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When we undertook the writing of Film Art: An Introduction in 1977, film had
only recently become a regular subject of study in universities. There were a few
introductory film textbooks available at the time, but they seemed to us oversim-
plified and lacking a clear organization in their description of the basic techniques
that make up a film.

Our goal was to provide a text that would describe those techniques—mise-
en-scene, cinematography, editing, and sound—in a systematic, clear, but thorough
way. Beyond that, we wanted to deal with something that was ignored in earlier
books—the overall form (or shape or structure) of a film that resulted from the
filmmakers’ choices and combination of specific techniques. We wanted to discuss
whole films, not simply isolated scenes.

Although Film Art has undergone several revisions since that first edition, our
goal has remained the same: to introduce the reader to the fundamental aspects of
cinema as an art form. By stressing film as art, we seek to isolate those basic fea-
tures of film which can constitute it as such. Film Art explores how the film medium
gives us experiences akin to those offered by painting, sculpture, music, literature,
theater, architecture, or dance.

As we wrote this book, we envisioned readers of three sorts. First is the in-
terested general reader who frequently goes to the movies and would like to know
more about them. Second is the student in an introductory film course, for whom
Film Art functions as a textbook. Third is the more advanced student of film, who
may find here a convenient outline of the principal issues and concepts in cinema
studies and a set of suggestions for more specialized work.

Over the two decades since Film Art first appeared, a number of other intro-
ductory film texts have surfaced. We believe, however, that Film Art still offers
the single most comprehensive and systematic basic description of the filmic art
that has been written. The fact that Film Art is often cited as an authoritative source
on matters of film style and form in scholarly works on cinema tends to confirm
our opinion.

\ ZATION OF THE TEXT
Analyzmg the \/\/hole Film

Organizationally, Film Art offers a distinct approach to studying its topic. It might
be possible to randomly survey all contemporary approaches to film studies, but
we judged this to be too eclectic for an introductory text. Instead, we present an
approach that leads the reader in logical steps through the techniques and struc-
tures that make up the whole film. Audiences experience whole films, not snippets
or abstract themes. If the particular film is the center of our inquiry, we need an
approach that will help us understand it through analysis. The approach we have
chosen emphasizes the film as an artifact—made in particular ways, having a unity
and a set of concrete techniques, existing in history. We can outline our approach
in a series of questions.
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How does a film get from the planning stages to the screen? To under-
stand film as an art, we must first understand how people create the artifact and
disseminate it to audiences. This question leads to a study of film production, dis-
tribution, and exhibition (Part One).

How does an entire fim function? We assume that, like all artworks, a film
may be understood as a formal construct. That is, it is made up of parts that relate
to one another in specific and deliberate ways in order to have an effect on an au-
dience. In Part Two, we examine what film form is and how it affects us. We also
introduce the most familiar type of film form—the narrative.

How do we classify films?  We seldom go to the movies without having some
idea of the kind of film we will be seeing. Part Three looks at two ways of clas-
sifying films. One way is by genre, such as when we label a film as a Western, a
musical, or a horror film. Another way is by our assumptions concerning the film-
makers’ intentions and the way in which the film was made. In addition to live-
action narrative films, we recognize documentaries, experimental films, and ani-
mated films.

How do film techniques contribute to film form?  Film is a specific medium,
and every film contains a distinctive combination of many stylistic techniques that
combine to create a whole. In Part Four, we examine the artistic possibilities of
the four primary film techniques: mise-en-scene, cinematography, editing, and
sound. In each case we also analyze how these techniques contribute to a film’s
overall form.

How may we analyze a film critically?  Armed with both a conception of film
form and a knowledge of film technique, we can go on to analyze specific films as
artworks. We analyze several important films of various kinds as examples (Part
Five).

How does film art change through history?  Although a thorough history of
cinema would require many volumes, here we can suggest how the formal aspects
of film work within historical contexts. We survey the most noteworthy periods
and movements in film history to show how understanding form helps us define
films’ larger context (Part Six).

This approach to the entire film resulted from several years of teaching intro-
ductory film courses. As teachers, we wanted students to see and hear more in the
films we studied, but it was evident that simply providing the “lecturer’s view”
would not teach students how to analyze films on their own. Ideally, we decided,
students should master a repertory of principles which would help them examine
films more closely. We became convinced that the best way to understand cinema
is to use general principles of film form to help analyze specific films. Our suc-
cess with this approach led us to decide that this book should be skills-centered.
By learning basic concepts of film form and technique, the reader can sharpen his
or her perception of any particular film.

The stress on skills has another consequence. Although we refer to a great many
films, we assume that very few readers will have seen all of the titles we mention,
and certainly no teacher could possibly show every title during a course. Because Film
Art stresses the acquisition of conceptual skills, the reader need not see all of the films
we mention in order to grasp the general principles. Many other films could be used
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to make the same points. For example, the possibilities of camera movement can be
as easily illustrated with La Ronde as with Grand Illusion. To exemplify classical Hol-
lywood filmmaking, My Darling Clementine will serve as well as North by North-
west. Indeed, although a course syllabus could adhere closely to the series of major
examples used in Film Art, teachers might decide to use a wholly different set of films
with equal effect. Our book rests not on titles but on concepts.

Frame Enlargements and Captions

Film Art: An Introduction has several unique features. A book on film must be
heavily illustrated, and most are. Many film books, however, use “production
stills”—photographs taken during filming. These are taken with a still camera, al-
most never placed in the same position as the motion-picture camera. The result is
a picture that does not correspond to any image in the finished film. All of our im-
ages from films are frame enlargements—magnified photographs taken from im-
ages on the actual strip of film. In recent years, some books have been illustrated
with frames scanned from video copies of films. We have taken most of our frame
enlargements directly from 35mm and 16mm distribution copies of films. (For more
on frame enlargements, see the Notes and Queries for Chapter 1.)

Notes and Queries Sections

Another unique feature of this book is the Notes and Queries sections at the end
of most chapters. In these sections we attempt to raise issues, provoke discussion,
and suggest further reading and research. As chapter supplements, the Notes and
Queries sections constitute a resource for the advanced undergraduate, the gradu-
ate student, and the interested general reader.

Bibliography, Glossary, and Internet Sites

Although the Notes and Queries sections act as bibliographic sources for specific
issues in most chapters, the final chapter, on film history, demanded its own bib-
liography. We have provided a list of the most basic and current introductions to
the main periods and movements in film history discussed in Chapter 12.

Film is an art form based on elaborate technical components like camerawork
and editing. To clarify the terminology involved, we offer a glossary of terms at
the end of the book. In addition, we include a list of many of the best Internet sites
related to cinema.

When we set out to write an introduction to film in 1977, we could not have an-
ticipated that it would meet with a welcome warm enough to carry it through six
editions. This version of Film Art: An Introduction seeks to enrich the ideas set
forth in preceding editions. We have again tried to make the book more compre-
hensive, flexible, and up to date.

Expanded Coverage in Chapter |

The opening chapter, which formerly dealt primarily with film production, has been
thoroughly rewritten. This change has two purposes. We felt it would be better to
include more material on exhibition and distribution. Since the movie theater is the
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venue where most people directly encounter films, we decided to make that the
leaping-off point, then to trace back through the process of distributing films to
theaters and ultimately back to how they are made. We have also updated this chap-
ter to take into account the huge changes in filmmaking technology that have oc-
curred recently, largely in the realm of digital imagery for special effects.

A Reorganized Discussion of Types of Film

In the previous edition, we dealt with ways of classifying films. In the second chap-
ter, we briefly introduced the basic types of film—documentary versus fiction, ex-
perimental versus “main-stream,” and animation versus live-action. We also cov-
ered the concept of genre (e.g., Westerns, musicals). In another chapter we examined
how nonnarrative films could be classified according to the types of form they
employed.

In the sixth edition, we have modified the way we deal with types of film. The
new Chapter 4 is devoted entirely to an expanded coverage of the important topic
of film genres. The new Chapter 5 deals with “Documentary, Experimental, and
Animated Films.” Here the different types of nonnarrative form are discussed as
characteristic of these modes of filmmaking.

Captions

Previous editions of Film Art have used figure numbers without captions. For this
edition, we have added captions for the illustrations, so that users may identify at
a glance the films and concepts being discussed.

Marginal Quotations

We have also scattered comments from filmmakers, critics, and artists in other me-
dia throughout the margins of the book. These provide pithy, sometimes amusing,
insights into the topics addressed in the text.

New Examples and lllustrations

We have always tried to draw upon a wide range of films for both our brief and
our more extended examples: modern films, silent films, color and black-and-white,
made in many different countries. For the sixth edition, we have retained this wide
range while adding references to more recent films, such as L.A. Confidential, The
Usual Suspects, The Sixth Sense, Run Lola Run, and Titanic, as well as to “mod-
ern classics” like The Silence of the Lambs, Back to the Future, Groundhog Day,
and Tootsie.

We have also added several new frame enlargements to illustrate examples that
previously were only described in the text.

A New Sample Analysis: The Thin Blue Line

In each new edition we make some changes to the Sample Analyses section of Film
Art, hoping to include films that teachers want to use in their classes. Our new
sample film, Errol Morris’s The Thin Blue Line, is an important work that raises
issues about the boundaries between fictional and documentary filmmaking, as well
as employing an intriguing and complex style.
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ORT FOR INSTRUCTORS

Revised Instructor's Manual

The instructor’s manual has been revised to reflect the extensive changes in
Chapter 1, “Film Production, Distribution, and Exhibition”; Chapter 4, “Film
Genres”; and Chapter 5, “Documentary, Experimental, and Animated Films.”
Additional information on slide-making equipment is offered, as well as an
updated list of useful addresses.

Online Support

The Website and Online Learning Center (www.mhhe.com/filmart) is an
Internet-based resource for students and faculty alike. Instructors will find
the password-protected Instructor’s Manual and a wide array of options for
testing and research.

The online content of Film Art is supported by WebCT, eCollege.com,
and Blackboard. To find out more, contact your local McGraw-Hill repre-
sentative or visit www.mhhe.com/solutions.

As an adopter, you may also be eligible to use our PageOut service to
get you and your course up and running online in a matter of hours—at no
cost to you and without knowing HTML. To find out more, contact your lo-
cal McGraw-Hill representative or visit www.pageout.net.

The Filmgoer’s Guide, included with Film Art: An Introduction, suggests how
readers can get more out of the moviegoing experience and how they can im-
prove their ability to write about the films they see. It offers practical advice
on what to look for in watching films, both in theaters and on video, sug-
gests ways to take notes, and indicates some strategies for writing argumen-
tative papers and journalistic film reviews.

New Online Learning Center
www.mhhe.com/filmart

McGraw-Hill offers extensive Web resources for students with Internet ac-
cess. Students will find the Online Learning Center of particular use with
Film Art as, for each chapter, it offers objectives, discussion questions, and
online testing. In addition to text-specific exercises, the site hosts links to as-
sist with researching topics in film on the World Wide Web.
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