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Introduction

This book is the Teacher’s Book accompanying the Student’s Book of Appreciating
Cinema, and is designed to provide additional reference material for teachers. The book
includes teaching guidance, answers to exercises, and supplementary material, as well as a
list of web-based resources that may be used by teachers (or students) as a convenient start-
ing point for further reading and research.

Structure of the Chapters
This book is divided into fifteen chapters corresponding to the fifteen chapters of the
Student’s Book. The basic structure of each chapter is as follows:

©® General Comments: highlights the key concepts and ideas that are addressed in the
chapter.

® Content and Planning: provides a lesson plan for each class, along with suggestions for
the amount of time likely to be required for each section. (It has been assumed that
lessons will take the form of one class divided into two periods of fifty minutes each.)

® Key: gives detailed answers to the exercises included in the Student’s Book.

® Discussion Questions: provides guidelines for conducting in-class discussions, and
(where appropriate) possible answers.

® Additional Material: provides additional information that can help students to better
understand both film theory and the film in question. Teachers may use their discre-
tion to select the additional material they believe is most suitable for further explana-
tion in class. The additional information takes the following forms: further explana-
tion of difficult aspects of the main text; additional information about film and film
theory; and relevant “cultural background” information.

Teaching Methodelogy

The textbook as a whole is designed to guide students towards an understanding of how
movies can be better understood and appreciated. At the same time, through thinking in
English and using the English language to discuss issues related to the subject, students
should be able to develop their English-language competence, better their knowledge of the
Western way of life, and improve their understanding of English-speaking cultures. Although
the book provides “answers” to certain questions, it should not be viewed as a collection of
facts or authoritative statements on the subject. Students should be encouraged throughout



to keep an open, critical, and questioning attitude towards the subject.

In practical terms, the teaching methodology is as follows:

® Introduce the key concepts and ideas that are to be covered in the chapter (as outlined

in the “General Comments” section).

® Explain to students the main points of the main text of the Student’s Book, asking

questions where necessary to ensure full comprehension. Where appropriate, teach-
ers may choose to supplement the information in the Student’s Book with “Addi-
tional Material” from the Teacher’s Book.

® Carry out exercises to encourage students to apply and extend their knowledge.

® Conduct a short discussion to encourage students to think critically and indepen-

dently about the subject.

The interpretation and criticisin given in the Student’s Book is only a starting point for
further inquiry and analysis; the answers given in the “Key” and “Discussion Questions”
sections of the Teacher’s Book are suggestions rather than complete and final solutions.
There will often be no absolutely conclusive answers to the questions raised in the book.
What is important is that students develop a relatively systematic methodology for approaching
the subject, and that they become accustomed to providing argumentation and evidence in
support of their ideas. The extent to which the teacher is able to generate intelligent debate is
the extent to which the course has succeeded in its aims.

The course has been designed as an introduction to English-language cinema, but teach-
ers should also feel free to adapt the material in accordance with their own teaching objectives.
For example, those seeking to develop students’ oral English skills should spend proportion-
ally more time on the exercises and discussion questions; those seeking to improve students’
writing could assign short writing assignments; and those using the book as part of a course
on contemporary American (or Western) culture should spend more time on the “Critical
Perspectives” sections.

Language of Instruction

The text is written in English with Chinese translation following in the latter half of the
book. This has the dual advantages of (i) exposing the students to authentic unsimplified
written English and (ii) allowing students to read about the subject in their own language
should the English prove difficult. Teachers should feel free to adjust the proportion of the
course taught in English to the language level of their own students.
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ChaPter I

History and Genre

General Commentsililild
This chapter attempts to:
* Introduce the history of early cinema, classical Hollywood cinema, and post-classical
Hollywood cinema with regard to technological, industrial, and artistic developments.
* Introduce the concept of genre and, in particular, the categorization of genres and the
functions of genre.

Content and Planning

Class Period Section Suggested Time
Period 1 Early Cinema 10 mins
(50 mins) Classical Hollywood Cinema 10 mins
Additional Material: Censorship and 5 mins
Self-Regulation in Hollywood
Post-Classical Hollywood Cinema 10 mins
Additional Material: Non-American Film 5 mins
Movements
Exercise 1 10 mins
Period 2 Categorization of Genres 10 mins
(50 mins) Additional Material: Ten Hollywood 35 mins
Genres with Further Examples
Exercise 2 5 mins
The Functions of Genre 10 mins
Exercise 3 5 mins

Discussion - 15 mins
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Exercise

P9. Summarize the main features (technological, industrial, and aesthetic) of early cinema,
classical Hollywood, and post-classical Hollywood.
The main features could be summarized as in the table below:

Cinema History: An Overview

Early Cinema Classical Hollywood Post-Classical
Hollywood
Technology | Development of Development of sound | Development of other
celluloid Development of Techni- | exhibition channels
Development of color and multimedia plat-
cameras and projectors forms
Industry Dominance of Edison |“Big Five” and “Little | Paramount anti-trust
and Biograph compa- |Three” case
nies Vertical integration of | Competition with TV
production, distribution | Distribution windows
and exhibition on different media
Narrative platforms
“Actuality Filming” Continuity editing Flexible use of genre
Aesthetics | “Cinema of Attractions” | Star system Rules of causality and
Genres temporal logic ob-

served less strictly
Foregrounding of sty-
listic devices

P11. What kind of procedures would you follow to identify the genre of a given film?
One obvious method would be to consult the “differentiating criteria” of the genres as
listed in the table. Additionally, one could also look at recurrent situations, audience
response, style and actors.

Recurrent situations are a good way of identifying genres. In the Western, for instance,
we find gunfights and saloon brawls, and in action films a series of “chase” scenes.

Some genres are defined primarily through audience response, so it may also be impor-
tant to consider the emotional experience of watching a film. Horror produces fear, for
example, and comedy (often) makes you laugh.



An immediately distinctive feature of a genre is often its style and, in particular, its 3

iconography (i.e. its system of recurring motifs such as costumes, props, settings, etc.).
High-tech gadgets and futuristic settings might, for instance, indicate that the film be-
longs to the science-fiction genre, just as shadowed characters pacing through dark,
rainy city streets might suggest film noir.

Another way we commonly recognize genre is through actors, because certain actors
tend to be associated with some genres more than others. Could one imagine Tom
Hanks (forever associated, now, with Forrest Gump) in a science fiction film like The
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Matrix or as a mafia boss in The Godfather? Or could one imagine Marlon Brando (the
godfather of The Godfather) at ease as the protagonist of a romantic comedy such as
Four Weddings and a Funeral?

And what about Hugh Grant in film noir?

P14. Do you think there is a “hierarchy” of genres? Are some genres more prestigious
than others?
The concept of a “hierarchy of genres” comes from literary study. It was once gener-
ally believed that certain genres were “higher” — more noble, dignified, demanding,
warthwhile — than others. At the top of the hierarchy were epic and tragedy, lower
down came comedy, and lower still came satirical works and epigrams.
Cinema has no formal “hierarchy” as such, but there does seem to be an informal
hierarchy governing the critical reputation of cinematic works. When it comes to the
Oscars, there is a definite preference for serious drama, epic, biopics and literary

adaptations. Action, war, science fiction, fantasy, suspense and Western do less well.

The Oscars: Best Picture Winners by Genre
From 1927/8 to 2001
Genre Percentage Winning “Best Picture”
Drama 39%
Historical/Epic 16%
Comedy 14%
Musical 11%
War 8%
Action 5%
Western 4%
Suspense 3%

* Adapted from www.filmsite.org



Discussion Questions

1. What are the advantages and disadvantages of approaching films through the concept
of genre?
Students should be encouraged to think critically about the use of genre as an analytical

concept. The table below outlines some of the advantages and disadvantages associated
with this approach. It is not exhaustive.
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Advantages and Disadvantages of the Genre Approach to Cinema

Advantages

Disadvantages

Genres are the best way of categorizing
films into meaningful groups.

There is disagreement about (1) the defi-
nition of genre as a whole and (2) the
definition of individual genres.

In fact, the definition of a genre is al-
ways circular: To define a genre, one
must gather together individual
examples; but, in order to gather those
individual examples, one must first have
a working definition of the genre.

Genres may constitute basic “mythical”
patterns that help humans to make sense
of their existence.

Since films frequently combine ele-
ments from different genres, categori-

zation is (in practice) subjective.

Genres provide interpretive guidelines:
They point out elements of the film that
are likely to be significant and of
interest.

The concept of genre can be an artifi-
cially limiting one if employed “pre-
scriptively” (i.e. as a set of rules to be
followed).

Genres are revised to address particular
historical needs, and so are themselves
a record of cultural change.

Genres are unstable over time: They are
constantly evolving, dissolving and re-
forming (there may be considerable dif-
ference between 1950s and 1990s sci-
ence fictions).




2. Do you think genres are historically and culturally specific?
Examples are given in the table below:

Historical/Cultural Specificity of Some of the Main Genres

Genre

Historical/Cultural Context

Blockbuster

Jaws (1975) is sometimes taken to be the earliest
blockbuster. The blockbuster is normally considered
to be a very “American” genre. It is a product of the
post-classical period.

Comedy

Varieties of comedy have been produced throughout
the ages (comedy in the Western tradition has its ori-
gins in classical drama).

Film Noir/Neo-Noir

Film Noir reached its peak in the 1940s and 1950s.
Neo-Noir films are still occasionally made.

Action

Action films began to become popular in the 1970s.
Also, because they rely on action more than dialogue
(and can thus be easily understood by non-English
speakers), they are particularly profitable in the con-
temporary global marketplace.

Gangster

Gangster film narratives are usually based on the idea
of the “American Dream™ and can be seen as a par-
ticularly American genre.

Vietnam War

Vietnam war was an American war, and so this genre
is another particularly American genre.

The great majority of Vietnam War films were made
after the event; this allows them a critical perspec-
tive on the war.

Additional Materialla
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which classified films according to the age at which they might legally be viewed. -
The key moment is the appointment of Will Hays as president of the Motion
Picture Producers and Distributors of Amenca (MPPDA) in 1922. His brief was to
improve the image of Hollywood (following a number of public scandals) and to
protect and promote the interests o "Hollywood in Washmgton and abr' ' Hays
‘approach was to encourage self-regulatlon on the part of the industry ln order to
pre-empt-—-and thereby prevent—— state censorshlp The so-called “Production
Code” was announced in 1930 with thls alm in mind. However, it was only in 1934—--
when Hollywood was under extreme pressure from an alliance of govemment
women’s groups, educatlon groups and the Roman Catholic Church —-that the
code was fully adopted.
The general requlrements of the Code were that films should uphold moral
Vstandards standards of decency and the law. Certam criminal actlvmes were notto
be shown in detail in case they encouraged 1mitat|on other crimes were not to be
shown at all. Adultery was never to be presented attractlvely, complete nudlty was
forbidden; scenes of | passmn were to be such that they would not stimulate the
Vlower and baser element” Dbscemty and profamty were forbidden. All religions
were to be handled respectfully, as was the use of the American flag. Miseegena—i
tion (i.e. interracial relatlonshlps) was never to be shown. And — curiously, one mvﬁ h
thlnk—— scenes of “white slavery' were speclﬁcally forbidden. ‘
~ The replacement of the Productlon Code with the ratings system in 1968 was a
‘watershed in Hollywood hlstory The gangster film, with its expllcrt d‘ P ctlons of
criminal aottvrty was able to retum in full force in films like The Godfather (1 972)
Horror, too, regained its vigour in films such as‘ The Exorcist (1973). Yet the ratlngs
‘system did not constitute a eomplete rejecti on of the principles of the Productron
Code lnstead it sought to replace the blanket approach of its predeoessor wlth a
more precisely targeted approach desrgned to protect the young and lmpresslon-
able whlle gwmg greater chorce to adults.

Non-Amerlcan Fllm; Movements i
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