfrom the 1960s onward share attributes with film noirs of the classic period, often treatingnoir conventions in a self-referential manner. Such latter-day works in a noir mode are oftenreferred to as neo-noirs.
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Film noir's aesthetics are deeply influenced by German Expressionism, an artisticmovement of the 1910s and 1920s that involved theatre, photography, painting, sculpture,and architecture, as well as cinema. Fritz Lang's magnum opus, M—released in 1931, twoyears before his departure from Germany—is among the first major crime films of the soundera to join a characteristically noirish visual style with a noir-type plot, one in which theprotagonist is a criminal.Josef von Sternberg’s films such as Shanghai Express (1932) and The Devil Is a
Woman (1935), with their hothouse eroticism and baroque visual style, specifically anticipatecentral elements of classic noir. Italian neorealism of the 1940s, with its emphasis on quasi-documentary authenticity, was an acknowledged influence on trends that emerged inAmerican noir. The Lost Weekend (1945), directed by Billy Wilder, tells the story of analcoholic in a manner evocative of neorealism. Most of the film noirs of the classic periodwere similarly low- and modestly budgeted features without major stars. Thematically, filmnoirs were most exceptional for the relative frequency with which they centred on women ofquestionable virtue.  Among the first major neo-noir films was the French Tirez sur le
pianiste (1960), directed by François Truffaut from a novel by one of the gloomiest ofAmerican noir fiction writers, David Goodis. The tone of film noir is generally regarded asdownbeat; some critics experience it as darker- "overwhelmingly black"

9. EXPRESSIONISMExpressionism was a modernist movement, initially in poetry and painting, originatingin Germany at the beginning of the 20th century. Its typical trait is to present the world solelyfrom a subjective perspective, distorting it radically for emotional effect in order to evokemoods or ideas. Expressionist artists sought to express meaning or emotional experiencerather than physical reality.It was a movement that developed in the early twentieth-century mainly in Germany inreaction to the dehumanizing effect of industrialization and the growth of cities. The termrefers to an artistic style in which the artist seeks to depict not objective reality but rather thesubjective emotions and responses that objects and events arouse within a person.There was an Expressionist style in the cinema, important examples of which are RobertWiene's The Cabinet of Dr. Caligari (1920), The Golem: How He Came Into the
World (1920), Fritz Lang's Metropolis (1927) and F. W. Murnau's Nosferatu, a Symphony of
Horror (1922) and The Last Laugh (1924). The term "expressionist" is also sometimes used torefer to stylistic devices thought to resemble those of German Expressionism, such as FilmNoir cinematography or the style of several of the films of Ingmar Bergman. More generally,the term expressionism can be used to describe cinematic styles of great artifice, such as thetechnicolor melodramas of Douglas Sirk or the sound and visual design of David Lynch's films.Expressionist films have many tactics for blending the elements of the shot. They employedstylized surfaces, symmetry, distortion and exaggeration and the juxtaposition of similar
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shapes. Perhaps the most obvious and pervasive trait of expressionism is the use of distortionand exaggeration. In such films houses are often pointed and twisted, chairs are tall, andstaircases are crooked and uneven.10. HISTORICALThe historical drama is a film genre in which stories are based upon historical events andfamous persons. Some historical dramas attempt to accurately portray a historical eventor biography, to the degree that the available historical research will allow. Other historicaldramas are fictionalized tales that are based on an actual person and their deeds, suchas Braveheart, which is loosely based on the 13th century knight William Wallace's fightfor Scotland's independence.This kind of movies is a detailed description of one event in the past that was importantto many people. For example, the film Cleopatra relates the history of a woman who wasqueen of ancient Egypt. Another aspect of Historical movies is that they are often filmed in thesame place where the original event occurred. This is the case with Schindlers List, which wasfilmed in Krakow, Poland. Another important element of history movies is that they are veryexpensive to make because of the costumes, the kind of director, and the actors.
11.MYTHOLOGICAL FILMSThese are films made using plot derived from legend and the literary epics.Mythological films have the advantage of familiarity with the story in a way. Everyoneunderstands mythology and seems to have a connection with it. As everyone seems to befamiliar with the world of mythology then through films one brings in their perspective in aunique way of storytelling. Earlier, animated films Hanuman (2005) and Bal Ganesh (2007)had done well at the box office.Some of the films based on Greco-Roman mythology are Helen of Troy (1956), The

Odyssey (1997), and Hercules (1997)12. ROAD MOVIEA road movie is a film genre in which the main character or characters leave home totravel from place to place. They usually leave home to escape their current lives. The genrehas its roots in spoken and written tales of epic journeys, such as the Odyssey and the Aeneid.The road film is a standard plot employed by screenwriters. It is a type of bildungsroman, astory in which the hero changes, grows or improves over the course of the story.The on-the-road plot was used at the birth of American cinema but blossomed in theyears after World War II, reflecting a boom in automobile production and the growth of youthculture. Even so, awareness of the "road picture" as a genre came only in the 1960s with Easy
Rider and Bonnie and Clyde.
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Some examples are: Near Dark(1987), The Vanishing(1988), and The Week End(1967)
Questions:
1. Which is the first well-known narrative film made by Georges Méliès
2. Luis Buñuel and Salvador Dalí's Un chien andalou which is generally consideredto be the most famous experimental film came out in the year.........
3. Write a short note on the major film genres
4. Define ‘docufiction’
5. Briefly describe the different types of film genres.

Answers:

1. A Trip to the Moon in 1902
2. 1929
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MODULE III

INTRODUCTION TO MAJOR MOVEMENTS AND THEORIES

A. FILM MOVEMENTS:
1. THE SILENT ERAA silent film is a film with no synchronized recorded sound, especially with no spokendialogue. In silent films for entertainment the dialogue is transmitted through mutedgestures, mime and title cards. The idea of combining motion pictures with recorded sound isnearly as old as film itself, but because of the technical challenges involved, synchronizeddialogue was only made practical in the late 1920s. After the release of The Jazz Singer in1927, "talkies" became more and more commonplace. Within a decade, popular widespreadproduction of silent films had ceased.
2. CLASSIC HOLLYWOOD CINEMAClassical Hollywood cinema or the classical Hollywood narrative, are terms used in filmhistory which designate both a visual and sound style for making motion pictures and a modeof production used in the American film industry between 1927 and 1963. ClassicalHollywood Cinema is a term that has been coined by David Bordwell, Janet Staiger and KristinThompson in their seminal study of the same name. This period is often referred to as the"golden age of Hollywood." Classical style is fundamentally built on the principle of continuityediting or "invisible" style.During the golden age of Hollywood, which lasted from the end of the silent era inAmerican cinema in the late 1920s to the early 1960s, films were prolifically issued by theHollywood studios. The start of the golden age was arguably when The Jazz Singer wasreleased in 1927. Most Hollywood pictures adhered closely to a genre—Western, slapstickcomedy, musical, animated cartoon, biopic (biographical picture). Film making was still abusiness, however, and motion picture companies made money by operating under the studiosystem. MGM dominated the industry and had the top stars in Hollywood, and was alsocredited for creating the Hollywood star system altogether. Another great achievement ofAmerican cinema during this era came through Walt Disney's animation. In 1937, Disneycreated the most successful film of its time, Snow White and the Seven Dwarfs. The apogee ofthe studio system may have been the year 1939, which saw the release of such classics as The

Wizard of Oz, Gone with the Wind, Stagecoach, Mr. Smith Goes to Washington, Destry Rides
Again,Young Mr. Lincoln, etcThe style of classical Hollywood cinema has been heavily influenced by the ideas of theRenaissance and its resurgence of mankind as the focal point. Thus, classical narrationprogresses always through psychological motivation, i.e. by the will of a human character and
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its struggle with obstacles towards a defined goal. In the classical Hollywood style space andtime are unified, continuous and linear. They appear as a unified whole to match ourperception of time and space in reality. Time in classical Hollywood is continuous, since non-linearity calls attention to the illusory workings of the medium. The only permissiblemanipulation of time in this format is the flashback. Likewise, the treatment of space in classicHollywood strives to overcome or conceal the two-dimensionality of film ("invisible style")and is strongly centred upon the human body.The classic Hollywood narrative is structured with an unmistakable beginning, middleand end, and generally there is a distinct resolution at the end. The characters in ClassicalHollywood Cinema have clearly definable traits, are active, and very goal oriented. They arecausal agents motivated by psychological rather than social concerns. Maybe the single mostimportant and most influential element of cinematic form that characterizes classicalHollywood cinema is continuity editing. The editing is subservient to the flow of the narrativeand is usually constructed in a way that it does not draw attention onto itself.3. ITALIAN NEOREALISMItalian Neorealism is a national film movement characterized by stories set amongst thepoor and the working class, filmed on location, frequently using non-professional actors.Italian Neorealist films mostly contend with the difficult economic and moral conditions ofpost-World War II Italy, representing changes in the Italian psyche and conditions ofeveryday life, including poverty, oppression, injustice and desperation.Italian Neorealism came about as World War II ended and Benito Mussolini's governmentfell, causing the Italian film industry to lose its center. Neorealism was a sign of culturalchange and social progress in Italy. Its films presented contemporary stories and ideas, andwere often shot in the streets because the film studios had been damaged significantly duringthe war.In the spring of 1945, Mussolini was executed and Italy was liberated from Germanoccupation. This period, known as the "Italian Spring," was a break from old ways and anentrance to a more realistic approach when making films. Italian cinema went from utilizingelaborate studio sets to shooting on location in the countryside and city streets in the realiststyle. Neorealism became famous globally in 1946 with Roberto Rossellini's Rome, Open City,when it won the Grand Prize at the Cannes Film Festival as the first major film produced inItaly after the war. Italian Neorealism rapidly declined in the early 1950s.Neorealist movies are generally filmed with nonprofessional actors. They are shot almostexclusively on location, mostly in run-down cities as well as rural areas due to its formingduring the post-war era. The topic involves the idea of what it is like to live among the poorand the lower working class. The focus is on a simple social order of survival in rural,everyday life. Neorealist films often feature children in major roles, though their characters
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are frequently more observational than participatory. Vittorio De Sica's 1948 film Bicycle
Thieves is a representative of the genre, with non-professional actors, and a story that detailsthe hardships of working-class life after the war.Some Major works are Open City (Roberto Rossellini, 1945), Shoeshine (Vittorio De Sica,1946) Paisan (Roberto Rossellini, 1946) Bicycle Thieves (Vittorio De Sica, 1948)The Earth
Trembles (Luchino Visconti, 1948)Bitter Rice (Giuseppe De Santis, 1949) Umberto D. (VittorioDe Sica, 1952)

4. FRENCH NEW WAVEThe New Wave (French: La Nouvelle Vague) was a term coined by critics for a group ofFrench filmmakers of the late 1950s and 1960s. Although never a formally organizedmovement, the New Wave filmmakers were linked by their self-conscious rejection of theliterary period pieces being made in France and written by novelists, their spirit of youthfuliconoclasm, the desire to shoot more current social issues on location, and their intention ofexperimenting with the film form. "New Wave" is an example of European art cinema. Manyalso engaged in their work with the social and political upheavals of the era, making theirradical experiments with editing, visual style and narrative part of a general break with theconservative paradigm. Using portable equipment and requiring little or no set up time, theNew Wave way of filmmaking presented a documentary style. The films exhibited directsounds on film stock that required less light. Filming techniques included fragmented,discontinuous editing, and long takes. The combination of objective realism, subjectiverealism, and authorial commentary created a narrative ambiguity in the sense that questionsthat arise in a film are not answered in the end.Some of the most prominent pioneers among the group, including François Truffaut,Jean-Luc Godard, Éric Rohmer, Claude Chabrol, and Jacques Rivette, began as critics for thefamous film magazine Cahiers du cinéma. Cahiers co-founder and theorist André Bazin was aprominent source of influence for the movement. By means of criticism and editorialization,they laid the groundwork for a set of concepts, revolutionary at the time, which the Americanfilm critic Andrew Sarris called auteur theory. Cahiers du cinéma writers critiqued the classic"Tradition of Quality" style of French Cinema.The auteur theory holds that the director is the "author" of his movies, with a personalsignature visible from film to film. They praised movies by Jean Renoir and Jean Vigo, andmade then-radical cases for the artistic distinction and greatness of Hollywood studiodirectors such as Orson Welles, John Ford, Alfred Hitchcock and Nicholas Ray. The beginningof the New Wave was to some extent an exercise by the Cahiers writers in applying thisphilosophy to the world by directing movies themselves.Apart from the role that films by Jean Rouch have played in the movement, Chabrol's
Le Beau Serge (1958) is traditionally credited as the first New Wave feature. Truffaut, with
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The 400 Blows (1959) and Godard, with Breathless (1960) had unexpected internationalsuccesses. The French New Wave was popular roughly between 1958 and 1964, althoughNew Wave work existed as late as 1973.New Wave critics and directors studied the work of western classics and applied newavant garde stylistic direction. The low-budget approach helped filmmakers get at theessential art form and find what was, to them, a much more comfortable and contemporaryform of production. The movies featured unprecedented methods of expression, such as longtracking shots. Also, these movies featured existential themes, such as stressing the individualand the acceptance of the absurdity of human existence.
5. INDIAN CINEMAThe cinema of India consists of films produced across India. Following the screening of theLumière moving pictures in London (1895) cinema became a sensation across Europe and byJuly 1896 the Lumière films had been in show in Bombay. The first Indian film released inIndia was Shree pundalik a silent film in Marathi by Dadasaheb Torne on 18 May 1912 at'Coronation Cinematograph', Mumbai. Some have argued that Pundalik does not deserve thehonour of being called the first Indian film because it was a photographic recording of apopular Marathi play, and because the cameraman—a man named Johnson—was a Britishnational and the film was processed in London. The first full-length motion picture in Indiawas produced by Dadasaheb Phalke. Dadasaheb is the pioneer of Indian film industry ascholar on India's languages and culture, who brought together elements from Sanskrit epicsto produce his Raja Harishchandra (1913), a silent film in Marathi. The female roles in thefilm were played by male actors. The film marked a historic benchmark in the film industry inIndia. Dadasaheb Phalke is the Father of Indian cinema. The Dadasaheb Phalke Award, forlifetime contribution to cinema, was instituted in his honour, by the Government of India in1969, and is the most prestigious and coveted award in Indian cinema.Raghupathi Venkaiah Naidu was an Indian artist and a pioneer in the production of silentIndian movies and talkies. Starting from 1909, he was involved in many aspects of Indiancinema's history, like travelling to different regions in Asia, to promote film work. During theearly twentieth century cinema as a medium gained popularity across India's population andits many economic sections. Tickets were made affordable to the common man at a low price.The content of Indian commercial cinema was increasingly tailored to appeal to these masses.Young Indian producers began to incorporate elements of India's social life and culture intocinema. Others brought with them ideas from across the world. This was also the time whenglobal audiences and markets became aware of India's film industry.Ardeshir Irani released Alam Ara which was the first Indian talking film, on 14 March1931. The Indian People's Theatre Association (IPTA), an art movement with a communistinclination, began to take shape through the 1940s and the 1950s. A number of realistic IPTAplays, such as Bijon Bhattacharya's Nabanna in 1944 prepared the ground for the
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solidification of realism in Indian cinema, exemplified by Khwaja Ahmad Abbas's Dharti Ke
Lal (Children of the Earth) in 1946. Following India's independence, the period from the late1940s to the 1960s is regarded by film historians as the 'Golden Age' of Indian cinema. Someof the most critically acclaimed Indian films of all time were produced during this period. Thisperiod saw the emergence of a new Parallel Cinema movement, mainly led by Bengali cinema.Pather Panchali (1955), the first part of The Apu Trilogy (1955–1959) by Satyajit Ray,marked his entry in Indian cinema. Satyajit Ray and Ritwik Ghatak went on to direct manymore critically acclaimed 'art films', and they were followed by other acclaimed Indianindependent filmmakers such as Mrinal Sen, Adoor Gopalakrishnan, Mani Kaul andBuddhadeb Dasgupta. Some filmmakers such as Shyam Benegal continued to producerealistic Parallel Cinema throughout the 1970s, alongside Satyajit Ray, Ritwik Ghatak, MrinalSen, Buddhadeb Dasgupta and Gautam Ghose in Bengali cinema; Adoor Gopalakrishnan, ShajiN. Karun, John Abraham and G. Aravindan in Malayalam cinema; Nirad Mohapatra in Oriyacinema; and Mani Kaul, Kumar Shahani, Ketan Mehta, Govind Nihalani and Vijaya Mehta inHindi cinema. However, the 'art film' bent of the Film Finance Corporation came undercriticism during a Committee on Public Undertakings investigation in 1976, which accusedthe body of not doing enough to encourage commercial cinema.The 1970s did, nevertheless, see the rise of commercial cinema in form of enduring filmssuch as Sholay (1975), which solidified Amitabh Bachchan's position as a lead actor. Thedevotional classic Jai Santoshi Ma was also released in 1975. India is the world's largestproducer of films. Enhanced technology paved the way for upgrading from establishedcinematic norms of delivering product, altering the manner in which content reached thetarget audience. Visual effects based, super hero and science fiction films like Krrish,Enthiran, Ra One and Eega emerged as blockbusters. Indian cinema found markets in over 90countries where films from India are screened.B. FILM THEORIES:1. SERGEI EISENSTEIN:Sergei Mikhailovich Eisenstein: (January 23, 1898 – February 11, 1948) was apioneering Soviet Russian film director and film theorist, often considered to be the "Father ofMontage." He is noted in particular for his silent films Strike (1924), Battleship
Potemkin (1925) and October (1927), as well as the historical epics Alexander Nevsky (1938)and Ivan the Terrible . His work profoundly influenced early filmmakers owing to hisinnovative use of and writings about montage.Eisenstein was a pioneer in the use of montage, a specific use of film editing. He andhis contemporary, Lev Kuleshov, two of the earliest film theorists, argued that montage wasthe essence of the cinema. His articles and books- particularly Film Form and The Film Sense -explain the significance of montage in detail.
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His writings and films have continued to have a major impact on subsequent filmmakers.Eisenstein believed that editing could be used for more than just expounding a scene ormoment, through a "linkage" of related images. Eisenstein felt the "collision" of shots could beused to manipulate the emotions of the audience and create film metaphors. He believed thatan idea should be derived from the juxtaposition of two independent shots, bringing anelement of collage into film. He developed what he called "methods of montage":1. Metric: where the editing follows a specific number of frames, cutting next shot nomatter what is happening within the montage. This montage is used to elicit the mostbasal and emotional of reactions in the audience.2. Rhythmic: includes cutting based on continuity, creating visual continuity from edit toedit3. Tonal: uses the emotional meaning of the shots to elicit a reaction from the audienceeven more complex than from the metric or rhythmic montage.4. Over tonal: is the culmination of metric, rhythmic and tonal montage to synthesize itseffects on the audience for an even more abstract and complicated effect.5. Intellectual: uses shots which, combined, elicit an intellectual meaning.In his later writings Einstein argues that montage, especially intellectual montage, is analternative system to continuity editing.  Einstein’s montage theories are based on the ideathat montage originates in the ‘collision’ between different shots in an illustration of the ideaof thesis and antithesis. This basis allowed him to argue that montage is inherently dialectical,thus it should be considered a demonstration of Marxism and Hegelian philosophy. Hiscollisions of shots were based on conflicts of scale, volume, rhythm, motion as well as moreconceptual values such as class.In his initial films, Eisenstein did not use professional actors. His narratives eschewedindividual characters and addressed broad social issues, especially class conflict. He usedstock characters, and the roles were filled with untrained people from the appropriateclasses; he avoided casting stars. Eisenstein's vision of communism brought him into conflictwith officials in the ruling regime of Joseph Stalin. Like many Bolshevik artists, Eisensteinenvisioned a new society which would subsidize artists totally, freeing them from theconfines of bosses and budgets, leaving them absolutely free to create, but budgets andproducers were as significant to the Soviet film industry as the rest of the world. The fledglingwar and revolution wracked and isolated new nation did not have the resources tonationalize its film industry at first. When it did, limited resources- both monetary andequipment- required production controls as extensive as in the capitalist world.2. ANDRE BAZIN:
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André Bazin (April 18, 1918 – November 11, 1958) was a renowned andinfluential French film critic and film theorist. Bazin was born in Angers, France, in 1918.Bazin started to write about film in 1943 and was a co-founder of the film magazine Cahiers
du cinéma in 1951, along with Jacques Doniol-Valcroze and Lo Duca.He argued for films that depicted what he saw as "objective reality" (such asdocumentaries and films of the Italian neorealism school) and directors who madethemselves "invisible" (such as Howard Hawks). He advocated the use of deep focus (OrsonWelles), wide shots (Jean Renoir) and the "shot-in-depth", and preferred what he referred toas "true continuity" through mise en scène over experiments in editing and visual effects. Thisplaced him in opposition to film theory of the 1920s and 1930s, which emphasized how thecinema can manipulate reality. The concentration on objective reality, deep focus, and lack ofmontage are linked to Bazin's belief that the interpretation of a film or scene should be left tothe spectator. Bazin also preferred long takes to montage editing. In fact to Bazin, reality andeverything that can support it such as sound, deep focus, and invisible editing, defines whatfilm should be.Bazin, who was influenced by personalism, believed that a film should represent adirector's personal vision. This idea had a pivotal importance in the development of theauteur theory. Bazin also is known as a proponent of "appreciative criticism", the notion thatonly critics who like a film should review it, thus encouraging constructive criticism.3. AUTEUR THEORY:Auteur theory, theory of filmmaking in which the director is viewed as the major creativeforce in a motion picture.  In film criticism, auteur theory holds that a director's film reflectsthe director's personal creative vision, as if they were the primary "auteur" (the French wordfor "author"). In spite of the production of the film as part of an industrial process, theauteur's creative voice is distinct enough to shine through all kinds of studio interference andthrough the collective process. In law, the film is treated as a work of art, and the auteur, asthe creator of the film, is the original copyright holder.Auteur theory has influenced film criticism since 1954, when it was advocated by filmdirector and critic François Truffaut. This method of film analysis was originally associatedwith the French New Wave and the film critics who wrote for the French film reviewperiodical Cahiers du Cinéma. Auteur theory was developed a few years later in the UnitedStates through the writings of The Village Voice critic Andrew Sarris. Sarris used auteurtheory as a way to further the analysis of what defines serious work through the study ofrespected directors and their films. The championed filmmakers such as Akira Kurosawa,Satyajit Ray, Alfred Hitchcock, Howard Hawks, and Jean Renoir are known as absolute'auteurs' of their films. Although André Bazin, co-founder of the Cahiers, provided a forum forAuteurism to flourish, he explained his concern about its excesses in his article "On theAuteur Theory". Another element of Auteur theory comes from Alexandre Astruc's notion of
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the caméra-stylo or "camera-pen," which encourages directors to wield cameras as writersuse pens and to guard against the hindrances of traditional storytelling.Starting in the 1960s, some film critics began criticising auteur theory's focus on theauthorial role of the director. One reason for the backlash is the collaborative aspect ofshooting a film, and in the theory's privileging of the role of the director. In Kael's review of
Citizen Kane, a classic film for the auteur model, she points out how the film made extensiveuse of the distinctive talents of co-writer Herman J. Mankiewicz and cinematographer GreggToland.

4. CHRISTIAN METZChristian Metz (December 12, 1931- September 7, 1993) was a French film theorist, bestknown for pioneering the application of Ferdinand de Saussure's theories of semiology tofilm. Metz was born in Béziers. During the 1970s, his work had a major impact on film theoryin France, Britain, Latin America and the United States.Metz applied both Sigmund Freud's psychology and Jacques Lacan's mirror theory to thecinema, proposing that the reason film is popular as an art form lies in its ability to be both animperfect reflection of reality and a method to delve into the unconscious dream state.Christian Metz was a film theorist first made famous for his semiotic approach to cinemastudies. Having been a proponent of semiotics for some time, Metz’s The ImaginarySignifier was his first incorporation of the psychoanalytic approach to cinema studies.Metz’s The Imaginary Signifier is his work on psychoanalytic theory, and how it can apply tocinema studies. By applying Freudian psychoanalysis to the film going experience, Metzillustrates how a film satisfies three important desires: the desire for ego, the desire to desire,and the desire for the object through fetishism.Metz’s writing does eventually offer a cogent and concise beginning to a psychoanalyticfilm theory. What is especially fascinating and ultimately satisfying to the reader is how Metzexplicates upon his understanding and his conception of the cinema. He backs up hisopinions with knowledge and logical assumptions about not only how we consume media, butabout how forms of media differ from one another, and how we must understand the uniquecinematic signifier.
5. LAURA MULVEY:Laura Mulvey (born August 15, 1941) is a British feminist film theorist. She was educatedat St Hilda's College, Oxford. She is currently professor of film and media studies at Birkbeck,University of London. She worked at the British Film Institute for many years before takingup her current position.Mulvey is best known for her essay, "Visual Pleasure and Narrative Cinema". Her article isone of the first major essays that helped shift the orientation of film theory towards a
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psychoanalytic framework, influenced by the theories of Sigmund Freud and Jacques Lacan.Prior to Mulvey, film theorists such as Jean-Louis Baudry and Christian Metz usedpsychoanalytic ideas in their theoretical accounts of the cinema, but Mulvey's contributionwas to inaugurate the intersection of film theory, psychoanalysis and feminism. Mulvey statesthat she intends to use Freud and Lacan's concepts as a "political weapon." She then usedsome of their concepts to argue that the cinematic apparatus of classical Hollywood cinemainevitably put the spectator in a masculine subject position, with the figure of the woman onscreen as the object of desire and "the male gaze." In the era of classical Hollywood cinema,viewers were encouraged to identify with the protagonist of the film, who were and still areoverwhelmingly male. Meanwhile, Hollywood women characters of the 1950s and '60s were,according to Mulvey, coded with "to-be-looked-at-ness" while the camera positioning and themale viewer constituted the "bearer of the look." Mulvey suggests two distinct modes of themale gaze of this era: "voyeuristic" (i.e. seeing woman as image "to be looked at") and"fetishistic" (i.e. seeing woman as a substitute for "the lack," the underlying psychoanalyticfear of castration).Mulvey argues that the only way to annihilate the patriarchal Hollywood system is toradically challenge and re-shape the filmic strategies of classical Hollywood with alternativefeminist methods. She calls for a new feminist avant-garde filmmaking that would rupture thenarrative pleasure of classical Hollywood filmmaking.  Mulvey incorporates the Freudian ideaof phallocentrism into "Visual Pleasure and Narrative Cinema". Specifically relating thephallocentric theory to film, Mulvey insists on the idea that film and cinematography areinadvertently structured upon the ideas and values of a patriarchy. Within her essay, Mulveydiscusses several different types of spectatorship that occur while viewing a film. Viewing afilm involves subconsciously engaging in the understanding of male and female roles. The"three different looks", as they are referred to, explain just exactly how films are viewed inrelation to phallocentrism. The first "look" refers to the camera as it records the actual eventsof the film. The second "look" describes the nearly voyeuristic act of the audience as oneengages in watching the film itself. Lastly, the third "look" refers to the characters thatinteract with one another throughout the film.The main idea that seems to bring these actions together is that "looking" is generally seenas an active male role while the passive role of being looked at is immediately adopted as afemale characteristic. It is under the construction of patriarchy that Mulvey argues thatwomen in film are tied to desire and that female characters hold an "appearance coded forstrong visual and erotic impact". The female actor is never meant to represent a characterthat directly effects the outcome of a plot or keep the story line going, but is inserted into thefilm as a way of supporting the male role and "bearing the burden of sexual objectification"that he cannot.
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MODULE IV

SELECTED FILM TEXTS

ESSAY 1: THE EVOLUTION OF THE LANGUAGE OF CINEMAAUTHOR: ANDRE BAZIN

INTRODUCTIONIn almost all forms of art, realism was the first mode of expression, and formalismcame only later. But in cinema formalism came first- film introduced all techniques andartefacts in the very beginning itself. Theorists who observe that film has achieved perfectionbefore the introduction of sound (1928), rather assume that sound has destroyed theperfection achieved by the ‘images’. Realism which came with the introduction of sound wasconsidered as a means of surrendering to chaos. Perhaps for this reason, Charlie Chaplinmovies used sound only in 1941, though sound has been introduced in 1928. Andre Bazin, thechampion of  Neorealism, attacks images (montage) used in the silent movies as opposed torealism.  To Bazin the cinema is inherently realistic because of the mechanical mediation ofthe camera.
SUMMARYIn the history of cinema the earlier division was between silent movies and soundmovies; and the dividing line was in the year 1928. But Bazin points out some similaritiesbetween movies of sound and silent era, and suggests that the real division is between twoopposing trends: “those directors who put their faith in the ‘images’ and those who put theirfaith in ‘reality’”. Image can be used in two ways, as plastics and in montage.1. Plastics: (how images are formed on the screen) Plastics include style of the makeup,of the performance, etc to which lighting is added, and finally, the framing of the shotwhich gives its composition.E.g.: Expressionist movies (German movies).2. Montage: Montage was introduced by Griffith and was masterly adopted by Eisenstein.It is simply the ordering of images in time. Extremely different images are shown torepresent yet another image.E.g.: European movies.In American movies the use of montage is almost ‘invisible’. That is, they make useof ‘continuity editing’ (a form of montage in which editing is not explicit). Continuityediting is used for just one purpose, namely, to analyse an episode according to thematerial or dramatic logic of scene.
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The different types of montage techniques are:1. Parallel montage: Conveying a sense of simultaneity of two actions taking place at ageographical distance by means of alternating shots from each.2. Accelerated montage: Creating the illusion of the steadily increasing speed of alocomotive without actually using any image of speed.3. Montage by attraction: The reinforcing of the meaning on one image by associating itwith another image not necessarily part of the same episode.(similar in principle tothe commonly used ellipsis, comparison and metaphor)Taking this category into consideration, Bazin defines montage as ‘the creation of a senseor meaning not proper to the images themselves, but derived exclusively from theirjuxtaposition’. So the meaning is not in the image, it is the shadow of the image projected ontothe field of consciousness of the spectator. He attacks montage again on the ground that itimposes its interpretation of an event on the spectator. The well known experiment ofKuleshov with the shot of Mozhukin in which a smile was seen to change its significanceaccording to the image that precedes it, sums up perfectly the properties of montage.In order to prove that it is not just the expressionism of montage and image thatconstitute the essence of cinema, he takes into consideration three directors from the silentdays- Flaherty, Murnau and Stroheim. In their films montage plays no part. Flaherty, who isfamous for his documentaries made use of realism in his Nanook of the North. Montage couldsuggest the time involved in Nanook hunting the seal. But Flaherty confines himself toshowing the actual waiting period. Murnau is interested in the reality of dramatic space.Montage plays no more of a decisive part in Nosferatu than in Sunrise. He does not cheat onthe uncompromising realism of a film whose settings are completely natural. Stroheim rejectsphotographic expressionism and the tricks of montage. In his films reality itself is everything.Through these directors from the silent days Bazin is establishing an alternative tradition forthe cinema.Bazin focuses on the history of the language of cinema. Before the advent of soundHollywood was not the centre of movies. We had movies in French, Swedish, German etc, aslanguage was not a ruling force. But with the introduction of sound, non-English movies losttheir market. Singers came to the foreground instead of actors. John Gilbert is such an actorwho lost his chance because of his poor voice. Sound introduced a reality that was not therebefore. From 1930 to 1940 a common form of cinematic language has emerged. It was thetriumph of Hollywood during that time. French cinema undoubtedly ranked next, with itstrend towards realism. American and French production clearly indicate that the sound film,prior to world war II had reached a well balanced stage of maturity. By then the talking filmhas reached a level of technical perfection. From 1940 to 1950 the innovations were in thethemes not in the techniques. That is the real revolution took place more on the level of
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subject matter than of style. Bazin suggests that it was because new subject matter demandednew forms.Eg: Jezebel by William Wyler, Stage Coach by John Ford, Le Jour Se leve by Marcel Carne.
Bazin then talks about the evolution of editing since the advent of sound. In 1938there was an almost universal standard pattern of editing. Silent films were based on theplastics and montages. In Hollywood movies continuity editing was prominent. Introductionof sound made movies less plastic. There was a move towards realism, eliminating bothplastic impressionism and montage of images.Deep focus came with the introduction of lenses. Jean Renoir wonderfully used it in his La

Regle du jiu and later Orson Welles in his Citizen Kane. Deep focus was more close to realism.Soft focus (focusing on a single object) only appeared with montage. Introduction of deepfocus paved way for long takes. Montage was thus replaced by long takes or panning shots.Hitchcock, the master of continuity editing never favoured long takes. Deep focus does notcompletely exclude the use of montage; but it becomes a part of the plastics. Bazin does notcompletely deny that montage has added considerably to the progress of film language. Deepfocus on the other hand, in addition to affecting the structure of film language also affects therelationship of the minds of the spectator to the image. Deep focus is more economical,simpler and at the same time a more subtle way of getting the most out of a scene. Some ofthe advantages of deep focus are:1. The depth of focus brings the spectator into a realism with the image closer to thatwhich he enjoys with reality.2. In montage technique it is the director who decides the spectator’s focus of attention.But in deep focus spectator has his own personal choice about the focus.3. Montage by its very nature rules out ambiguity of expression. Deep focus, on the otherhand, reintroduces ambiguity into the structure of the image.Orson Welles has of course used expressionistic procedures of montage in Citizen Kane
(1941). But it is the presence of deep focus in between the sequences that gives them a newmeaning. In Citizen Kane there is a series of superimpositions. These superimpositions whichthe talking films had not used for ten years rediscovered a possible use related to temporalrelation in a film without montage.Welles’ appearance in 1941 marks the beginning of a new period. Citizen Kane is part of ageneral movement confirming that everywhere up to a point there had been a revolution inthe language of the screen. Cinema was taking a new turn. Italian Neo realism proved itselfdifferent from the previous forms of film realism with its absence of expressionism andeffects of montage. (E.g.: Bicycle Thief). Neo realism gave back to the cinema a sense ofambiguity of reality.
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According to Bazin the decade from 1940 to 1950 marks a decisive step forward in thedevelopment of the language of the film. So the actual division in the history of cinema is notbetween silent and sound movies. If we look at cinema as an edited thing (with montagetechniques) then sound may destroy its perfection. But if we look at cinema as a reality it willnot be perfect without sound. So sound adds perfection only in the realistic mode. It is in1940 that sound and realism was wonderfully blended. Welles’ Citizen Kane is the bestexample. Films of 1930 to ’40 though it used sound, were not perfect for they preserved theessentials of montage. Bazin is not trying to belittle the films of 1930 to ’40, instead he istalking about the highest expression of which was found in the films of the 1940s.
Questions:1. Which are the major kinds of films that gave Hollywood its overwhelming superiorityin the period from 1930 to ’40?American comedy, the burlesque film, the dance and vaudeville film, the crime and thegangster film, psychological and social drama, horror or fantasy film, and the Western.2. Who were the directors whose names stand out in ‘stark sombre realism’/poeticrealism?Jacques Feyder, Jean Renoir, Marcel Carne, Julien Duvivier.3. According to Bazin which are the two different trends among the directors?He groups all directors between the years 1920 to 1940 into two groups: onewhich bases their integrity in the image (the imagists) and another which base theirintegrity in reality (the realists). The imagists are broken down into two camps, thoseworking with the plastics (lighting, decor, composition, acting) and those working withthe editing (the montagists). The realists do not distort time (like the montagists) orspace (like the expressionists) but attempt to depict true reality. The major exponentsof the realist camp are F.W. Murnau, Eric Von Stroheim, Robert Flaherty, Carl Dreyer,and Jean Renoir. The montagists are Abel Gance, D.W. Griffith, Sergei Eisenstein,Vsevelod Pudovkin.4. Write a short note on Bazin’s views on deep focus.Deep focus:It maintains the unity of space and the relationship between the objects withinthat space. It gives the spectator, according to Bazin, the freedom to direct his/her owncontrol over the viewing process, including what to look at, in what order, for howlong, and to make their own synthesis of that viewing process. Together they maintainthe ambiguity - the existential ambiguity present all around us in life- of that space.5. Comment on the role of sound in cinema.Bazin underplays the importance of sound transition to emphasize his spatial-temporal ontological theory of realism. He realized how important a step sound was



School of Distance Education

Film Studies Page 48

toward realism, eliminating the need for expressivity and "denaturalization" that wasa large part of silent cinema. However, Bazin overlooks just how important apsychological role sound played in achieving the impression of reality, and theimpression of space and depth that were so important to him. Sound added immenselyto realism in cinema.6. Differentiate soft focus from deep focus.Soft focus is a technique of softening of a part of the image for an effect. The softfocus effect is an indirect means in which to place value in the shot which is beingfocused; it transcribes in the frame the dramatic hierarchy which montage expressesin time.7. Write a short note on the evolution of editing since the advent of sound.8. Critically analyse Bazin’s essay ‘The Evolution of the Language of Cinema’
ESSAY 2: WHAT IS WRONG WITH INDIAN FILMS?AUTHOR: SATYAJIT RAY
INTRODUCTIONSatyajit Ray, the renowned Indian film maker, in his work Our Films Their Films talks on filmmaking and film makers, and presents them in two sections. ‘Our Film’ is devoted mainly tohis own experiences and contains many interesting anecdotes, but also has observations tooffer on trends in Indian films. ‘Their Films’ deals with some films from abroad that havebecome landmarks in the history of the cinema from the silent era to the present day. Hisessay ‘What's wrong with Indian films?’ is taken from the collection Our Films Their Films
SUMMARYCinema has developed much from its initial stage to the century’s most potent andversatile art form. Initially it was used variously as an extension of photography, as asubstitute for the theatre and the music hall, and as a part of the magician’s paraphernalia.Today, the cinema commands respect accorded to any other form of creative expression. Itsgreatness lies in the fact that it combines the cold logic of science with the subtlestabstractions of the human imagination. Cinema, says Ray, is basically the expression of aconcept or concepts in aesthetic terms; terms which have crystallized through the incrediblyshort years of its existence-no matter who makes it and how.Considering the fact that cinema has found the greatest impetus in America, Ray pointsout the presence of Griffith and the vast sensation mongering public as the factors that led tothe growth of cinema in a country, which has no deep-rooted cultural and artistic traditions.The cinema has now attained a stage where it can handle Shakespeare and psychiatry withequal facility. Cinema has now reached a stage of maturity with the developments in colourand three-dimensional photography.India took up film production surprisingly early. The first short was produced in 1907and the first feature in 1913. By the twenties it had reached the status of big business. Thefilm production in India is quantitatively second only to Hollywood; but the same cannot be
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said of its quality. There has yet been no India Film which could be acclaimed on all counts.Where other countries have achieved, we have only attempted and that too not always withhonesty, so that even our best films have to be accepted with the gently apologetic provisothat it is ‘after all an Indian film’.Ray then analyses the various factors that caused this lack of maturity of Indian films.The producers will blame ‘the mass’, which ‘goes in for this sort of things’, the technicians willblame ‘the tools’ and the director will blame ‘the adverse conditions’. But taking Italiancinema into consideration Ray points out that, better things have been achieved under muchworse conditions. So the reason lies elsewhere.When the language of the cinema gradually evolved the all important functions of thecinema turned out to be ‘movement’. In India movement was equated with action and actionwith melodrama. Moreover Indian music is largely improvisational. Along with theseelementary confusions, two other factors are responsible for the present state of Indian films.Firstly, the superficial aspects of the American style were imitated with reverence.Stories have been written based on Hollywood success and the clichéd preserved with care.Even where the story has been genuinely Indian one, the background has revealed aninfluence of the jazz idiom.Secondly, in the adoptions of novels, one of two courses has been followed: either thestory has been distorted to conform to the Hollywood formula, or it has been produced withsuch devout faithfulness to the original that the purpose of filmic interpretations has beendefeated.According to Ray what the Indian cinema needs today is not more gloss, but moreimagination, integrity and intelligent appreciation of the limitations of the medium. Ourtechnicians often complain about the absence of primary tools of film making. But suchcomplaints are not valid, because our success lies in the way we use the available tools.  Whatour cinema needs today is a style, an idiom, a sort of iconography of cinema, which would beuniquely and recognizably Indian.But there are some obstacles to this, namely the influence of Western civilization inevery aspects of our life; and the tendency to European costume, architecture etc. asfunctional elements of cinema which creates incongruity within the frame. Ray points outexamples from a popular Bengali film to substantiate his point, which shows the heroineweeping to distraction with her arms around a wireless-an object she associates in her mindwith her estranged lover who was once a radio singer.However in Kalpana, Uday Shankar used some such visual dissonances in a consciousand consistent manner so that they became part of his cinematic style. But the truly Indianfilm should be devoid of such inconsistencies and look for its material in the more basicaspects of Indian life, where habit and speech, dress and manner, background and
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foreground, blend into a harmonious whole. It is only in drastic simplification of style andcontent that hope for the Indian cinema resides. At present, it would appear that nearly all theprevailing practices go against such simplification.Apart from this there are several other factors that stand in the way of the evolution ofa distinctive style, such as starting a production without adequate planning, some-times evenwithout a shooting script; a penchant for convolutions of plot and counter-plot rather thanthe strong, simple unidirectional narrative; the practice of sandwiching musical numbers inthe most unlyrical situation etc.Ray concludes his essay with an optimistic tone by bringing into light the changes inthe trends of film making in India. IPTA’s Dharti ke Lal is an instance of a strong simple themeput over with style, honesty and technical competence. Shankar’s Kalpana, shows a respectfor tradition. Hence it is asserted that the raw material of the cinema is life itself. It isincredible that a country which has inspired so much painting and music and poetry shouldfail to move the film maker. He has only to keep his eyes and ears open.QUESTIONS1. Why, according to Ray, cinema found its greatest impetus in America?The presence of Griffith and the vast sensation mongering public with its constantdemand for something new are the factors that led to the growth of cinema in acountry, which has no deep-rooted cultural and artistic traditions.2. Name two factors responsible for the lack of maturity of Indian filmsFirstly, Indian films tried to imitate the superficial aspects of the American style.Stories have been written based on Hollywood success and the clichéd preserved withcare. Even where the story has been genuinely Indian one, the background hasrevealed an influence of the jazz idiom.Secondly, in the adoptions of novels, one of two courses has been followed: either thestory has been distorted to conform to the Hollywood formula, or it has been producedwith such devout faithfulness to the original that the purpose of filmic interpretationshas been defeated.3. According to Ray, how can Indian films achieve a stage of maturity?4. Critically analyse the issues discussed in Ray’s essay ‘‘what’s wrong with Indian films?’
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ESSAY 3: STRUCTURE AND MEANING IN CINEMA IN MOVIES AND METHODS

AUTHOR: RONALD ABRAMSON

INTRODUCTION:Abramson’s essay is a careful, point-by-point dissection of Peter Wollen’s arguments in
Signs and Meaning in the Cinema. By focussing on the contradictions in Wollen’s case (Signs
and Meaning in the Cinema), and by comparing his approach to the alternatives mapped outby Pasolini (in The Cinema of Poetry), Abramson concludes that a structural-semiologicalstudy of cinema cannot assume a controlling code, a langue or syntax, as the instrumentalfoundation of film communication.SUMMARY:
Ronald Abramson in his essay “Structure and Meaning in the Cinema” analyses the idea ofthe language film with reference to Peter Wollen’s arguments regarding the film language. Hepoints out the contradictions in Wollen’s case by comparing his approach to that of Pasolini’s.Film belongs to the system of natural signs which is expressive and meaningful as opposed tothe system of ‘arbitrariness’ of language. According to Wollen, cinema is a language without acode and it cannot be referred to a ‘pre-existent code’ unlike the verbal language in which the‘signifiers ‘pre-exist’ the ‘message’ (a pre-existent code is the langue of a language).Abramson refers to Wollen’s bungled approach in applying the concepts of ‘archetype’and ‘structure’ to the cinema. Then he passes on to Pasolini’s views on literary and cinematiclanguages. According to Pasolini, cinema exists as a meaningful form of communication as is aliterary work. The language that we use to communicate with our environment serves aninstrumental basis for cinema. He says that everyone is in a constant rapport with the signs,images or rather the objects in the environment around.  The objects for instance the‘physiognomy of  people, their gestures, their actions and traffic signals, indicators, clocks’ etcare rich with meaning . Pasolini says that the world of humans is expressed by means ofsignificant images and he refers to it as ‘im-signs’ (image-signs).  For him this world holds formemory and dreams. He compares cinema to a dream sequence which is a series of im-signswith close-ups, long-shorts etc. This complex world of images in the environment is proposedas the ‘instrumental’ foundation of cinematic language too.
The characteristic features of film language as proposed by Pasolini: According toPasolini , the cinematic language is essentially concrete and there are no generic (specific)images. The film maker draws his own im-signs , his own dictionary.  The secondcharacteristic feature of cinematic language is that it has a style before it has syntax. Thelinguistic instrument on which cinema is founded has no logical construction, no a prioristructure; it is irrational and therefore arbitrary.
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In this discussion, Wollen tries to define the relationship between cinematic signs andreality and Pasolini attempts to demarcate the differences between the two. Hence the triadicdivision of signs as proposed by Wollen proves to be obscure. Wollen in his theoreticaldeliberations recognizes that cinema is a natural sign system, where as in practice he treatsfilms as if it is based on a rational foundation. Ignoring the ‘natural code’ and ‘syntax’, themeaning of cinema could not be understood and a structure could not be derived. ThereforeWollen is found differing in his analysis of cinematic language.According to auteur critics the meaning of a film is not be found in the story-line orscript of the film.  The thematic content of a film is disclosed by an analysis of the film’s mise-en-scene, which gives meaning and structure to a film. When a director’s style is found to beconsistent and distinguished by a personal vision and world view, and then the status of“auteur” is conferred on that director. According to auteur critics meaning did not pre-existthe visual style or mise-en-scene of the film. Meaning and structure of a film exists only afterthe concrete and individual expression by the director. It is not apriori. The auteur criticsstate that there is no pre-existent text and the language of the film is stylistic before beinggrammatical. Wollen instead says that meaning and structure of film is based on a pre-existing text: a scenario, a book in other words a script. For auteur critics meaning isconceptual rather than verbal. The meaning of the films of an auteur is linked to the style andmode of expression of the films. It is here that Wollen contradicts equating meaning withverbal. Wollen says Abramson is wrong to state that there emerged two schools of auteurthose who insisted on revealing a core of meanings, of thematic motifs, and those whostressed style and mise-enscene. Visual style and mise-en-scene is what the auteur theory isall about.Wollen later on gives emphasis to the semantic dimension of a film and attempts a“structural approach” to a director’s work. Quoting Geoffrey Nowell-Smith on the auteurtheory, Wollen says that it is the pattern of motifs that give a work its particular structure.Earlier Wollen has equated the “semantic dimension” with verbal –narrative elements anddifferentiated from style and expressiveness. Wollen tries to find a rational linguisticinstrument for cinematic language. He is looking for a dictionary and grammar. For Wollenmeaning in a film is based on something which has a meaning before hand and then can bestylized or made expressive. For Pasolini, it is the visual style of an auteur that confers on thework both its formal and its structural relations. It is the structure of a film which gives itsmeanings and style before it is grammatical. There are no hard and fast rules for the makingof a film even for a metteur-en-scence.Wollen finds the meaning of the films of a metteur-en-scence and an auteur exist apriori and it is not grounded in the script. The meaning of a film is “linguistic” rather thanbeing stylistic. In comparing cinematic to myth and its relation to language, Wollen’s methodreduces the structure of a film to a “mythical schema” says Abramson. The meaning of a filmis reduced to the structure of a myth. Hence Abramson proposes the term “verbalism” or
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“narativism” for Wollen’s method, rather than “structuralism”. He concludes acknowledgingPasolini’s analysis that cinema is a language without a code and its further analysis is basedon this fact.
Questions1. Which is the work by Pasolini that Abramson refers to ?Ans: The Cinema of Poetry

2. Which is the work by Peter Wollen that Ronald Abramson refers to?Ans: Signs and Meaning in Cinema.Answer the following in two or three sentences each:-1. What is meant by ‘im-signs’?A ns: The objects, concepts, ideas etc expressed by means of significant images in films.The term is proposed by Pasolini.2. “This is the world of memory and of dreams.” What does Pasolini mean by thisstatement?Ans: Pasolini says that all dreams are a series of im-signs which have all thecharacteristics of the cinematic sequence: close-ups, long shots,etc.Answer the following in 75 words each:1. What are the basic characteristics of the film language according to Pasolini?
Ans: According to Pasolini , the cinematic language is essentially concrete and there are nogeneric (specific) images. The film maker draws his own im-signs, his own dictionary.  Thesecond characteristic feature of cinematic language is that it has a style before it has syntax.The linguistic instrument on which cinema is founded has no logical construction, no a prioristructure; it is irrational and therefore arbitrary.Essay1. Discuss Pasolini’s approach to cinematic language as opposed to Peter Wollen’s asmentioned by Abramson.

ESSAY 4: SWAYAMVARAM: CLASSIC PROPHECIES IN FILM AND PHILOSOHY

AUTHOR: C.S. VENKITESWARAN

INTRODUCTION:
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GENERAL INTRODUCTION TO NEW WAVE FILMSThe “New Wave” originally La Nouvelle Vague was a blanket term coined by critics for agroup of French filmmakers like Jean-Luc , Francois Truffaut, Eric Rohmer, JacquesRivette, Claude Chabrol and others of the late 1950s and 1960s. These filmmakers weremarked by their self-conscious rejection of the concept of classical cinema, and obsessionwith experimenting new forms. "New Wave” is an example of European art cinema whichdiffered from the classical cinema. In the new trend, continuity editing system, the causeand effect driven narrative and the goal oriented protagonist were not crucial to the film.The protagonists of such movies were shorn of heroism   and would often wander aroundaimlessly for the whole movie, with nothing important happening to drive him from oneactivity into another. They also often violated the 30 degree rule and resorted to jumpcuts to cause a jarring effect on the viewer, something similar to  the alienation techniqueused by Brecht’s theatre to divert the attention of the audience from the story andprompting them to think and ask questions. The movies belonging to this genresometimes tended to be ambiguous, open-ended and even intertextual. The characters inthese cinemas did not stand out with their makeup and costumes but were mostly shownin casual outfits and devoid of glamour to be closer to truth. Many members of the “NewWave” also engaged with the social and political upheavals of the era, making majorexperiments with editing, visual style and narrative part of a general break withconservative model.Alexandre Astruc's manifesto, "The Birth of a New Avant-Garde: The Camera-Stylo",published in L`Ecran, on 30 March 1948 outlined some of the ideas that were laterexpanded upon by François Truffaut and the Cahiers du cinéma. It argues that "cinemawas in the process of becoming a new means of expression on the same level as paintingand the novel: "a form in which an artist can express his thoughts, however abstract theymay be, or translate his obsessions exactly as he does in the contemporary essay ornovel. Truffaut also credits the American director Morris Engel and his film "LittleFugitive" with helping to start the French New Wave."The French New Wave was popularroughly between 1958 and 1964, although New Wave work existed as late as 1973. Thesocio-economic forces at play shortly after World War II strongly influenced themovement. Politically and financially drained, France tended to fall back on the oldpopular pre-war traditionsThey were especially against the French "cinema of quality", the type of high-minded,literary period films held in esteem at French film festivals, often regarded as"untouchable" by criticism. New Wave critics and directors studied the work of westernclassics and applied new avant garde stylistic direction. The low-budget approach helpedfilmmakers get the essential art form and find what was, to them, a much morecomfortable and contemporary form of production. Charlie Chaplin, Alfred Hitchcock,Orson Welles, Howard Hawks, John Ford, and many other forward-thinking film directors
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were held up in admiration while standard Hollywood films bound by traditionalnarrative flow were strongly criticized. French New Wave might have also beeninfluenced by Italian Neorealism.The movies featured unprecedented methods of expression, such as long trackingshots (like the famous traffic jam sequence in Godard's 1967 film Week End). Also, thesemovies featured existential themes, such as stressing the individual and the acceptance ofthe absurdity of human existence. Filled with irony and sarcasm, the films also tend toreference other films.Many of the French New Wave films were produced on tight budgets; often shot in afriend's apartment or yard, using the director's friends as the cast and crew. Directorswere also forced to improvise with equipment (for example, using a shopping cart fortracking shots). The cost of film was also a major concern; thus, efforts to save filmturned into stylistic innovations. For example, in Jean-Luc Godard's Breathless (À bout de
souffle), after being told the film was too long and he must cut it down to one hour and ahalf he decided (on the suggestion of Jean-Pierre Melville) to remove several scenes fromthe feature using jump cuts, as they were filmed in one long take. Parts that did not workwere simply cut from the middle of the take, a practical decision and also a purposefulstylistic one.The cinematic stylistics of French New Wave brought a fresh look to cinema withimprovised dialogue, rapid changes of scene, and shots that go beyond the common 180°axis. The camera was used not to mesmerize the audience with elaborate narrative andillusory images, but to play with the expectations of cinema. The techniques used toshock and awe the audience out of submission and were so bold and direct that Jean-LucGodard has been accused of having contempt for his audience. His stylistic approach canbe seen as a desperate struggle against the mainstream cinema of the time, or adegrading attack on the viewer's supposed naivety. Either way, the challengingawareness represented by this movement remains in cinema today. Effects that nowseem either commonplace, such as a character stepping out of their role in order toaddress the audience directly, were radically innovative at the time.
The Malayalam New WaveThe growth of Film Society Movement (started in 1960) and the screenings of worldclassics forced a drastic change in Malayalee film sensitivity during the early 1970s. Thegrowth of the film society movement in Kerala introduced the works of the French andItalian New Wave directors to the discerning Malayali film enthusiasts. A new movementoften termed as the 'New Wave Malayalam Cinema' or the 'Malayalam Parallel
Cinema' emerged. It was also referred to as ‘art’ cinema. Adoor Gopalakrishnan madehis first film Swayamvaram in 1972, which made Malayalam cinema noticed atInternational film arena. G Aravindan through his Uttarayanam in 1974 accelerated this
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radical change in Malayalam cinema. K. P. Kumaran's Adhithi (1974) was another filmwhich was acclaimed by the critics. Cinematographers who won the National Award fortheir work on Malayalam films in the 1970s were Mankada Ravi Varma for
Swayamvaram (1972), P. S. Nivas for Mohiniyattam (1977), and Shaji N. Karun for
Thampu (1979). John Abraham, K. R. Mohanan, K. G. George, and G. S. Panikkar wereproducts of the Pune Film Institute who made significant contributions. These artistsstarted seeing Malayalam cinema as a medium of expression and thought of it as a tool torevitalize society. They sought new mediums to express ‘the self’ and existential angst ofthe period. Even in the 1950s experiments have been carried out in these lines and
Newspaper Boy (1955) is a classic example. It was the reflection of neo-realism in cinema,an Italian movement of the fifties, which had also paved the way for New Wave cinema.Another major stream of Malayalam cinema that appeared during the 1970s, whichwas a synthesis of the highly commercial popular cinema and the parallel cinema fromwhich the masses always stayed away, was the 'middle-stream cinema'. These films,mainly from directors like K G George, Padmarajan and Bharathan, had meaningfulthemes but had popular forms of presentation and had influenced a generation of filmviewers.On a parallel level the commercial cinema in this period saw several worker class themedfilms which mostly had M. G. Soman and Sukumaran in the lead followed by the emergenceof a new genre of pure action themed films, in a movement led by action star Jayan who isusually considered the first genuine commercial superstar of Malayalam cinema. But thiswas short-lived, and almost ended with Jayan's untimely death while performing a stunt in afilm called Kolilakkam (1980). Nevertheless, he paved way for different films and futureactors who proved their talents in both commercial and art genres, the most famous of thembeing Mammootty and Mohanlal.
C.S.VENKATESWARAN’S SWAYAMVARAM:C.S.Venkateswaran in the essay ‘Swayamwaram’ critically analyses AdoorGopalakrishnan’s innovative film Swayamvaram which belongs to the 'New Wave

Malayalam Cinema' or the 'Malayalam Parallel Cinema. The film which was produced in1972 was a milestone in Malayalam filmdom as it marked the beginning of a new genre thatwas different from the mainstream commercial cinema of the time.According to him the Indian new cinema was actually an educated middle class reactionto the post-independence socio-political situation. The films termed ‘new wave’ or ‘offbeat’were products and expressions of a particular period and milieu and were different from thefilms of earlier times and the commercial, ‘popular’ cinema of the period. These moviesbrought in an entirely different emotional and visual experience. The setting of Malayalam‘new wave’ was caught between the past and the future. These movies lacked belief in thevalues of the past and hopes for the future. Malayalam new wave movies were not content
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with the sugary solutions provided by the new cinema in other languages. Unlike otherlanguages these films reflected the peculiar socio-economic and political situation of Keralawhich had done away with the chains of the feudal past and was yet to come into terms witha vision for the future. Joint family system had disintegrated due to the land reforms. Thisgave rise to a new sense of self. The Nehruvian dreams had set by the 70’s and the hopesaroused by the communist movement went damp with it being just another political party.These films reflected the essence and confusion of the period- the key words beingNaxalbari, Vietnam war, Che, Hippie-ism Existentialism, etc. A desire for self-expressionmarked the films of this genre. Adoor Gopalakrishnan’s Swayamwaram is said to be thetrend-setter. The struggle for existence and self-expression dominate the movie.
Swayamwaram begins with a journey both literally and metaphorically. The journeymarks the beginning of Viswam and Seetha’s life together as well as a departure from theusual norms of Malayalam cinema and the arrival of the Malayalam new wave. It wasproduced by “Chitraleka”- a film society and its audience was mainly middle classintellectuals, film buffs and students. The dominant themes revolve around personalsurvival, self-expression and choices. The film is also devoid of unnecessary songs, stuntsand buffoonery. It is about a nuclear family and its struggles.
Swayamwaram revolves around the lives Viswam and Seetha (played by Madhu andSarada). These lovers come to the city with hopes and aspirations. Staying at a‘respectable’ hotel, Viswam looks for a job. Unfortunately the couple moves down thesocial scale to more humble surroundings. The bus journey is more than a mere  shift tothe city. It is journey from the chains of the past to a freer future. In the citydisillusionment sets in. The bus also stands for a microcosm of the society with peoplefrom different walks as co-passengers. While the journey is commonplace for the others,it is the most important journey of their life for the protagonists. This insularity is yetanother important feature of the new wave cinema.The past of the couple is not explained and is irrelevant. Neither is their backgroundspecified in terms of region, caste and class, again marking a deliberate break from thepast. The important factor is their ‘choice’- their decision to elope or rather escape. Thetitle thus is very relevant – ‘swayam-varam’ meaning ‘one’s own choice’. The openingscenes convey romantic optimism about freedom, love, job and passion which later givesway to pessimism.Life has something different in store for them. Viswam’s endeavours at the tutorialcollege, the publisher, and the saw mill are all a failure. Viswam realizes that it is athoroughly closed world with no scope for change. Disillusionment with politics isevident when Viswam passes  a public political meeting without showing any interest init. Towards the end the couple also find that one’s own choices seldom find fulfillment.Their journey leads them to another world of unfreedom. Viswam meets with death and
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Seetha is left to face an uncertain future. She is alone and the door is closed. The rattlingat the door sets oneself thinking, whether it is just the play of wind or a well-wisher. Sheis left with yet another choice but this time her choices are limited.
The External WorldThe heroes and heroines of the new wave cinema were not tied to their external world.They were no longer defined by their class or caste. The depiction was internal – aboutexistential angst, love conflicts, creativity, etc. In Swayamvaram the external world is athreat for Seetha and Viswam. From the beginning the couple appears like an islandfighting to hold itself against the outside world. The terrible knocks on the door at thehotel, the drunkards, and the pickpockets are all a threat from the outside. The earlyoptimism is marked by top angle shots of the couple watching the world ‘below’ from thetop window of the hotel. This depicts the contrast in the two worlds which later islevelled when they shift to a small house in the suburbs. The eye level shots mark the‘lower’ world inhabited by neighbours that include smuggler Vasu, Kalyani the prostituteamong others. Seetha and Viswam try to insulate themselves against these outsideelements which are a sharp contrast to the respectable middle class life they aspire for.This threat extends to his workplace and street as well. The stare of the person whose jobhe has grabbed (enacted by Gopi) and the invitation of the sex worker are equallyfrightening.The claustrophobic mood of the second half stands in sharp contrast to the vast,colourful and open landscapes in the beginning. Medium shots lend a contemplativequality to the visuals. The split between the characters and the world is brought in byproper camera movements.
The Motif of DeathIn earlier films the story and the problems of the individual represented his entiresociety. In the case of new wave films the society was just a backdrop that helped reflectthe protagonist’s internal conflicts more effectively. While the earlier narratives wereabout the possibilities of a better life, the new wave films were obsessed with theworthlessness of life and how death brings a sense of completion to it. Swayamwaram isfull of instances that show Viswam’s obsession with death. Once Viswam is found lying onthe railway tracks, just to tease Seetha during the romantic scenes. Later both of them areseen lying beside each other on sea shore, reminding one of the last scene of RamuKariat’s Chemmeen where the lovers unite in death.
The Idea of the AestheticThe idea of the aesthetic or creativity is also a major theme. Like Viswam, many of thenew wave heroes were aspiring writers who were disillusioned with the politican value
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systems of the time. They escaped to the city to free themselves from feudal bondagesand  in search of modes for self-expression. Viswam’s novel titled ‘Nrivriti’ (Ecstacy) failsto get published. In the struggle for survival, his creativity is forgotten –leading toanother internal fall. His art is the product of his self-expression which fades away beforethe harsh realities of life. The belief, that creativity and art as obverse ordinary life wasalso a mark of the period.References to commercial cinema are abundant in the film. This reflects the self-consciousness inherent in new wave films and also functioning as meta-narrative on artand creativity. In the first part of the film when the couple embraces, the ‘colourful’posters of commercial cinema in the background actually point to their illusions aboutlove and life. The sea-shore seen is again a reminiscent of the last scene of Chemmeen.When Viswam’s at the publisher’s office, the editor refers to a successful writer whobecame famous through commercial films. Then there is the instance of the tutorial-proprietor who went broke trying to produce a class film. There is also a comment on themoral degradation in commercial film with reference to actress ‘Jayarani’. Viswam doesnot want his novel to have a flowery, happy ending like in ‘films’. In short, according toC.S. Venkateswaram the movie Swayamvaram makes a statement on art and creativitywhich is a characteristic feature of the new wave project.
ConclusionC.S.Venkatesaram sums up saying that the beautiful and evocative images of

Swayamvaram are still fresh in the minds of the viewers. M.B. Sreenivasan’s music andMankada Ravivarma’s cinematography lends a haunting quality to the movie. A uniquefeature of Adoor’s films is that all the characters have significant roles. No one has a ‘minorrole’ to play. Swayamvaram is indeed a landmark movie, a trail blazer about theuncertainties and anxieties of the middle class; the limitation of choices; intellectual crisis ofmiddle class and their journey for illusion to reality.
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MODULE: V

CASE STUDIES OF CLASSIC CINEMA

CINEMA 1: BATTLESHIP POTEMKINDIRECTOR: SERGEI EISENTEIN

Battleship Potemkin is a 1925 silent film directed by Sergei Eisenstein. It presents adramatized version of the mutiny that occurred in 1905 when the crew of the Russianbattleship Potemkin rebelled against their officers of the Tsarist regime.Eisenstein wrote the film as a revolutionary propaganda film, but also used it to testhis theories of "montage". The revolutionary Soviet filmmakers of the Kuleshov school offilmmaking were experimenting with the effect of film editing on audiences, and Eisensteinattempted to edit the film in such a way as to produce the greatest emotional response, sothat the viewer would feel sympathy for the rebellious sailors of the Battleship Potemkin andhatred for their cruel overlords. In the manner of most propaganda, the characterization issimple, so that the audience could clearly see with whom they should sympathize.Eisenstein’s film is structured around five episodes: Men and maggots, Drama on thequaterdeck, An appeal from the dead, The Odessa steps and Meeting the SquadronAs sketched by Eisenstein's film, the crew members of the battleship, cruising theBlack Sea after returning from the war with Japan, are mutinous because of poor rations.There is a famous close-up of their breakfast meat, crawling with maggots. After officersthrow a tarpaulin over the rebellious ones and order them to be shot, a firebrand namedVakulinchuk cries out, “Brothers! Who are you shooting at?” The firing squad lowers its guns,and when an officer unwisely tries to enforce his command, full-blown mutiny takes over theship. Onshore, news of the uprising reaches citizens who have long suffered under czaristrepression. They send food and water out to the battleship in a flotilla of skiffs. Then, in one ofthe most famous sequences ever put on film, czarist troops march down a long flight of steps,firing on the citizens who flee before them in a terrified tide. Countless innocents are killed,and the massacre is summed up in the image of a woman shot dead trying to protect her babyin a carriage--which then bounces down the steps, out of control.The most celebrated scene in the film is the massacre of civilians on the Odessa Steps(also known as the Potemkin Stairs). This scene has been described as one of the mostinfluential in the history of cinema, because it introduced concepts of film editing andmontage to cinema. In this scene, the Tsar's soldiers in their white summer tunic’s march
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down a seemingly endless flight of steps in a rhythmic, machine-like fashion, firing volleysinto a crowd. A separate detachment of mounted Cossacks charges the crowd at the bottom ofthe stairs. The victims include an older woman wearing pince-nez, a young boy with hismother, a student in uniform and a teenage schoolgirl. A mother pushing an infant in a babycarriage falls to the ground dying and the carriage rolls down the steps amidst the fleeingcrowd. The massacre on the steps, which never took place, was presumably inserted byEisenstein for dramatic effect and to demonise the Imperial regime. That there was, in fact, noczarist massacre on the Odessa Steps scarcely diminishes the power of the scene. The czar'stroops shot innocent civilians elsewhere in Odessa, and Eisenstein, in concentrating thosekillings and finding the perfect setting for them, was doing his job as a director. It is ironicthat he did it so well that today the bloodshed on the Odessa Steps is often referred to as if itreally happened.
The Battleship Potemkin is conceived as class-conscious revolutionary propaganda,and Eisenstein deliberately avoids creating any three-dimensional individuals (evenVakulinchuk is seen largely as a symbol). Instead, masses of men move in unison, as in themany shots looking down at Potemkin's foredeck. The people of Odessa, too, are seen as amass made up of many briefly glimpsed but starkly seen faces. The dialogue (in title cards) islimited mostly to outrage and exhortation. There is no personal drama to counterbalance thelarger political drama.The movie was ordered up by the Russian revolutionary leadership for the 20thanniversary of the Potemkin uprising, which Lenin had hailed as the first proof that troopscould be counted on to join the proletariat in overthrowing the old order.

CINEMA 2: BICYCLE THIEVESDIRECTOR: VITTORIO DE SICAVittorio de Sica’s Bicycle Thieves is one of the masterpieces of Italian Neorealism. It isadapted for the screen by Cesare Zavattini from a novel by Luigi Bartolini.In post-World War II Rome, Antonio Ricci is desperate for work to support his wifeMaria, his son Bruno, and his baby. He is offered a position posting advertising bills but tellsMaria that he cannot accept because the job requires his bicycle, which he has pawned. Mariaresolutely strips the bed of her dowry bed sheets—prized possessions for a poor family—andtakes them to the pawn office, where they are exchanged for Antonio's hocked bicycle. (Amemorable shot shows the sheets being added to a mountain of bedding pawned by otherfamilies suggesting extreme poverty of post war Rome.) Along the way Maria insists toAntonio's derision on leaving money for a seer who had prophesied Antonio would find work.On his first day of work Antonio is atop a ladder when a young man snatches thebicycle. He gives chase but is thrown off the trail by the thief's confederates. The police take a
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report but warn that there is little they can do. Advised that stolen goods often find their wayto the Piazza Vittorio market, Antonio goes there with several friends and his small sonBruno. They locate a bike that might be Antonio's and summon an officer, but the serialnumber does not match. At the Porta Portese market Antonio and Bruno spot the thief withan old man. They pursue the thief but he eludes them. They demand the thief's identity fromthe old man, but he feigns ignorance. They follow him into a church, but he slips away fromthem. Antonio has Bruno wait by a bridge while Antonio searches for the old man. Suddenlythere are cries that a boy is drowning. Antonio rushes toward the commotion and is relievedto see that the drowning boy is not Bruno. Antonio treats Bruno to lunch in a restaurant,where they momentarily forget their troubles, but on seeing a rich family enjoying a finemeal, Antonio is again seized by his calamity and tortures himself by reckoning his lostearnings.They near a football stadium. Inside a game is underway, while outside, rows ofbicycles await their owners. Antonio sees an unattended bicycle near a doorway. He givesBruno some money, telling him to take the streetcar and wait at Monte Sacro. Antonio circlesthe unattended bicycle, summons his courage, and jumps on it. The hue and cry is instantlyraised, and Bruno, who has missed the streetcar, is stunned to see his father surrounded andpulled from the bike. The bicycle's owner slaps the hat from Antonio's head. As Antonio isbeing muscled toward the police station, the owner notices Bruno, who is carrying Antonio'shat. In a moment of compassion, the owner decides to let him go. Film ends with a shotshowing Antonio and Bruno walking slowly off amid a buffeting crowd.Neorealism never got more real than in Vittorio de Sica's 1948 classic Bicycle Thieves.Antonio drops everything to go on a desperate odyssey through the streets of Rome with hislittle boy Bruno to get his bike back, pleading and accusing and uncovering scenes of povertysimilar to theirs wherever they go. They create uproar in classic crowd moments: in thestreets, in a market, in a church mass. Faces always gather avidly around the pair, allcommenting, complaining and generally magnifying the father and son's distress andmortification.As with all fables, the heart of this story’s power is not in the style of the telling, but inthe power of the situation it describes. At the same time, this situation, this story has becomepractically synonymous with the style and milieu of Italian Neorealism, with its socio-economic concerns, its loosely structured storytelling, and the unpolished realism of its reallocations and untrained actors. In a word, the film is an ideal marriage of form and meaning.De Sica pioneered a lean, stark presentation with non professional actors. The stylewith its subject matter based on hard post war life, epitomizes Italian neorealism. The film isbringing the previously ignored working classes to the screen. Like many of the neo-realistdirectors his primary aim in the film is to use the camera to show how people lived, whilstmaintaining an objective distance. The non professional actors give fine performances and
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lend the film a documentary like air, even though the narrative itself is fictional. The film is aconscious backlash against the Hollywood middle class melodrama, shown ironically in thefilm itself when a poster of Rita Hayworth is pasted to an advertising board. The film containsall the elements of typical neo-realism: harsh cinematography, poverty of the principlecharacters, urban squalor and of course, a lack of judgement at the character’s predicament.
CINEMA 3: THE GOD FATHERDIRECTOR: FRANCIS FORD COPPOLA

The Godfather is a 1972 American crime film directed by Francis Ford Coppola andproduced by Albert S. Ruddy from a screenplay by Mario Puzo and Coppola. The story,spanning the years 1945 to 1955, centers on the transformation of Michael Corleone fromreluctant family outsider to ruthless Mafia boss while also chronicling the family under thepatriarch Vito Corleone.On the day of his only daughter's wedding, Vito Corleone hears requests in his role asthe Godfather, the Don of a New York crime family. Vito's youngest son, Michael, in a MarineCorps uniform, introduces his girlfriend, Kay Adams, to his family at the sprawling reception.Vito's godson Johnny Fontane, a popular singer, pleads for help in securing a coveted movierole, so Vito dispatches his consigliere, Tom Hagen, to the abrasive studio head, Jack Woltz, tosecure the casting. Woltz is unmoved until the morning he wakes up in bed with the severedhead of his prized stallion.Shortly before Christmas 1945, drug Baron Virgil "The Turk" Sollozzo, backed by theCorleones' rivals, the Tattaglias, asks Vito for investment in the emerging drug trade andprotection through his political connections. Vito disapproves of drug dealers, so he sends hisenforcer, Luca Brasi, to spy on them. The family then receives two fish wrapped in Brasi'svest, imparting that he "sleeps with the fishes". An assassination attempt by Sollozzo's menlands Vito in the hospital, so his eldest son, Sonny, takes command. Sollozzo kidnaps Hagen topressure Sonny to accept his deal. Michael thwarts a second assassination attempt on hisfather at the hospital, but is accosted by corrupt police captain McCluskey, who breaks hisjaw; Sonny retaliates by having Tattaglia's son killed. Michael comes up with a plan to hitSollozzo and McCluskey that his brother approves over Hagen's objections: on the pretext ofsettling the dispute, Michael lures the pair to a restaurant, retrieves a planted handgun andmurders them.Despite a clampdown from the authorities, the Five Families erupt in open warfare andthe brothers fear for their safety. Michael takes refuge in Sicily, and Fredo Corleone issheltered by associate Moe Greene in Las Vegas. Sonny attacks his brother-in-law Carlo on thestreet for abusing his sister Connie. When it happens again, Sonny speeds for her home butassassins ambush him at a highway toll booth and riddle him with submachine gun fire.Michael's time abroad has led to marriage to Apollonia Vitelli. Their euphoria is shattered
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when a car bomb intended for him takes her life. Vito, saddened to learn that, despite hishopes, Michael has become involved in the family business, decides to end the feuds.Believing that the Tattaglias were under orders of the now dominant Don Emilio Barzini, hepromises, before the heads of the Five Families, to withdraw his opposition to their heroinbusiness and forgo revenge for Sonny's murder. His safety guaranteed, Michael returns homeand over a year later marries Kay.With his father at the end of his career and his surviving brother too weak, Michaeltakes the reins of the family, promising his wife to make the business legitimate within fiveyears. He allows rival families to pressure Corleone enterprises even as he plans to movefamily operations to Nevada and delegates New York business to members who stay behind.Hagen, upset when Michael replaces him with Vito, is mollified by the older man'sreassurance about their long-range plans for him. When Michael travels to Las Vegas to buyout Greene's stake in the family's casinos, Greene derides the Corleones as a fading power. Toadd injury to insult, Michael sees Fredo falling under Greene's sway.Vito collapses and dies in his garden while playing with Michael's son, Anthony. At thefuneral, caporegime Salvatore Tessio arranges a meeting between Michael and Don Barzini,signalling his treachery as Vito had warned. The meeting is set for the same day as thechristening of Connie's son, to whom Michael will stand as godfather. As the christeningproceeds, Corleone assassins, acting on Michael's orders, murder the other New York donsand Moe Greene. Tessio is told that Michael is aware of his betrayal and taken off to his death.After Carlo is questioned by Michael on his involvement in setting up Sonny's murder andconfesses he was contacted by Barzini, caporegime Peter Clemenza kills him with awire garrote. Michael is confronted by Connie, who accuses him of having her husband killed.He denies killing Carlo when questioned by Kay, an answer she accepts. As Kay watcheswarily, Michael receives his capos, who address him as the new Don Corleone.The image of the Mafia as a feudal organization with the Don as both the protector ofthe small fry and the collector of obligations from them for his services is now acommonplace trope which The Godfather helped to popularize. Similarly, the recasting of theDon's family as a figurative "royal family" has spread beyond fictional boundaries into thereal world as well. This portrayal is echoed in the more sordid reality of lower level Mafia"familial" entanglements depicted in various post-Godfather Mafia fare, such asScorsese's Mean Streets and Casino, and also to the grittier hard-boiled pre-Godfather films.
The Godfather is widely regarded as one of the greatest films in world cinema and as one ofthe most influential, especially in the gangster genre. The film was for a time the highestgrossing picture ever made, and remains the box office leader for 1972. It wonthree Oscars that year: for Best Picture, for Best Actor (Brando) and in the category BestAdapted Screenplay for Puzo and Coppola.
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CINEMA 4: CHARULATADIRECTOR: SATYAJIT RAYINTODUCTION:
Charulata is a 1964 film by Bengali director Satyajit Ray, based upon the novella

Nastanirh ("The Broken Nest") by Rabindranath Tagore. It features SoumitraChatterjee, Madhabi Mukherjee and Sailen Mukherjee. Charulata won Satyajit Ray hissecond Silver Bear for Best Director at the 15th Berlin International Film Festival in 1965.
Charulata also won the Golden Lotus Award for Best Film at the National Film Awards in1965.
SUMMARYThe film tells the story of a lonely housewife, known as Charu, who lives a wealthy,secluded and idle life in 1870's Calcutta. Her husband, Bhupati, runs a newspaper, The
Sentinel, and spends more time at work than with his wife. Bhupati is an upper class Bengaliintellectual with a keen interest in politics and the freedom movement. Charu is interested inthe arts, literature and poetry. Though Bhupati loves his wife, he has no time for her. She haslittle to do in the house run by a fleet of servants. Sensing her boredom, Bhupati invitesCharu's elder brother Umapada and wife Manda to live with them. Umapada helps in runningof the magazine and the printing press. Manda with her silly and crude ways is no companyfor the sensitive and intelligent Charulata.Amal, Bhupati's younger cousin comes on a visit. Bhupati asks him to encourageCharu's cultural interests. Amal is young, handsome and is of the same age group as Charu. Hehas literary ambitions and shares her interests in poetry. He provides her with much neededintellectual companionship and attention. An intimate relationship develops betweenCharulata and Amal. There is a hint of rivalry when she publishes a short story on her ownwithout his knowledge. He realizes that Charulata is in love with him but is reluctant toreciprocate due to the guilt involved.Meanwhile, Charu's brother and sister-in-law who were guests in the house swindleBhupati of his money and run away. It destroys Bhupati's newspaper and the press. Theepisode shatters Bhupati who admits his hurt to Amal. He tells Amal that now Amal is theonly one he can trust.Amal is overcome with guilt of betraying his cousin. He is also uncomfortable withCharu's higher intellect that he has helped nurture. He leaves unannounced, to marry and goaway to England for higher studies. He leaves behind a letter to Charu. Charu is heartbrokenbut hides her disappointment. Bhupati accidentally enters her room and finds her crying overAmal. Bhupati realizes Charu's feelings for Amal. He is broken, shocked and bewildered by it.He rushes out of the house, wanders aimlessly in his carriage. On his return, Charu and
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Bhupati make a hesitant gesture to reach out, but their extended hands remain frozen in atentative gesture.Ray conveys the innermost feelings and thoughts of his characters without anydazzling technique and with minimal dialogue. Ray's most personal movie describes theunadulterated love and longing of an intelligent woman for her younger brother-in-law ,whilethe husband is pursuing his intellectual hobby of running a radical English newspaper inCalcutta ,Charaluta is left to confide her creative passions with her artistic and poeticbrothrer-in-law ,it is diificult to define where this crosses the line from admiration to love butthe emotion evolves naturally to blossom into something more than matronly affiliation,whether there is an element of lust left for the audience to decide with small trivial domesticdetails, but the relationship is a satire on the security of the Indian marriage .Charu is adored by her husband who is one of the most respectable aristocrats in the highersocial echelons in colonial Calcutta, their political discussions are just as enthusiastic as theirexploration of piano and music ,this is a private sacred world and when a virtuous womanfinds herself heeding thoughts which are ambivalent to her breeding ,she spurns herself andalmost becomes a stranger to herself ,the internal strife is beautifully depicted through othercharacters surrounding her ,the domestic chores and her observations of the street life fromher balcony, the Edwardian decor of the town house and the cloistered garden are thebackdrop to this shy and mellow drama, it is too quaint to call it a romance and it is too boldin it's conclusion to be labelled as anything but a ground-breaking drama . It finally is aprofoundly poetic look at the attitudes to matrimony and the development of a relationbetween a man and woman, Ray is neither preaching nor sermonising, he observes a slice of adomestic event and very naturally translates it upon the screen. The performances bySoumitra Chatterjee as the young man who escapes from the house to get away from hisfeelings and Mahdabi as Charulata are poetically realised against a desperate passion, whichis all consuming but still very potent, the scene stealer is the husband who walks away withall the plaudits in the shocking yet liberating finale. The trivia here are more important thanthe most crucial details and the culture is explored with a sensitivity yet sophistication whichmakes this one of the greatest comments on human relationships in cinema, that the fragilityof this exquisite piece is streamlined to the very end in a perfect balance is to the credit of aray of genius called Saryajit Ray.
CINEMA 5: RASHOMONDIRECTOR: AKIRA KUROSAWAINTRODUCTION:

Rashomon introduced Kurosawa and the cinema of Japan to Western audiences, albeit to asmall number of theatres, and is considered one of his masterpieces. The film won the Golden
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Lion at the Venice Film Festival and also received an Academy Honorary Award at the 24thAcademy Awards.
Screenplay: Akira Kurosawa, Shinobu Hashimoto
Cinematography: Kazuo MiyagawaPLOT SUMMARY:

Rashomon (1950) is a Japanese crime drama, which is produced with bothphilosophical and psychological overtones. An episode (rape and murder) in a forest isreported by four witnesses, each from their own point of view. A priest, a woodcutter andanother man are taking refuge from a rainstorm in the shell of a former gatehouse calledRashômon. The priest and the woodcutter are recounting the story of a murdered samuraiwhose body the woodcutter discovered three days earlier in a forest grove. Both weresummoned to testify at the murder trial, the priest who ran into the samurai and his wifetravelling through the forest just before the murder occurred. Three other people whotestified at the trial are supposedly the only direct witnesses: a notorious bandit namedTajômaru, who allegedly murdered the samurai and raped his wife; the white veil cloakedwife of the samurai; and the samurai himself who testifies through the use of a medium. Thethree tell a similarly structured story - Tajômaru kidnapped and bound the samurai so that hecould rape the wife - but which ultimately contradict each other, the motivations and theactual killing being what differ. The woodcutter reveals at Rashômon that he knows morethan he let on at the trial, thus bringing into question his own actions. But another discoveryat Rashômon and the resulting actions from the discovery bring back into focus thewoodcutter's own humanity or lack thereof.In ancient Japan, a woman is raped and her husband killed. The film gives us four viewpointsof the incident - one for each defendant - each revealing a little more detail. In 12th centuryJapan, a samurai and his wife are attacked by the notorious bandit Tajomaru, and the samuraiends up dead. Tajomaru is captured shortly afterward and is put on trial, but his story and thewife's are so completely different that a psychic is brought in to allow the murdered man togive his own testimony. He tells yet another completely different story. Finally, a woodcutterwho found the body reveals that he saw the whole thing, and his version is again completelydifferent from the others.
Rashomon is a large gate that once stood at the southern end of Suzaku Avenue,
between modern day Kyoto and Nara.Bandit story:Tajōmaru, a notorious brigand claims that he tricked the samurai to step off the mountaintrail with him and look at a cache of ancient swords he discovered. In the grove he tied thesamurai to a tree, and then brought the woman there. She initially tried to defend herself with
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a dagger, but was eventually "seduced" by the bandit. The woman, filled with shame, thenbegged him to duel to death with her husband, to save her from the guilt and shame of havingtwo men know her dishonor. Tajōmaru honorably set the samurai free and dueled with him.In Tajōmaru's recollection they fought skillfully and fiercely, but in the end Tajōmaru was thevictor and the woman ran away. At the end of the story to the court, he is asked about anexpensive dagger owned by the samurai's wife: he says that, in the confusion, he forgot allabout it, and that it was foolish of him to leave behind such a valuable object.The Wife's story:The samurai's wife tells a different story to the court. She says that Tajōmaru left after rapingher. She begged her husband to forgive her, but he simply looked at her coldly. She then freedhim and begged him to kill her so that she would be at peace. He continued to stare at herwith a look of loathing. His expression disturbed her so much that she fainted with dagger inhand. She awoke to find her husband dead with the dagger in his chest. She attempted to killherself, but failed in all her efforts.The Samurai's story:The court then hears the story of the deceased samurai, told through a medium. The samuraiclaims that Tajōmaru, after raping his wife, asked her to travel with him. She accepted andasked Tajōmaru to kill her husband so that she would not feel the guilt of belonging to twomen. Tajōmaru, shocked by this request, grabbed her, and gave the samurai a choice of lettingthe woman go or killing her. ("For these words alone," the dead samurai recounted, "I wasready to pardon his crime.") The woman fled, and Tajōmaru, after attempting to recaptureher, gave up and set the samurai free. The samurai then killed himself with his own dagger;later, somebody removed the dagger from his chest.The Woodcutter's story:Back at Rashōmon gate (after the trial), the woodcutter explains to the commoner that thesamurai's story was a lie. The woodcutter had actually witnessed the rape and murder, hesays, but just did not want to get too involved at the trial. According to the woodcutter's newstory, Tajōmaru begged the samurai's wife to marry him, but the woman instead freed herhusband. The husband was initially unwilling to fight Tajōmaru, saying he would not risk hislife for a spoiled woman, but the woman then criticized both him and Tajōmaru, saying theywere not real men and that a real man would fight for a woman's love. She spurred the men tofight one another, but then hid her face in fear once they raise swords; the men, too, werevisibly fearful as they begin fighting. They began a duel that was much more pitiful thanTajōmaru's account had made it sound, and Tajōmaru ultimately won through a stroke ofluck. After some hesitation he killed the samurai, and the woman fled in horror. Tajōmarucould not catch her, but took the samurai's sword and left the scene limping.



School of Distance Education

Film Studies Page 69

Climax:At the temple, the woodcutter, priest, and commoner are interrupted from their discussion ofthe woodcutter's account by the sound of a crying baby. They find the baby abandoned in abasket, and the commoner takes a kimono and an amulet that have been left for the baby. Thewoodcutter reproaches the commoner for stealing from the abandoned baby, but thecommoner chastises him. Having deduced that the woodcutter in fact stole the dagger fromthe scene of the murder, the commoner mocks him, "a bandit calling another a bandit". Thecommoner leaves Rashōmon, claiming that all men are motivated only by self-interest.These deceptions and lies shake the priest's faith in humanity. He is brought back to hissenses when the woodcutter reaches for the baby in the priest's arms. The priest is suspiciousat first, but the woodcutter explains that he intends to take care of the baby along with hisown children, of whom he already has six. This simple revelation recasts the woodcutter'sstory and the subsequent theft of the dagger in a new light. The priest gives the baby to thewoodcutter, saying that the woodcutter has given him reason to continue having hope inhumanity. The film closes on the woodcutter, walking home with the baby. The rain hasstopped and the clouds have opened revealing the sun in contrast to the beginning where itwas overcast.INFLUENCE OF SILENT FILM AND MODERN ART:Kurosawa's admiration for silent film and modern art can be seen in the film'sminimalist sets. Kurosawa felt that sound cinema multiplies the complexity of a film:"Cinematic sound is never merely accompaniment, never merely what the sound machinecaught while you took the scene. Real sound does not merely add to the images, it multipliesit." Regarding Rashomon, Kurosawa said, "I like silent pictures and I always have… I wanted torestore some of this beauty. I thought of it, I remember in this way: one of techniques ofmodern art is simplification, and that I must therefore simplify this filmAccordingly, there are only three settings in the film: Rashōmon gate, the woods and thecourtyard. The gate and the courtyard are very simply constructed and the woodland is real.This is partly due to the low budget that Kurosawa got from Daiei, the producer of the film.
Symbolic use of light:
Rashomon was shot directly into the sun. In the shots of the actors, Kurosawa wanted to usenatural light, but it was too weak; they solved the problem by using a mirror to reflect thenatural light. The result is to make the strong sunlight look as though it has traveled throughthe branches, hitting the actors. The rain in the film had to be tinted with black ink becausecamera lenses could not capture rain made with pure water.Film critic, Robert Altman compliments Kurosawa's use of "dappled" light throughout thefilm, which gives the characters and settings further ambiguity. In his essay "Rashomon",
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Tadao Sato suggests that the film (unusually) uses sunlight to symbolize evil and sin in thefilm, arguing that the wife gives in to the bandit's desires when she sees the sun. However,Professor Keiko I. McDonald opposes Sato's idea in her essay "The Dialectic of Light andDarkness in Kurosawa’s Rashomon". She says the film conventionally uses light to symbolize"good" or "reason" and darkness to symbolize "bad" or "impulse". She interprets the scenementioned by Sato differently; pointing out that the wife gives herself to the bandit when thesun slowly fades out. McDonald also reveals that Kurosawa was waiting for a big cloud toappear over Rashomon gate to shoot the final scene in which the woodcutter takes theabandoned baby home; Kurosawa wanted to show that there might be another dark rain anytime soon, even though the sky is clear at this moment. Unfortunately, the final scene appearsoptimistic because it was too sunny and clear to produce the effects of an overcast sky.
Allegorical and symbolic contentThe film depicts the rape of a woman and the murder of her samurai husband through thewidely differing accounts of four witnesses, including the bandit/rapist, the wife, the deadman (speaking through a medium), and lastly the narrator, the one witness that seems themost objective and least biased. The stories are mutually contradictory and not even the finalversion can be seen as unmotivated by factors of ego and face. Even the actors keptapproaching Kurosawa wanting to know the truth, which he claimed was not the point of thefilm as he intended it to be an exploration of multiple realities rather than an exposition of aparticular truth. Later film and TV uses of the "Rashomon effect" focus on revealing "thetruth" in a now conventional technique that presents the final version of a story as the truth,an approach that only matches Kurosawa's film on the surface. Due to its emphasis on thesubjectivity of truth and the uncertainty of factual accuracy, Rashomon has been read by someas an allegory of the defeat of Japan at the end of World War II. James F. Davidson's article"Memory of Defeat in Japan: A Reappraisal of Rashomon" in the December 1954 issue of the
Antioch Review, is an early analysis of the World War II defeat elements.Another allegorical interpretation of the film is mentioned briefly in a 1995 article "Japan: AnAmbivalent Nation, an Ambivalent Cinema" by David M. Desser. Here, the film is seen as anallegory of the atomic bomb and Japanese defeat. It also briefly mentions James Goodwin'sview on the influence of post-war events on the film.Symbolism runs rampant throughout the film and much has been written on the subject.Bucking tradition, Miyagawa directly filmed the sun through the leaves of the trees, as if toshow the light of truth becoming obscured. The gatehouse that we continually return to as the'home' location for the storytelling serves as a visual metaphor for a gateway into the story,and the fact that the three men at the gate gradually tear it down and burn it as the stories aretold is a further comment on the nature of the truth of what they are telling.
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Influence on philosophy

Rashomon plays a central role in Martin Heidegger's dialogue between a Japanese person andan inquirer. Where the inquirer praises the film early on for being a way into the "mysterious"Japanese world, the Japanese person condemns the film for being too European anddependent on a certain objectifying realism not present in traditional Japanese noh plays.The political scientist Graham Allison claimed to have used Rashomon as a starting point forhis magnum opus, Essence of Decision, in which he told the story of the Cuban Missile Crisisfrom three different theoretical viewpoints (and, as a result, the Crisis is described andexplained in three entirely different ways)."Rashomon" is a brilliant but bleak and very dramatic examination of epistemology, thephilosophy of knowledge, the need for certainty and its frail attainment.The film never shows us the incident as it happened, it only shows us the incident inflashback, rather multiple flashbacks as narrated by each of the protagonists and theostensible eyewitness. In a “conventional” film the viewer would expect the flashbacks to belinear; the flashbacks would depict pieces of the “truth” or the “true facts of the case” as theyunfolded sequentially in time, with each flashback adding to and completing the entirenarrative. At the end the viewer would know what “actually happened”, pass a judgment, andleave satisfied. But this is where Kurosawa deviates from the set norms. In a brilliantmasterstroke, Kurosawa shows each flashback as different; each version of the incident asnarrated by a protagonist has a different take on what happened in the forest. The viewer isthen left with the question – what “really” happened in the forest? And that is where the filmmoves into the realms of the classic. For most of us “reality” is something that is objective andindependent of us. What is “real” exists independently of us and would continue to exist evenif we were not present.CINEMA6: CHEMMEENDIRECTOR: RAMU KARIAT

Chemmeen is a 1965 Malayalam romantic drama film based on the highly acclaimed novel ofthe same name by Thakazhi Sivasankara Pillai and directed by Ramu Kariat from a screenplayby S. L. Puram Sadanandan.The film tells the story of a pre-marital and later extra marital relationship betweenKaruthamma, the daughter of an ambitious Hindu fisherman, and Pareekutty, the son of aMuslim trader. The theme of the film is based around the popular belief among the fishermencommunities along the coastal Kerala State in southern India regarding chastity. If a marriedfisher woman was faithless when her husband was out in the sea, the Sea Goddess(Kadalamma literally meaning Mother Sea) would consume him. The film is usually cited as
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the first notable creative film in South India. It was also the first South Indian film to winthe Indian President's Gold Medal for the Best Film, which it did so in 1965.Karuthamma is the daughter of an ambitious Hindu fisherman, Chembankunju. She isin love with a young Muslim fish trader, Pareekutty. Chembankunju's only aim in life is to owna boat and net. Pareekutty finances Chembankunju to realise this dream. This is on acondition that the haul by the boat will be sold only to him. Karuthamma's mother Chakkicomes to know about the love affair of her daughter with Pareekutty, and reminds herdaughter about the life they lead within the boundaries of strict social tradition and warnsher to keep away from such a relationship. The fisherfolks believe that a fisherwoman has tolead a life within the boundaries of strict social traditions and an affair or marriage with aperson of another religion will subject the entire community to the wrath of the sea.Karuthamma sacrifices her love for Pareekutty and marries Palani, an orphandiscovered by Chembankunju in the course of one of his fishing expeditions. Following themarriage, Karuthamma accompanies her husband to his village, despite her mother's suddenillness and her father's requests to stay. In his fury, Chembankunju disowns her. On acquiringa boat and a net and subsequently adding one more, Chembankunju becomes more greedyand heartless. With his dishonesty, he drives Pareekutty to bankruptcy. After the death of hiswife, Chembankunju marries Pappikunju , the widow of the man from whom he had boughthis first boat. Panchami,  Chembankunju's younger daughter, leaves home to join Karuthama,on arrival of her step mother. Chembankunju's savings is manipulated by his second wife. Thesetbacks in life turns Chembankunju mad.Meanwhile, Karuthamma has endeavoured to be a good wife and mother, but scandalabout her old love for Pareekutty spreads in the village. Palani's friends ostracize him andrefuse to take him fishing with them. By a stroke of fate, Karuthamma and Pareekutty meetone night and their old love is awakened. Palani, at sea alone and baiting a shark, is caught ina huge whirlpool and is swallowed by the sea. Next morning, Karuthamma and Parekutty, arealso found dead hand in hand, washed ashore. At a distance, there lies a baited dead shark.
Chemmeen was recognized as a technically and artistically brilliant cinema.Incidentally, it was also one of the first Malayalam movies in colour. It was also a prominentinstance of collaborative work involving technicians from Bollywood such as HrishikeshMukherjee and Manna Dey with those of South India. The commercial success of this movie isbelieved to have brought a sea-change in the way Malayalam films were made. Chemmeen haswon the President's gold medal.

*********


