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with a language and an aesthetic all its own. Since 1979, Film Art by David Bordwell and
Kristin Thompson has been the best-selling and widely respected introduction to the study
of cinema. Using a skills-centered approach, the authors strive to help students develop a
core set of analytical tools that will deepen their understanding of any film, in any genre.
Film Art is generously illustrated with frame enlargements that enable students to view
images taken directly from the completed films.

Building on these strengths, the eighth edition has been revised to be even more class-
room friendly by introducing film techniques earlier in the text, followed by the chapters
on different genres in film.

Stressing complete films instead of techniques in isolation, Chapters 2 and 3 introduce
the idea of film form, and Chapters 4-8 explain individual techniques and how they
contribute to the aesthetic film experience.

The Where to Go from Here section at the end of most chapters raises issues
and provokes discussion. It also functions as a bibliographic source for chapter-
specific issues and provides simple exercises to help students better comprehend
film techniques.

Supporting the text, the accompanying tutorial CD-ROM helps clarify and reinforce
specific concepts addressed in the text through the use of film clips (1-2 per chapter),
a corresponding commentary for each film clip, and a quiz for students to test their
understanding of the material. This CD-ROM is packaged FREE with all new copies of
the eighth edition of Film Art.

More Resources Online

Visit the Online Learning Center at www.mhhe.com/filmart8 for further resources for
students and instructors. Students will find quizzes, chapter outlines and objectives,
Internet exercises, discussion questions, and weblinks. Students and instructors will
also find information about the authors’s new blog. The authors’s blog will be updated
frequently and will feature film reviews, film festival reports, interviews, and ongoing
discussions of varied film topics.
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¢ ostarted oo write Film Aree A fitrocdduceion i 1977, when flm had just
hecome o regular subject of study in colleges and universities, There
were d fow mirodoctory film wxtbooks available, but they scemed o
s oversimplified and lacking a clear sense of organization. Atter smdying flm

sihee the 9005 and after teachimg an nrodectory course at the University of

Wisconsin—NMadison, wi tried w pull together what we'd learned.

We had rwo parpases. First, we wanted o deseribe the basic iechniques of ¢in-
CINA—1NIE-CN-300nc, cincimatoeraphy, edibing, and sound—clearly and thoroushly,
Bevond thal, we wunied to do something that earlier books badn't tried to do. We
wanfed 1o show studenrs how o understand the overall Torm, or strocture, of a film,
The goal wus o analyze whole Dilms, ool ust solated scenes. Ye wanled o show
herw the separate technigues of the Glm mediom functioned in the film’s targer
context,

Tir achiieve these atms, we lried 1w go beyond sumemanzing what ertics and
thearisis hefore us had said. Gf course we couldn’t neglect important thinkers. Bur
the mare we studied Alms, the more we rcalized that there were many cracial as-
pects of film tha bod long oone unpoticed. We had 10 do more than synthesize: we
had 10 innovate.

Sometimes the survey books that appear early in the history of a discipline pro-
duce originad work, and FilorAee wound up doing thae For instanee, we found thar
film editing harburzd o canee of possibalities that bad never been systematically
preseited. Similurly, no ene had ried o survey the various sors of overall form
that a il cam wtilizes A almost every mrn, weericd e fill gaps in undeestanding
and come up with fresh insieh o the creative choices that tlomuoakers bad made,

In the thirty yeuars since we began the project. Fifin A has undergone several
revisions. Wese adjusred 11 the needs of the cducators who have Tound 10 uscful,
and weTve red o accommodate changes in the ways in which llms ae made and
seen. When the first edition came o in 1979, Betamay videotape was just emerg-
ing as a consumer item. Today, peopbe are watching fimes on their 1Pods. Through-
aut wll these changes, thowgh, the art of cinema hasn’t fundamentaily changed.
Imernet and digital ilms use the same hasie techniques and formal strategics that
filimmakers have always emploved. Likewse, the goal of Fifier Ard has remained the
sime: 10 Inlroduce the reader to the fundamental features of cinema as an art Borm.

We envision readers of three sorts. First is the interested peneral reader who
likes movies and wants w know more aboul them. Second 15 the student inoanoin-
troductory flim course, for whom Fifme A functions as i texthook. Third 15 the
more glvanced student of film, who can find here u convenient outline on filim wes-
thetics and suggestlions (or more specialized work.

Since Filer Ar ficst appearcd, a number of other introductary texts have been
published. We helicve that our book stll offers the most commprehensive and sys-
termanie Jayour of the art of fitm. 1 also offers discussions of creative possibilities
that aren’™ considered elsewhere. 105 gratitying toous that scholarly works on cin-
ema often cite Filsr et s an authoritative and original sowecce one o acsthedes.

Organization of Film Art

One way to organize o book like this would be w survey all contemporary ap-
prouchcs o Bim studies, and there's no shortage of books tollowing that approach,

PREFACE
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Bul we believe that the student wants w know the core feaures of the iihm medium
bafirg he or she is invoduced o different academic approasches, So Fifm Arr pio-
neered un appreach that leads the reader i logical sieps through the weehnigues and
structures that make up the whole Hlm.

Moviegoers become absorbed by films as complete expenences. not fragments.
The approach we've chosen emphuasizes the film as a whole—made in panicolar
ways. displaving overall coherence, nsing concrete technigues of expression. and
existing in history. Cur approach breaks down into a series of gquestions.

How does a film get from the planning stages to the sereen?  To understand
flim as an art, it helps o know how people create a film and pet it w andiences. This
guestion leads w o siudy in Part One, “Film Arl and Filmmaking” of {ilm produc-
tion, distribution, and exhibition. We can then see how these activities shape the A-
nal praduct. Decisions at every stuge affect what we seen and hear on the screen.

How does an entire film function?  We asseme that like all artworks, 2 ilm has
i foran 10 made up of parts that relate W one another in specilic and deliberate
wiays, 10 order W have an effect on an audience. In Part Two, “Film Form.” we ex-
amineg the idea of ilm form and how it aftects us, We also introduce the most fa-
milinr type ol form. the narmabive,

How do film techniques contribute to film form?  Film is a distingt medium.
and every lilm imtegrates vartous technigques o s overall form, [n Part Three.
“Film Style.” we examine the antistic possibilities of the primary film technigues:
misc-en-seene. cincmatography, editing. and sound. A chapter s devated o each
one, and each chapler ends with an analysis of how these fechmigues contribule o
g film’s gverall form.

How do we classify hlms!?  We seldom go (o the movies withom having some
idea of the kind of Glm we'll be seeing. Part Fouwr, “Typoes aof Tilms,” examines two
prioncipal ways of grovpmg films, One way 1 by geare, When we label o il a
seience-hetion movie, a horror film, or a mosical, we're using genre categories. We
alsg wsually clussify films by some concepoion of the filn’s relation 0 reabity or o
its manner of production. 5o, besides live-action liction tilms, we rcecognize doc i-
stesteeies, animred fifors, and experimental fifms. These types also exemplity non-
narcative approaches 0 overall Torm,

How may we analyze a film critically?  Once we have same conception of the
possibilitics of the medivm. we cun 20 on 0 analy Ze spectfic Glms, We try to show
iechnigues of analysis by studying several impornant ilms in Part Five, “Critical
Analysis of Films”

How does film art change through history?  We conclude our book by sug-
gesting how formal aspects of Glm have changed in historical contexts, In Part Six,
“Film Art and Film Hislory,” we survey some noteworthy periods and movements in
film history tr show how understanding form helpy ux define filns s larger conlext.



Our Approach: Analyzing the Whole Film

Our hotistic approach o ilm resilied from several years of reaching. We wanted
sludents to s¢e and hear moee 1 the films we studicd. but simiply providing the lec-
turer’'s view wouldn'Chelp students understand cinemia on their own, ldeally, we de-
citled, siudents should masier a ool kit of principies that would help them examine
filins, We became comvineed that 1the best way wointroduce filom’s artistic poential
ix to highlight general principles of {orm and style and 1o show those principles at
wonk i particular movies, That s we emphasized skills, By studying basic ¢on-
cepls of technigue and form, students can sharpen their appreciation of any {ilm that
comes Ieir way.

The stress on skills has another consequence, We reler o a great many filims,
largely o show the range and variety of cinema. But we know that most readers
won't have seen, or even heard of, all of them, Because Filim Art stresses the im-
portinee of conceptual skills, readers don'have W have scen the (ilms we mention
in arider to grasp the general principles. Mamy other films could be vsed w0 make
similar points.

For cxample, many possibihities ol camera movemnent could be ilustrated as
casily with fe Rowele or Efephant as with Ceand Htusion. To exemplify classical
Hollywood filmmaking, My Darling Clementine conld serve a8 well as North by
Northwest, Althouzh a course syllabus could adhere closcly o the series of major

cxamiples used in Fifee Arr tcachers migh decide 1o use & wholly different set of

filrs, Qur buook rests ot on atles But on concepts.

That sand, we do believe thal an introduction 1o any art should balance Tamaliar
cxamples with wafamilior ones. 1F we want (o suggest the range of creative possi-
abities 10 comema, we can’CTim oorselves qust to recent Hollywood releases, One
of an educator’s tasks 15 to broaden the hovizons and wasres of students, w lake them
brevond what they e accustomed o, Films are powertu] and can change the ways
we think and feel, and we beneiil from opening ourselves up w them us widely as
peesible. Soowe baven't hesitaled 1o mention 111ms that lic off the beaten wrack, com-
g froan the silent era, Trom other countnies, and froam caperimiental traditions.
Muany o these films have changed our own lives, and maybe they can change oth-
ers” lives as well.

Features of Film Art

Frame Enlargements and Captions

A book en film must be heavily illustrated. and most are. Many {ilm books, howe-
cver, use production stills photegraphs taken during filming. These are shot with
a alil] camera, almost never placed 1o the same position as the molion picture cams-
ciat. The resutt is a pietare thal doesn’t correspond (o any image in the tnished film.
Nearly all ol our imaces from itlms are frame enlargements—magnificd phato-
sraphs laken {Tom images on [6mm and 35mm lm copies. Fifar A contains more
illustrations than any other ook in the market, and new to the last edition, all stills
from codiw films appear in ol color, (TFor more on (reme enlarecments, sce the
“Where twr Go froam Here™ section in Chapter 1.7

Feanoes of Filin Art

XX
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PREFACE

“Nhere to Go from Here” Secrions

In the first edition of Fifm Are we thought it was important w include a section at
the cnd of cach chapter that would steer readers to ather sources, but withour the
simple listing of ordinary bibliographies, So our chapter supplements, now called
“Where 1o Go from Here” raisc issucs, provoke discussion, and suggest further
reading and viewing. They also indicate Internet sites and DV supplements that
illusirate or develop ideas in the chapter,
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“A Closer Look™ Boxes

These boxes relale ideas 0 the main ext Lo issues in current ihinmaking. Far
example. computer-generated imagery (01 15 addressed inoa discussion of The
Faorel eof tre Benngs.
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Marginal Quotes

Throwghout 1he book, qUotes From authors, screemwniters, producers. directoes, cin-
ematderiphers. and uctors appear in the margin. Whether amusing or insightful, in-
formative or opinionated. rhese marginal quotes seek to cngage siudents from a
filmmaker’s point of vicw,

o A &l
Glossary
Like all art forms, film has speciabized erminology, and so we've mcluded a glos-
sary. The initial mention of a 1erm in the texr is signaled in boldface, which indi-
cates thal the glossary provades further information,

New to the Eighth Edition

Reorganized Parts

Parts Three and Four from the previous edition have been switchad. The “Types of
Films™ chapters on genre and on documentary. @xperimental, and antrmated filims
novw follow the Tour chapters on lilm technigues. This change sligns the book’s se-
quence of chapters with how many instrocrors tell us they use the book. The ad-
vantage of this change is that the film techugues (which many users regard as
central w their courses) come eartier. I also means thal the analyses of documen-
tary, experimental, and animated Bhms are now conunuous exts rather than being
split between two chaptors,

Wy i the Kighth Bdition XX]

i you wander unkidden onte o set,
wou Il alworys knew e AD becuose
e o she is the one wha'll probably
theow vou off. Thats the AD velling,
Places!” et on the set? Lunnh—
ane-hali how! ond “Thars @ weap,
peopfel 1t all very ritualistic. fike
revedle and raps on a mulitory base,
ot ance graning and addly
comnforiing”

— Christine Wachon, independent producer, on
assistant directors
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FRETACE

A New Lead-In Section in Chapter 1

This section discusses the issue of film as an art form before launching into the
technolopy and insttutions behind filmmaking. Hircheock™ classic flm Sheedow of
¢ Doudr is showcased as the opening example,

Revised “Where to Go from Here” Sections

Appearing at the end of cach chapter, these secions Taise issues that provoke class
discussions. They also suggest Turther reading for research. acting as 2 hiblio-
graphic source for specific issues in the chapter.

David Bordwell and Kristin Thompson's Blog at
www.davidbordwell.net

avid and Kristin witl share their idcas and expenences with teachers and students
on thewr blog, Updated feequently, the blog features film and book reviews. roports
from Testivals, and comments that connect ideas in Frm A to the current il
scenc in an accessible format.

The MoCGraw-Hill Film Viewer's Guide (2 booklet with important tips on film
viewing and analysis), which was published as a scparate pamphlet for o few edi-
tions, is now being reincorporated o the text a5 an introduction to the “Sample
Aqalyses” chapter.

Supplementary Instructional Materials

For the Student

A text-specific tutorial CD-ROM will help clarify and reinforce specific concepts
addressed in the 1ext with the use of film clips (1 2 per chapter), a cormesponding
commentary for cach ilm clip. and a gquiz for students to ke to est their under-
standing of the materials. This CD-ROM (s packaged trec with all new copics of
Filor Avt, Lighilt Edition.

The student website (o accompany Fifi Art is www.mhbhe com/lilmart¥, Stu-
dents will {ind numerous opportunities here ro reinforee what they've learmed frum
the text, as well as exlend their kpowledge, Sample Muluple Choiee Quizzcs, Es-
say Questions, Internet Excreises, and links tied o each chapter are included.

For the Instructor

All instructor resources can be found at www. mhhe.con/ffilmant8, For lecture
preparations. the Insiructor’s Manoal comtains chapter outlines, goals for the
chapler. and suggestions for goest lectures, case studies, bibliography, and sugaes-
tins tfor essay assignments and DVD supplements.

[or gquizzes and tests, wou can also hnd a Password Protected Test Bank
al the book wehsite. This contains sample multiple choice, true/false, and cssay
questinns,
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FILM ART AND
FILMMAKING

Film is a young medium, at least compared to most other media. Painting, literature, dance,
_and theater have existed for thousands of years, but film came into existence only a little
‘more than a century ago. Yet in this fairly short span, the newcomer has established itself as
‘an energetic and powerful art form.

It's this aspect of film that we explore in this book. The chapters that follow show how
creative people have used film to give us experiences that we value. We'll examine the princi-
ples and techniques that give film its power to tell stories, express emotions, and trigger
ideas. '

But this art has some unusual features we should note up front. More than most arts, film
depends on complex technology. Without machines, movies wouldn't move, and filmmakers
would have no tools. In addition, film art usually requires collaboration among many partici-
pants, people who follow well-proven work routines. Films are not only created but produced.
Just as important, they are firmly tied to their social and economic context. Films are distrib-
uted and exhibited for audiences, and money matters at every step.

Chapter 1 surveys all these aspects of the filmmaking process. We start by considering film
art in general, and we look at one film that illustrates how skillful and effective that art can
be. The chapter goes on to examine the technology, the work practices, and the business side
of cinema. All these compenents shape and sustain film as an art.
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Film as Art: Creativity,
Technology, and Business

ation pictares are 50 much a part of vur hives that 11%s bard o imagine a
workd without them. We enjoy them in theaters, ar hoine, i oflices, in cars
amdl buses, and on airplanes, We carry Glms with us 10 our laptops and
iPods. We press the button, and our machines conjure up movies for our pleasure.

For abow 1400 years, people have been trying to understand why this mediam
his so captivated us, Films communicate infornmauon and ideas, and they shiow us
places and ways of life we might not sihorwise know. Important as these benefits
arz. though, something more is at stake. Films offer us wavs ol secing and leel-
ing that we find deeply gratifying. They rake s through expericnees. The expe-
riences are often driven by swories. with characters we come w care about, but a
fillm might also develop an dea vre explore visual gualites or sound lexlures. A
(il takes us on o journey, offering o panerned experience that engages our minds
anmd emaotions.

I doesn®t happen by accident Filins are desizned 10 hive effects on viewers.
Late in the 14ih cemtury, moving pictures emerged as a public amusement. They
succeeded becanse they spoke 0 the intaginative needs of o broad-based audicnee,
All the traditons that emerged—iuelling lictonat stories, recording actual evenis,
animating objects or pictures, experimenting with pure form - aimed © give view-
crs experences they eauldn’t eot tromn other imedia, The imen and wormen whio mmande
filins discovered that they could controb aspects of cinema 1o give their andignee
richer, more engaging experiences, Leaming from one another, expanding and re-
{inmg the options avalable, Ghumakers developed skills that hecame the basis of
film as an art form.

The popadar origing of cinema sugeest that some common ways ol talking
won'l help us much i understanding film. Take the distinclion between ard and en-
fevrainment. Some people would say that blockbusiers playing al the multiplex are
merely “entertainment.” whereas films for a marrower public- - perhaps mndependent
films, or testival fare, or specialized experimental works are true art, Usually the
artfentertannnent sphit carncs o not-so-hadden value judements art s high-brow,
wherews entertainment is superlicial. Yeu things aren’t that simple. As we just indi-
cated, many af the artistie resources of cinema were discovered by filmmakers
working for the genersl poblic. Daring the 19105 and 192404, for instance, many
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filims that aimed only 1 be entertaiming opencd up new possibvilities for Alm editing.
As Tor the matter of value, 1€y Clear that popular traditions can Toster art of high
quality. Tust as Shakespeare and Dickens wrote for o broad audience, much of the
greatest Hth-century music. including jazz and the blues, was rooted in popular tra-
ditions. Cinema ix an an becanse it offers flmmakers ways 1o design experiences
for viewers, and those experiences can be valuable regardless of their pedigree,
Filins fur sudiences both small and large belong 1o that very inclusive art we call
CIHERRLL

Sometines, woo, people treat fAln et as opposed to film as a business. This split
13 related to the issue of entertanment. smce entertamment generally is sold tooa
mass audicnce. Agan, however, 10 mesl modern societies, oo arl foats free of coo-
nommic lies, Movels good, bad, or inditferent are peblished because publishers ex-
pect o sell them. Painters hope that colleciars and musgums will acquire their
work, True, some artworks are subsidized through taxes or privale donations, ot
that process, oo, involves the artist 1o o Bnaneial cansaction, Films are no dififer-
ent. Some movies are made in the hope that consumers will pav to sce them. G-
ek e funded by patronage fan invesior or organization wants o see the ilm made)
or public monies {France, for instance, penerons|y subsidizes Gl projects), Even
i you decide to make your own digital movie, you face the problem of paving for
it—aund you may hope o cam o little extra for all your Home and cffort,

The crucial point s that considerations of money don’t necessarily make the
artist any less creative or the project any less worthwhile, Money can corrupt any
Line of business (consider politics). but it daesn’t have to. In Renmissance [aly,
puinters were commissioned by the Catholie church w illustrate events from the
Bible. Michelanygelo and Leonardo da Viner worked (or hire, but 11 would be bard
1oy argue that e hurt their arristey.

Here we won'tassume that film art precludes entertamment. We won't take the
cppusite position either—cblumimg that only Hollywood mass-market movies are
worth our attention. Similarly, we don't think that {ilm art rises above commercial
demangds, but we also won't assume that money rules everything. Any an form of-
fors & vast range of creative possibilitics. Our hasic assumption is thar as an art, film
uffers cxpenences that viewers find worthwhile—diverting, provocatise. puzzling.
ur rapturous. But how do films do tha?

Film Artistry in Shadow of a Doubt

Unecle Charlic has come w visin his sister’s family in Santa Rosa, Calitornia, Char-
lig is a man of the world, flashing money around freely, His sister Emmy adores him
and has even named hor daughter Charlic in his honor, But as Uncle Chatlie lingers
in wewn, Lidle Charlie begins o believe that he's o serial killer who preys on rich
widows, She can’t prove n—the film's title is Shadow of o Dowsr—but she now
sces his menacing side.

Chng night ot dinner, Lincle Charlie praises small-town living, Women keep
By 10 towns like Santi Rosa, he says, not hke the nch, spotfed women one finds
im ey, He slowly ships it g venomous monologue.

And what dao the wives do. these useless women? You see thens in the hotels, the best
hattels, every day by the thousands. Donkmg the mowey, cating the money, losimg the
maney b bridee, playing all doy snd all nehe Smelling af money. Proudd off their jew-
eliy bur nathinge else. Hornble | o Gat, faced, greedy womgn,

Reacting to this, Litthe Charhie blurts ot “Bul Lhey're alive! They're hurman
beings!™ Uncle Charlie replies, “Are they? Are they, Charlie”? Are they human vr are
they fat, wheezing animals? And what happens to animals when fhey gen oo fat and
oo old? As if realizing he's gone too far, Uncle Charlie smiles and switches hack
to his ingratisting manner.

el

“There are Twe kinds of directors: those
who higve the pubihc in ming vwhen
thew concelve and moke their films,
and those who dont consider the
pubilic at all, For the former, cnema 13
dri grT of spectacle; for the latter it is
ar individual ndventure. There Is
nothing intrinsically better about ane
or the ather, ifs simply o matler of
different gpprocehes”

— Frangois Truffaut. directer, Jules omd Iim
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11 In Shadow of a Brosby, Litde Charlic s delighted when LI Inan eerie parallel tr a lovers™ engagement, Uncle Charlie
L'ncle Charlie presents pictures of her grandparents. presents his niece with a ring.

It's a powerful scene, and it depends on many artistic decisions about how 1o
alfect the audience, The screenplay provides vivid dialogue and stong conflicts,
The scene constitutes a step in the process of confirming Little Charlic’s suspicions
that her uncle is a murderer. Since we in the audience have the same suspicions, the
scene nudges us closer to the same conclusion, The scene suggests that he's slightly
mad; his killing proceeds not only from a larcenous bent but also from a deep-
seated hatred of womcn. The scene increases our understanding of his personality,
Our response has an emotional dimension, oo, since in his description of the
women, he dehumanizes them o chilling effect.

Fverything that occurs in a film 15 aflected by context. Sometimes we pull ot
a moment for study, as we've done here. But to get the full effect of that moment.
we need to see it as part of the whole movie, from beginning to end. Any film has
an overall organization, what we'll be catling its form. Calling 1t a form supgests
that a filmy isn’t simply a cluster of moments. ICs a pattern. Shadow of a Doabr s
organized as a story. and the dinner scene we've been examining conrributes might-
ily to the progression of that story. I serves, we can say. a formal function.

Actually, it serves several. The development of the story depends on Uncle
Charlie’s visit to his family and Little Charlie’s gradual discovery thar he’s a mur-
derer. As Uncle Charlie points out, she can't rell anyone the truth; doing so would
devastale her mother. This creates a powerful conflict, not only berween Liule
Charlic and her uncle but also within her mind. Similary, as she learns the uth,
her attitude changes. Initially she worships her uncle, but eventually she becomes
hitterly aware of his real nature. Her trust in the world starts o crack. 1f her beloved
uncle can be so crucl, what hope is rtherg of finding zoodness outside her family?
The dinner scene, then, contributes to a growth in Little Charlie's character.

Fven the tact that the scene ocours at dinner is important. More cheerful scenes
have taken place al the same 1able. Ar one point, Uncle Charlie gives Emmy restored
phutographs of their parents, which seems o convey his sincere love for her and
their farmily. Litdde Churlic is exuberant {1.1). In these carly scencs, we'ne wold of a
special rapport that uncle and niece share, and he even presents har with an elegant
ring {1.2). The ring plays an importartt role in the plot, since Lirle Charlie discov-
Crs an insuription on i {a clue that it came from one of her uncle’s victims).

S0 Uncle Charlie’s hareful monologue conncets with other moments we’ve al-
ready scen. This is the way form tends to operate in any art. A scene in 3 novel,
chord in a piece of music, or a patch of color in a paiming combines with other as-
pects 1o create our overall experience of the work. Formal patterns trigger ideas and
CICions.



Eilm AT[ig[.T_y i Shad o of 3 Dokt 2

1.3 A general shot shows the family at table. with the two 14 After a shot of Emmy, Hitcheock cuts 1o Little Charlie
Charlies most visible, looking uneasily al her uncle.

To appreciate the artistic possibilities of film, then, we need o take nto ac-
count the Alm's organization of its story, the ways the parts it together 1o create
particular effects. Just as important, we nead 1o consider how moviemakers employ
the medium of film, those wechnigues that present the srory to us. In g novel, the au-
thor's use of language conveys the progression of the plot and the development of
the characters. A composer draws on the resources of melody and rhythom wo create
a song. Similarly, the film medium provides the filmmaker with several ways to
convey moment-by-maoment formal developments.

The direcior of Shadew af a Deutn, Alfred Hirchcock. believed firmly in using
the medium 1o arouse the viewer's mind and feelings. So, as Uncle Charlie launches
intoy his monologue, Hitcheock presents us with a shot of the entire table (1.3).
We've seen something like thas shot in earlier scenes, and it ornents us 1o lhe posi-
trons of the scenc’s major characters, Al the same tirne, Hitchcock arranges things
50 that Uncle Charlie, not Emmy s husband, sits at the head of the table. His dom-
ination of the househeld is presented visually. As Charlie starts to falk, after a shot
of Emmy, we get a brief shot of Little Charlie, eyeing him anxiously (1.4). When
he begins 10 denounce the “useless women,” we get a close view of him as he con-
tinues his atack (1.5}

Joseph Cotten’s performance 15 very important here, He secthes with resent-
ment of the “fat, faded, greedy women.” He delivers the speech without blinking,
as if musing to himself rather than talking o others. Hitchcock magnifies the effect
of Cotten's performance by eliminating everyone else at the table. The camera
comes steadily foraard, filling the frame with Uncle Charlie’s face as his mono-
lopue increases in anger and intensity (1.6).

Hitcheock could have used other techmiques. He could have filmed Uncle Char-
lie from the rear. concealing his face but shewing us the reactions of others at the
table. He could have interrupted shots of Uncle Chariie with the reactions af Emimy,
her husband, and her children. But Hircheock achigves a specific effecr by the slow,
riveding mayement oward Uncle Charlie’s face as his hatred for women surfaces.
Even though he's speaking the lines aloud, the relentless lorward camera movement
suggests that we're getting a glimpse into his mind,

Little Charlie Blurts, “But they're alive! They're human beings!™ Maost direc-
tors would have shown her saying this, curting away from Uncle Charlie. But
Hitcheock leaves her outburst offsereen; we only hear ir, Then he adds a chilling ef-
fect. As the camera moves 1o an extremely lght close-up, Uncle Charlie turns
slightly and looks imo the camera as he replies, “Are they, Charlie? (1.7, p. 6).
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15  Uncle Charlie begins his monolopue about nseless woinen. 18 The camera muoves cluser ta him

L7 andis very cluse when he tums and replies 1o Linle 1.8  Larlier in the filn, when Little Charlie has begun o suspect
Charlie’s pratests that these women are human: he asks, “Are her ungle. she pauses on the frunt doorstep.
they. Charlie™”

1% Hircheock then gives s an optical point-of-view shot of
wohat nkakes e Pesatiote. e le hhie J'luld'mg biee o heer
spellbernd.
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Suddenly we're purm the young womman's place, seeing the ol locee of ber un-

vle™s hired. (lonathan Demme cmploys this iechnigue m Gbming Hannibal Lector

m Sifenee of the Lepafnsy soe 830 Like Little Charlic, we begim we reahize that he's
a sociopath, made all the moere frichtening by his steady caze and controlled
speech. Hitcheook's decisions abou staging, camera framing, sound, and aditing
have intensely engaged our minds and emotons i the sty

Cinemalic choices like these often create purposeful paterns, what we'll he
calling the film's sivfe. We tend 1o use the same word o the paterns of language
we find tna novel. Elimore Leonard’s neo-nair fiction displays a very different siyle
froa tha of Toni Morrison™s more yrical novels. Likewise, when we say a sony 1%
i hip-hup style ar o panung s in the hopressionist siyle, we're pointing w how
artisis have chosen and arranged rechniques available in mosic or visual an.

We have seen how the dramatic development of the dinner scene was connected
Lo ather scenes i Shadovw of e Denedre. In o similar way, Hitcheock's style here s re-
lared 1 technical choices in the mowvie as o whole, For one thang, the shot of Unele
Charlic 15 the elosest we ever come o him, so this Geht fromme gives the scene par-
teular foree. dore generatly, Hitcheock employs technigues that par us in the posi-
tion of the characiers. Throughour the ilm, he uses optical point of view  showing
us things that a character sees more or less s the character sees them. bost oflen
the optical point of view we share belongs o Little Charlie (1.8, 1.9).

This pattern of stylistic choives is sustined during the dinner wble monelogue,
The briel shot of Littte Charlie reminds us of her position beside her uncle (1.4
But rather than have Uncle Charlie stat his monalogue by glancing at er. Hitch-
cock lets lum speak to the others at the table, or perbaps only w kimsclf (1.5, 1.6).
Only alter Linle Charlie’s «fisereen ourburst dogs Uncle Charkie turn 10 het—and
ws (L7 Hitcheock has saved the most startling point-ol-view moment for the ond
ol the shot,

The style of this scene enhances a breader patiemn as well, After Unele Charlie
arrives in Santy Rosa, we pet some private ghimpses inte his acovines. but the
seenes conventrate largely on Emony’s Family, and particularly on Linle Charlie. We
know o bt more than she knows about her uncle. For example. froon the stori, we
suspect that be's being sought by the police, but we don’t know whal lhey're in-
vestigating. Later, we learn that Uncle Charlie has torn o story out ol the newspa-
per, hut not until his niece finds it do we know what he was trving to conceal,
Slewey, alomg with Little Churlie, we discover that the Merry Widow Murderer is
at lurge, and Uncle Charlie is a prime suspect.

S0 ihe overall Form of the story™s developinent and the stylistic presentation in
euch seene work w puat us elose Lo Lide Charlie. We know roughly what she knows,
and we learn some key information when she does, Lo the dinner table seene, the
developing story line and Hucheack™s stvle combine o tie us even more tightly o
Linje Charhie. The moment when Uncle Charlie urns challengingly o the ciamers
becomies a high poine of this patern.

The rest of this buok wall examine the ideas of torm and style more closely.
Here wie just want to suggest that our Shadon of a et scene is rypical of how
cinemy works as arl, Films hasee subject matter and themes that contnbute © the
artstic cftect. but in themselves those wmount W raw material. We have plenty of
f1lms about serial killers, but how many are as vivid a8 Shodow of o Donbe? 0y
through torm and style that o Blm draws us Into oo momenl-by-rnoment engagement,
Just as i song or & play or a novel does. As o film unfolds in time, it ofters a devel-
oping paliern that encourages us tooask why things are happening and to wonder
what will bappen next. We teel curiosity and suspense and surprise. The film ¢n-
grages our vislon and hearing, our knowledge of the world, our ideas, and our teels
ings. ‘The dilmmaker can create 3 structured experience that will imvolve us
keenly—and somelimes change the way we Lhink and teel abour our lives. Aflter
walching Shoelene of o Ooofy, many viewers ask whethor the world s as sunny o
place as it sometimes segmy.

Ve [V icheock] was farly Lmversal,
he made people shiver gverywhere,
And he made thnilers that are glsc
equivalent to warks of literegture”

= Jean-Lue Gadard, directar, Bregriless

=]
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PICKING OUT PATTERNS

In studying film as an art, you might
sometimes wonder: Are all the patterns
of form and style we notice really in the
film? Do filmmakers actually put them
there, or are we just reading them in?
When asked, filmmakers often say
that their formal and stylistic choices
aim to create specific effects. Hitch-
cock, a director who had an engineer-
ing bent, planned his stories carefully
and chose techniques in full awareness
of their possibilities, His film Rope con-
fines the action to a single apartrnent
and presents it i only 11 shots. Rear
Window limits the action ta what the
here can see frem his apartrment. In
these and other films Hitchcock delib-
erately created formal and stylistic
challenges for himself, inviting his audi-
ence to come along, Maost directors
aren't so adventurous, but throughout
this book, we'll include cormmants from
filrnmakers that show how the ideas we
present are part of their working craft.

Sometimes filmmakers work in a
more inturtive way, but they still must
choose one story development or an-
other, one technique of ancther. The
finished film can have an overall unity
because the momentary choices tend
to mesh. Joel and Ethan Coen, the
brothers who created Blood Simple,
Raising Arizona, and Fargo, say they
don't set out with a particular style in
mind, As Ethan puts it, "At the paint of
rmaking the maovie, it's just about making
individual choices” Joel picks up the
thread:

... about the best way to tell the
story, scene by scene. You make spe-
cific choices that you thirk are appra-
priate ar compelling or interesting for
that particular scene. Then, at the end
of the day, yoeu put it all together and
somebody books at it and, if theres
some consistency to it they say, “Well,
thats their style”

110 In the Hudsucker Hroxy, the boss dangles ahave the street
in a very steep, centered-perspeciive camposition.

What Wil
This Cost?

1M The same sor of composition is used 10 show the
unpersonad layoul of desks in the Hudsucker company.



Even if the Coens dont map out
every option in advance, the finished
films display distinctive patterns of
Form and style {100, £.11),

Frofessiomals pay attention to other
filmmakers formal and stylistic choices,
while watching Stanley Kubricks The
Shining, Nicole Kidman pointed out
herae the compaosition of ane shot had
both an immediate point and 2 long-
range story purpose (112):

Here, in this scene, look at how there
is this rack of knives hanging in the
background over the boy’s head. . ..
s important because it not only
shows that the boy s in danger, but
one of thowe very knives is used later
in the stary when Wendy takes it 1o
protect herself from her husband
[n13].

Kubrick told Kidman that a director
had to repeat story information so that
the audience could keep up. In other
words, the pattern helped organize the
film and in doing so shaped the viewers
expertence. if only unconsciously.

Kubricks comment points up an-
other reason we can have some confi-
dence when we pick out patterns. A
filmmaker doesn't create a mavie from
scratch, All filmns borrow ideas and sta-
rytelling strategies from other movies
and other art forms. A lot that hap-
pens in films is governed by traditional
rules, usually called conventions,
When Kubrick shows us the knives be-
hind Danny, he's following a very old
storytelling convention: prepare the
audience for action that will come
later, When Hitcheock slowly enlarges
Uncle Charlies face in Shadow of a
Doubt. he’s obeying a stylistic conven-
tion: moving the camera steadily for-
ward can reinforce a scenes rising
tension.

Very often, patterns in cne film re-
semble patterns we've seen in other
films. Even when filmrmakers don't ex-
plain what they're doing, as experienced
vigwers we can notice how they treat
familiar conventions of form and
technique.

112 1o The Shining, an carly scenc in the Hotel Ohverlook
kitchen displays the telepathic rappor between Halloran and
Nanny, whose parents are caretakiong U hotel fur the winier. The
kmives are a natoral part of the kitchen set but are aligned above
Danny.

113 Later Danny’s mother. Wendy, poes to the same knife rack,
seen from a different angle, to grab a weapon.
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Mechanics of the Movies

Films are everywhere now, almost as widely available as print or music. But how
do they get made in the Arae place” Making o movie means two very different
things. First, people make films with machines, Anyvone with a pen and paper can
write 3 novel, and a talented kid with a guitar can become a musician. Movies re-
quirc much more. Even the simplest home video camera 1s based on fiendishly
complex technology. A major film involves elaborate cameras, lighting equipment,
muttitrack sound-mixing siudios, sophisticaled laborateries, and computer-
generated special ctfects. Making a movie alse invalves businesses, Companies
manufacture the equipment. others provide Tunding Tor the Gilm, stll others disteib-
ute it, and finally theaters or other venues present the result (o an asdience. In the
rest of this chapter, we'll consider how these (wo sides of making movies—
technology and business—shape Glm as an art.

Musion Machines

Moving-image media such as film and video couldn’t existaf human vision were
perfect. Our eyes are very sensitive, but they can be ricked. As anyone who has
pased 3 DV knows, a film consists ol & series of franes, or shll picnures. Yer we
don’t perceive the separate frames. Instead, we sce continuous heheand movement.
114 The Zoctrope, which dutes back to - What creates this impression?

[534, spun its images o a strip of Paper No one knows the full answer. Many people have speculated rhat the effect re-
in a rotating drum. sults trom “persistence of vision,” the wndency of an image w linger briefly on our

retina. Yet if this were the cause, we'd see a bewildering blur of superimposed sulls
instead of smooth action. At present, researchers beliove that two psychological
processes are imvolved in cinematic motion: critical flicker fusion and apparent
motion,

[f you ftash a light faster and faster, at a certain pemt {around 5 Aashes per
second), vou see not & pulsating light but a continuous beam. A flm is usually shot
and projected at 24 still frames per second. The projector shulter breaks the light
hzam once a5 a new image is slid into place and once while il 15 held in place. Thus
each frame 15 actally projected on the screen twice. This raises the number of
flashes to the threshold of what s called critical froker fusion, Early silent Hlms
were shot at a lower rate (ofien 16 or 20 images per second), and prajectors broke
the beam only once per image, The picture had a pronounced Hicker—hence an

e early slang term (or mevies, “flickers,” which survives wday when people call a

118 The Muotoscope, an early 20th- film a “flick.”

cenlury entertaimment, displayed images Apparent metion 15 4 scoond factor in creating cinema’™s illusion, 1fa visual dis-
by flipping a row of cards in frone of 4 play is changed rapidly enough, our eye can be {ouled e secing movement. Neon
peephale. adverlising signs often seem 1o show a thrusting arrow, but that illusion is created

simply by static lights lashing on and off at a particular rate, Certam cells in our
cye and brain are devoted to analyzing motion, and any stimulus resembling move-
ment apparently tricks those eells inte sending the wrong message.

Apparent motion and eritical flicker fusion are quitks 1n our visual system, and
technology can exploit those quirks ro produce illusions. Some moving-image ma-
chines predate the invention ol film {1.14, 1.15). Film as we know it came into be-
ing when photographic images were first imprinted on strips of Bexible celluloid.

Al all stages of a filn’s Life, machines move the film swrp one frame at a tme
past a light source. First, there 15 the camera (1.16). In a light-tight chamber, a drive
mechanisin feeds the unexposed motion picture film from a reel (a) past a lens (b)
and aperture {¢) o a take-up reel (d). The lens focuses light reticeied from a scene
onto each frame of fAlm {e). The mechanism moves the Nlm intermitently, with a
brief pausc while cach frame is held in the aperture. A shutter (I) admits light
through the lens only when each frame is unmoving and ready for exposure. The
standard shooting rate for sound film ix 24 (rames per second {Tps).

116 The camera.



17 The projector.

118  Mast multiscreen theaters use platter projection, which winds the film in long strips and
feeds it W o projectr (scen in the lefi rear). The film on the platters 1s an Imasx Thimm pring

The projector is basically an inverted camera, with the light source insicde the
tnachiie rather than in the world outside {1.17), A drive mechanism feeds the film
from a reel {a) past a lens {b) and aperture (¢} to a take-up reel (d). Light is beamed
through the images (e) and magnified by the lens for projection on a screen, Again,
a mechanism moves the Alm intermittently past the aperture, while a shuteer () ad-
mits ljght only when each frame is pausing. As we've seen, the standurd projection
rate for sound film is 24 (ps, and the shutter blocks and reveals each frame twice in
urder to reduce the Aicker effect on the screen.

A feature-length filim is a very long ribbon of images, about two miles for a
two-hour movie. In most ilm theaters, the projector carries the film at the rate of
90 feet per minute. In the typical theater, the film is mounted on one big platter,
with another platter underncath to take il up after it has passed through the projec-
tor (1.18}. In digital theatrical projection, the film is stored on hard discs.

The film strip that emerges from the camera s usvally 2 negative. That is, ils
colors and light values are the opposite of those in the original scene, For the im-
ages o be projected, a positive prinl must be made, This is done on anether ma-
chine, the printer, which duplicates or modifics the footage Irom Lhe camera. Like
a projector, the printer controls the passage of light throwgh film—in this case, a
negative. Like a camera, it focuses Hight o form an image—in this case, on the un-
exposed roll of film. All printers arc light-tight chumbers that drive a negative or
positive roll of film from a reel {a) puast an aperture (b) to a take-up reel (¢}, At the

Mechanics of the Movies
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Film s Are Creatieity, Technolewy, and Pusiness

119 The contucl printet.

same time. a roll of unexposed film (2", ¢} moves through the apertare (b), either
intermittently or continuously. By means of a lens (d). light beamed through the
aperture prints the image (¢ on the unexposed film (¢}, The two rolls of film may
pass through the apermure simultanepusly. A printer of this sor s called a comraet
printer {1.19), Contact printers are used for making work prints and release prints,
as well as for variouws special ellects.

Although the filmmaker can creae nonphotographic images on the ilmstrip by
drawing, painting, or scratching, most flmmakers have relied on the camera, the
printer, and other photographic technology, Digital video (DV) cneedes images
electronically rather than photochemically. The images are grahhed and stored as
binary information, not photographs. Nonctheless, DY cameras and projectors rely
on csseniially the same optical pringiples as photography-bused technology,

Il you were to handle the film that runs through these machines, you'd notice
several things. Cne side is much shinter than the other. Motion picture film consists
of a transparent acctate base (the shiny sidel. which supporrs an emedsion, layers of
gelatin comtaining light-sensitive materials. On a Black-and-white film strip. the
crulsion containg graing of silver halide. When light reflecting from a scene stnikes
them, it triggers g chemical reaction that makes the crystals cluster into tiny specks.
Billions of these specks are formed on each frame of exposcd film. Taken together,
these specks form a latent image that corresponds to the areas of light and dark in
the scene filmed. Chemical processing makes the latent image visible as a canfigu-
ration of black grains on a white ground. The resulting strip of images 15 the nega-
tive, from which positive prints can be struck.

Clolor film emulsion has more layers. Three of these contain chemical dyes,
cach one sensilive 10 a primary color (red, yellow, or blue). Extra layers filter out
the light from other colors, During exposure and development, the silver halide
crystals create an image by reacting with the dyes and other erganic chemicals in
the emwlsion layers, With color negative film, the developing process vields an im-
age that is opposile, or complementary, to the original color values: for example,
blue shows up on the negative as yellow.

What enables film to run through & camera, a printer, and a projector? The strip
is perforared along both edyes. so that small leeth {called sproekets) in the machines
can seize the perforatioms (sprocker hodes) and pull the Alm st a uniform rate and
smoothness. The strip also reseryves space for a sound track,

The size and placement of the perforations and the area occupied by the sound
track have been standardized around rthe world. 8o, o, has the width of the film
strip. which iy called the gawge and is measured in millimeters. Commercial the-
aters use 35mm film, but other gauges also have been standardized internationally:
Super Bmun, 16rmm. and 70mm {1.20-1.24).
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Jiki)

120 Super Bmrm has
been a popular gauge for
amateurs and experi-
mcotal hlmmaukers.

Yegr of the Horse.
concert film featwing
Meil ¥oung. was shot
punly om Super B

121 Lomm film s used
for both amateur aod
professional flm work, A
variable-area vptical
send track (p. 140 runs
dowwn the right sidc.

|
122

35 iy the
standard theateical film
gauge. The sound rack. a
variable-area one {p. 14,
muns down the lei

alongside the images.

1.23

Irovm furaaslc Park, note

In this 33mm strip

the opticul stereophonic
sownd truck {p. 14].
encoded as two parallel
squigeles, The stripe
along the 1efl edge. the
Morse codde—like dots
between the swereophonic

track and the plctore arca,

uod the speckled wreas
around the sprovkst halds
indicate that the print can
alsohe min o wiriows
digital sound systems.

Mochanues of the Meanss

134 TOmm film. another theatrical paoge. was
used for hiswrrical spectacles and epic action films
mier the 19, In this stiip ftom The Suat for Red
Cletaber a stercophonmic mogenetic sound rack runs
along twth edees of the Almstip,
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(R S SIS RHTLY  RETHEREY TR S -

125  The Imax image is primed on TUmm 6ilm but ruos borzontally along the strp. allowing each image to be 1) tioes Tuager than 35mm
and riphe the sive of 70mm. The hmax Gl can be prajected on a very largs screen with no loss of detail

Usually image quality increases with the width of the film becauss the greater
picture arca gives the images betier definition and dewil. All eaher things being
equal, 353mm provides significanly berter picture guality than does 1omm, and
Foimm is superior to hoth. The Fnest image quality currantly available for public
sereenings is that offered by the Imax system {1.25).

The sound track runs down along the side of the tilmstrip. The sound track may
be cither magnetic or opticed. In the magnetic type (1.24), ong or mare sirips of
magnetic recording tape run along the Ghn's edges. During projection, the film's
track is “read” by a sound head similar o that on a wpe recorder. Magneiic tracks
are nearly obsolete in theaters today,

Most filmsirips have an optical sound truck, which encodes sunic inlformation
in the form of parches of light and dark running down along the frames. During pro-
duction, electrical mpulses from a nmcrophone are translated into pulsatons of
light, which are photographically inscribed on the moving filmstrip. When the film
15 projecied, the optical rack produces varying intensitics af light that are ranslared
hack into electrical impulses und then ino sotnd waves, The optical sound track of
16mm film is on the right side (1.21), whercas 33mm puts an optical track on the
left £1.22, 1.23). In cach, the sound s cncoded as varfodde-orea, a wavy contour of
black and white aleng the picture strip.

A filw’s sound track may be moncphomie or siereophonte. The Témm lmstrip
(1.2 and the first 35mm Alm strg (1.22) have monophonic optical racks, Steireo-
phonic optical sound is registered as a pair of squigples running down the left side
{1.23}. For digital sound, a siring of dors and dashes running along the film’s per-
forations, or between the perforations, or close 1o the very left edee of the frames
provides the soundtrack information. The projector scans these marks as i reading,
a bar code.

I's odd o think that our memones of the (lms we Tove have their orggans in
something as inert-looking as a strip of perforated celluloid. With all their appeals
to our erncoons and imagination, movies depend on some very Langible materials
and machines. Without them, the filmmaker would be as lost as o painter without
paint. Much of the artistry we'll be examining in the chapters ahead depends on
how filmrmakers choosze 10 use the palete provided by technology.

Making the Movie: Film Production

Important as technology 15 Glms are part of social institutions as well, Sometimes
the social context is very intimate, a5 when a family records their lives on Glm (w0
show friends and relations. But films that aim at the public entzr a wider range of
institutions. A movie typically poes through three phases: production, distribution,



Making the Mowvie: Film Proxlnction

and exhibition. A group or company makes the film, a distribution company rents
copies to theater chains, and local theaters exhibit the film. Later, the DVD version
is distributed to chain stores or rental shops, and it’s exhibited on TV monitors,
computer screens, or portable displays. For video on demand and many amateur
videos, the Internet serves as a distribution medium.

The whole system depends on having movies to circulate, so let's start by con-
sidering the process of production. Most films go through four distinct phases:

1. Scriptwriting and funding. The idea for the film is developed and a screen-
play is written. The filmmakers also acquire financial support for the project.

2. Preparation for filming. Once a script is more or less complete and at least
some funding is assured, the filmmakers plan the physical production.

3. Shooting. The filmmakers create the film’s images and sounds.

4. Assembly. The images and sounds are combined in their final form. This in-
volves cutting picture and sound, executing special effects, inserting music or
extra dialogue, and adding titles.

The phases can overlap. Filmmakers may be scrambling for funding while
shooting and assembling the film, and some assembly is usually taking place dur-
ing filming. In addition, each stage modifies what went before. The idea for the film
may be radically altered when the script is hammered out; the script’s presentation
of the action may be drastically changed in shooting; and the material that is shot
takes on new significance in the process of assembly. As the French director Robert
Bresson puts it, “A film is born in my head and I kill it on paper. It is brought back
to life by the actors and then killed in the camera. It is then resurrected into a third
and final life in the editing room where the dismembered pieces are assembled into
their finished form.”

These four phases include many particular jobs. Most films that we see in the-
aters result from dozens of specialized tasks carried out by hundreds of experts.
This fine-grained division of labor has proved to be a reliable way to prepare, shoot,
and assemble large-budget movies. On smaller productions, individuals perform
several roles. A director might also edit the film, or the principal sound recordist on
the set might also oversee the sound mixing. For Tarnation, a memoir of growing
up in a troubled family, Jonathan Caouette assembled 19 years of photographs, au-
diotape, home movies, and videotape. Some of the footage was filmed by his par-
ents, and some by himself as a boy. Caouette shot new scenes, edited everything on
iMovie, mixed the sound, and transferred the result to digital video. In making this
personal documentary, Caouette executed virtually all the phases of film production
himself.

The Scriptwriting and Funding Phase

Two roles are central at this phase: producer and screenwriler. The tasks of the pro-
ducer are chiefly financial and organizational. She or he may be an “independent™
producer, unearthing film projects and trying to convince production companies or
distributors to finance the film. Or the producer may work for a distribution com-
pany and generate ideas for films. A studio may also hire a producer to put together
a particular package.

The producer nurses the project through the scriptwriting process, obtains fi-
nancial support, and arranges to hire the personnel who will work on the film. Dur-
ing shooting and assembly, the producer usually acts as the liaison between the
writer or director and the company that is financing the film. After the film is com-
pleted, the producer will often have the task of arranging the distribution, promo-
tion, and marketing of the film and of monitoring the paying back of the money
invested in the production.
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“The screenploy is only secondarily a
wrilten thng: it is on elaborate
natation, or, put another way, a kind
of rodified visualization,”

— Larry Mchurtry. screenwriter, Brokehock
Aountmn

A single producer may take on all these tasks, but in the contemporary Ameri-
can {ilm industry. the producer’s work is further subdivided. The executive producer
is often the person who arranged the linancing for the project or obtained the liter-
ary property (although many filmmakers complain that the credit of cxecutive pro-
ducer is somenimes given (o people who did litle work). Once the production is
under way. the fine producer oversees the day-to-day activities of director, cast, and
crew, The line producer is assigned by an associate producer, who acls as a liaison
with laboratories or techmicul personnel,

The chict sk of the screenwriter is 1 prepare the vereeaplay (or scripth.
Sometimes the writer will send a screenplay o an agent, who submits it o a pro-
duction company. Or an experienced screenwriter meets with a producer in a “pitch
seskion,” where the writer can propose deas for scripts. The first scene of Robort
Altman’s The Plaver satirizes pitch sessions by showing celebrity screenwriters
proposing straincd ideas like “Prerey Woman meets Out of Africa.” Alternatively,
sometirnes the producer has an idea for a Glm and hires 4 sereenwriter to develop
it. This approach is common il the producer has bought the rights to a novel or play
and wants 1o adapt it for the screen,

The screenplay goes through several stages. These stages include a rreatment,
& synopsis of the action: then one or more full-length scripts; and a final version,
the shaating scripi. Exlensive rewriting is common, and writers often must resign
themsclves o seeing their work recast over and over, Several writers contribuled 1o
the screenplay for Shadow of a Dowbt, cach working with Alfred Hitchcock. Lnter-
estingly. the dinmer lable scene we cxamined on pages 5-T was conceived quite
carly in the planning phase. Hitcheock thought dhat it was pivotal and asked his
writers to rework the earlier whle scencs Lo prepare for it

Shooting scripls are constantly altered, oo, Some directors allow actors to
mdify the dialogue, and problems on location or in a set may necessitale changes
in the scene. In the assembly stage, script scenes thar have been shot are often con-
densed, rearranged. or dropped entirety.

[ the producer or director finds one writer's screenplay wnsatislactory, ather
writers may be hired to revise it Most Hollywood screcnwriters earn their living by
rewniling other writers’ scripts. As you can imagine, this often leads to conflicw
ghbout which writer or writers deserve onscreen credit for the filn. In the American
film industry, these dispates are adjudicated by the Screen Writers” Guild,

As the screenplay is being written or rewritten, the producer is planning the fiim’s
finances. He ar she has sought out a dircetor and stars o make the package seem a
prormsing investment. The producer must prepare a budget spelling out above-the-tine
cosis (the costs of lterary propenty, scripewriter, director, and major cast) and befone-
the-fine costy (the expenses allotied to the crew, secondary cast, the shooting and as-
sembly phases, insurance. and publicity). The sum of above- and below-the-line costs
is called the negarive cost (that is, the total cost of producing the Hlm's master nega-
tivel, [n 20035, the average |ollywood negative cost ran o about 560 million,

Soante films don’t follow a futl-blown screenplay. Documentarics, for instance,
are ditficult wo seript fully in advance. [n vrder 1o get funding, however, the projects
typically require a summary or an outline, and some documentarists prefer to have
a wrilten plan even il they recognize that the film will evolve in the course of flm-
ing. When making a compilation documentary from cxisting footage, the Glm-
makers oflen prepare an outline of the main paoints 1o be covered in the voice-over
commentary before writing a final version of the text keyved 1o the image track.

The Preparation hasc

When funding is more or less secure and the seript is solid enough to start flming,
the lilmmakers can prepare for the physical production. In commercial filinmaking,
this stage of activity is called preproduction. The director, who may have come on
biard the project at an earlier point, plays a central role in this and later phases, The
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dircctonr coordinates the seaff to create the film. Although the director’s authority
150’1 absolure, he or she s vsually considercd the person most responsible for the
tinal look and sound of the film,

Arthis point, the producer and the direcror set up g production office, hire crew
and cast the roles, and scout locatwms for filring. They also prepare a daily sched-
ule for shaoting. This is done with an eve on the budget. The producer assumes that
the separate shots will be made out of continuity—that is. in the most convenienl
erder (or production—and put i proper order in the cditing room. Since ransport-
ing cguipment and personnel o a locaton s major expense, producers usually
prefor o shoot all the scenes taking place in one location at one time, For firassic
Purk, the main characters” arrival on the island and their departure at the end of the
film were both shal at the start of production, duting the three weeks on location in
Haweaii. A producer musl alse plan to shoot around acters who can’t be on the st
cvery day, Many producers ry 10 schedule the most difiieudr scenes early, before
Cast and coew begin W tre, For Raging Bl the complex pozelight sequences wers
filmed fiest, with the dialogue scenes shot later, Keeping all such contingencies n
mind, the producer comes up with o schedule that juggles cast, crew, locations, and
even seasins mosl ellicienily.

uring preproduction, several 1hings are happening at the same 1ime under the
supervision of the director and producer. A writer may be revising the screenplay
while 4 casling supervisor 15 searching oul aclors. Because of the specialized divi-
siom of lahor in large-scale production. the director orchestrates the contributions of
several units. He or she works with the set wait, or produerion dexign wnir, headed
by a produciion desicrer The production desizner i in chanme of visuslizing the
film™s settings. This unit creates drawings and plans that determine the architecnure
aml the color sehames of the sets. Under the production designer’s superyvision, an
eidt dlivecior oversces the construction and painting of the sets. The ser decoratar,
olien someone with expericnes i mterior decoration, madifies the sets for specific
flming purposes. supervising workers who find props snd a ser dresser who

weranges things on the set during shooting. The cosfume designer s in charge of

planning and exceuting the wardrobe for the production,

Wirking with the production designer, a grapfiie arrist may be assigned w pro-
duce a storvboard, o series of comic-surip-like sketches of the shots in each sceng,
including notations wbout costume, lighting, and camera work (L26), Most diree-
tors do not demand a storvbourd Tor every sceng, but sction sequences and shots os-
ing speciat etfects ar complicated comera work end 10 be storyboarded in detail.
The storyboard gives the cinematography unit and the special-eiTeets unit a pre-
liminary sense of what the finished shots should ook like, The storyhouard images
may e flmed, cut together. and plaved with yound to help visuahize the scene. This
15 one form ol animatics.

Computer graphics can take planning further, The process of previsualization,
or Uprevis, reworks the storvbourds o three-dimensional ammation, complete
with moving figures, dislogue, sound effccts, and music. Conlemporary software
can create settings and characrers reasonably close to what will be filmed, and tex-
wwres and shading can be added. Previsvulization animatics are most often wsed (o
plan complicated action scenes or speclal effects {1.27% For Star Wars Epiveds
D Revenpe of the Sith, George Lucas’s previsualization team created 6300 de-
taided shots, o third of which Tormed the basis for shots inthe finished film. In ad-
dition, previsualization helps the director test options for staging scenes, nuving
the camera, and Hming sequences,

The Shooting Phase

Although the term preduciion relers to the entire process of making a film, Holly-
winnl filmmakers abso use ir (o refer o the shooring phase, Shooting is also known
ay prrincipal pestagraphy,
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W veou wander unbddden onlo w sel,
vou'll always know the AD because
he or she s the one wholl probably
throw you of ) Thots the AD velling,
Tlaces!” Qutet on the set!’ Lunch—
one half hour!” and 'Thots a wrap,
peoaltel 15 oll very ritualistic, Uik
reveille and taps on a military base,
ab onee grating ond oddly
comfarting”

— {hnistine Vachon, independent preducer. on
assistant directors

12T Animated previsaabizaonon from King Kore,

Pruring shooting, the dircctor superyviscs what is called the diveetor’s crews con-
sisting of these personnel:

+  The seript supervizorn known in the classic studio era as a Usenpt girl” (To-
day one-fitth of Hollywood seript supervisors are male ) The script supervisor
i in charge of all details of continuity trom shot to shot, The supervisor
checks detaiis of performers’ appearances (in the Jast scene, was the carmation
in tha lefr or right huttonhole?), props, lighting, movement, camera position,
and the running time of cach shat,

v The first assistant director (AR, o jack-of-all-irades who, with the direclor,
plans cach day's shooting schedule, The AL scrs up cach shot for the direc-
tor's approvil whle keeping teack of the actors, monitoning safety conditions,
and keeping rhe energy level high,

»  The second assistant divecior wha 1s the haison among the first AT, the cam-
era crew, and the elecincians” crew,

o The third assistant director, who serves as messenger for director and statf.

*  The dicfogue coach, who Teeds performers their lines and speaks the lines of
offaceeen characrers during shors of other performers.

«  The secand wnir divecior, who {tlms snis, location loolage, action scenes,
and rhe like, at a distance from where principal shooting is taking place.

The maost visible group of workers is the cast. The cast may include stars, well-
known players assigned to major rides and lkely w attract audiences. The cast also
ncludes supporting plavers, or performers in secondary roles, mimor plavers; and
extray, Lhose ancenymous persons who pass by in the street, come wgether for crowad
scenes, and B distant desks in large office sers, One of the director’s major jobs is
to shape the perlormances of the cast. Most direciors spend a good deal of tme cx-
plaining how a line or gesture should be rendered, reminding the actor of the place
of this scene in the overall film, and helping the actor create a4 coherent perfor-
mance. The st AD usualty works with the cxtras and akes charee of amanging
croved SCenes.

On some productions, there are still more specialized roles, Stunf riists will
be supervised by o stwmr cossdinaror; professional dancers will work with o
choveagrapfier [f animals join the cast, they will be handled by a wrangfer There
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128 Onthe set af Cirizen Kane, Qrson Welles direets from his wheelehair on the far right,
cinemutographer Grege Tolund crouches below the cammera, and actress Dorathy Comingore
kaeels ut the lett. The serpt supervisor is seated in the left buckground.

have been pig wranglers (Mad Max HBevord Thunder Dome), snake wranglers
(Raiders of the Lost Ark), und spider wranglers {Arachnophobia).,

Another unit of specialized labor is the phetography unit, The leader is Lthe cin-
ematographer, also known as the director of photograpby (or D). The cinematog-
rapher is an expert on pholographic processes, lighting, and canera technigue. The
cincmawgrapher consults with the director on how each scene will be Lit and filmed
(1.28} The cinematographer supervises 1he following:

= The camera aperdter, who mns the machine and wha may also have assis-
tants 10 load the camera, adjust and follow focus, push a dolly, and so on.

= The key grip, the person wha supervises the grips. These workers carry and
arrange equipment, props, and ¢lements of the sctting and lighting,

*  The gaffer the head electrician who supervises the placement and rigging of
the lights.

Farallel 1o the phowography unic is the sewnd wnir, This i headed by the
production recordise {also called the sound miver). The recordisCs principal re-
sponsibility is to record dialogue during shooting, Typically the recordist uses a
tape or digital recorder, several sorts of microphones, and a console o balance and
combine the inputs. The recardist alser tries o capture some ambient sound when
no actors are speaking, These bits of room tone are tater inserted 1o fill pauses in
the dialogue. The recordist’s stff includes the following:

*  The boom operator, who mampulates the boom microphone and conceals ra-
dic microphomnes on the actors.

* The third men, who places olhier microphones, lays sound cables. and is in
charge of controlling wnbient sound.

Some productions also have a sownd designer, who enters Lhe process during the
preparation phase and wha plans a sonic style appropriate for the entire film,

19
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130 A slute shewwn gl the beeinning of o
shot in Jeun-Eus Gaodard™ Lo Ohinwise.

CHAFTER 1 Tl s Arr: Creanvieg, Technoliys, and Business

1.29  Scolpung a model dinosawr fie Jurersaie Purk: The Lot
Wiardd. The mode] was scannad inteoa computer for digiial
1Tl atian,

A visued-effects waif, overscen by the visual-effects supervisor, 15 chareed
wilh preparing and executing process shots, miniatures, matte work, compuler-
gengrated graphics, and other technical shars (1.29). During the planning phase, the
director and the producton designer will have deternuimed what effects arc needed.
and the supervisor consulls with the director and the cinematosrapher on an on-
eaing basis. The visual-gffecis unit can number hundreds of workers. from puppet-
ind modet-makers @ specialists m digil compositing,

A miscellaneous unit includes a makeup staff, a costume staff. hnirdressers, and
drivers who transport cast and crew. During shooting, the praducer is represcnied
by a unit called the praducer s erews Central here is the e produces who manages
daily organizational business, such as arranging for meals and accommodations. A
production accemitans (or production auditoer) monitors expenditures, a proeiefon
secretory coordinates 12lephone communications ameng units and with the pro-
ducer. and prraclicfion axsisfonts (or PAs) run errands, Newcomers o the Al in-
dustry ¢fien slar oul working as production assistnts.

AN this coardinated efforr, invalving perhaps hundreds of workers, results in
many thousands of feet of exposed film and recorded sound-on-tape, For every shot
called lor in the seript or storyboard, the directir wsually makes several takes. or
versions, Tor instance. if the tinished film requires one shor of an acrior saving i
line., the dircelor may make several tukes of that speech, cach tme asking the actor
1o vary the delivery. Not all takes are printed, and only one of those becomes the
shot included in the finished flm. Extra foolage can be used in coming-attractions
trailers and electronic press kits,

Because scenes seldom are filmed in stony order, the director and crew must
have some way of labeling cach ke, As so0n as the camera starts. one of the cin-
ematographer’s slafl holds up a sfare before the lens. On the slate is written the pro-
duction, scene. shob, and take, A hinced arm at the top, the clapboard, makes a
sharp smack that allows the recordist o synchromze the sound track wath the
footage in the axsembly phase (LMW Thiy every take @y identified for futore refer-
ence, Theee are also clectronic slates that keep track of cach take awtomatcally and
provide digital readouts.

In filming a scene. most direciors and rechnicians tellow an organized proce-
dure, While crews sct up the lighting and test the sound recording. the director re-
hearses the actors and instructs the cinemawgrapher. The director then supervises
the flming of a master shof, The master shot typically records the entire action and
dialogue of the scene, There may be several takes of the master shat, Then portions
of the scene arg restaged and shot in closer views or from different angles. These
shots are called coverege. and each onc may require many takes, Today most
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directors shoot a great deal of coverage, often by using two or more cameras {ilm-
ing at the same time. The script supervisor checks to ensure that details are consis-
tent within all these shots,

For most of film history, scenes woere filmed with a single camera, which was
moved @ different points for different seteps. More recently, under pressure 1o fin-
ish principal photography as fast as possible, the director and the camera unit might
USE IWo OF mOore cameras, Action scenes are oflen shor from several angles simul-
tneously because chases, crashes, and explosions are difficult to repoat for retakes,
The battle scengs in CHeaddicetor were filmed by 7 cameras, whereas | 3 cameras were
wsed Tor stunts in XXX, For dialogue scenes, a common tactic i5 1o flm with an A
camera and a4 B camerd, an arrangement that can capiure two actors i alternating
shots, The lower cost of digital video carmeras has allowed some directors 1o ex-
periment with shooting conversations from many angles at once. hoping to capture
unexpected spontuneity in the performance. Some scencs o Lars von Trier's
Dncer in the Dark conployed 100 digital cameras.

When special effects are 0 be included, rhe shooting phase must carcfully plan
for them. In many cases, actors will be ilmed against blue or green backgrounds so
that their fipures may be inserled into computer-created settings. Or the dircctar
may film performers with the understanding that other material will be composited
into the frame {1.31),

The Assembly Phase

Filmmakers call the assembly phase posgprroduction. (IF something goes wrong,
SOMenne may promise o “Ax it in post”™) Yer this phase does not begin after the
shooting is finished. Rather. postproduction staff members work behind the scenes
throughout shooting.

Before the shooting begins, the director or preducer probably hires an editor
{also known as the supervising editor). This person catalogues and assembles the
takes produced during shooting. The editor also works with the dircctor to make
creartve decisions about how the footage can best be cut together,

Becawse cach shot usually exists in several takes, because the film is shot out
of story order, and because the master-shot/coverage approach yields so much
foorape, the cditor’s job can be a huge one. A 100-minute feature, which amounts
1o about 9000 feet of 353mm film, may have been carved out of 300,000 feet of film.
For this reason, postproduction on major Hollywood pictures oflen takes up to
T monrhs. Sometimes several editors and assistants are brought in.

Typically, the cditor receives the processed foorape from the laboratory as
quickiy as possible. This footage is known as the duaiiies or the rushies. The editor
inspects the dailics, leaving 