


FILM THEORY
AND
CRITICISM

Introductory Readings
Third Edition '

Gerald Mast
Marshall Cohen

New York Oxford

OXFORD UNIVERSITY PRESS
1985



Oxford University Press

Oxford London New York Toronto
Delhi Bombay Calcutta Madras Karachi
Kuala Lumpur Singapore Hong Kong Tokyo

Nairobi Dar es Salaam Cape Town

Melbourne Auckland

and associated companies in
Beirut Berlin Ibadan Mexico City Nicosia

Copyright © 1974, 1979, 1985 by Oxford University Press, Inc.

Published by Oxford University Press, Inc.
200 Madison Avenue, New York, New York 10016

All rights reserved. No part of this publication may be reproduced,
stored in a retrieval system, or transmitted, in any form
or by any means, electronic, mechanical, photocopying,
recording, or otherwise, without the prior permission
of Oxford University Press, Inc.
Library of Congress Cataloging in Publication Data
Mast, Gerald, 1940
Film theory and criticism.
Bibliography: p.
1. Moving-pictures—Addresses, essays, lectures.
I. Cohen, Marshall. II. Title.
PN1994.M364 1985 791.43'01 84-27243
ISBN 0-19-503573-9 (pbk.)
Since this page cannot accommodate all the copyright notices,
the pages following constitute an extension of the copyright page.

Printing (last digit): 987654321
Printed in the United States of America



FILM THEORY AND CRITICISM




James Agee: Agee on Film: Volume . Copyright © 1958 by The James Agee Trust. Reprinted by
permission of Grosset & Dunlap, Inc., and Peter Owen Ltd., Publishers.

Nestor Almendros: “Thoughts on My Profession” from Man witha Camera. Copyright © 1980,
1982 by Nestor Almendros. Translation copyright © 1984 by Farrar, Straus & Giroux, Inc.
Reprinted by permission of Farrar, Straus & Giroux, Inc.

David Antin: Video: “Video: The Distinctive Features of the Medium.” Copyright © 1976 by
The Raindance Foundation, Inc. Reprinted by permission.

Rudolf Arnheim: Film as Art. Copyright © 1957 by The Regents of the University of Califor-
nia. Reprinted by permission of the University of California Press.

Béla Balazs: Theory of the Film, 1952. Reprinted by permission of Dover Publications Inc.

Charles Barr: Film Quarterly, Volume 16, Number 4. Copyright © 1963 by The Regents of the
University of California. Reprinted by permission of The Regents and Charles Barr.

Roland Barthes: Mythologies, translated from the French Mythologies. Copyright © 1957 by
Editions du Seuil, Paris; translation © 1972 by Jonathan Cape. Reprinted by permission of Hiil
and Wang, now a division of Farrar, Straus & Giroux, Inc., and Jonathan Cape Ltd.

André Bazin: What is Cinema? Volume I, translated by Hugh Gray. Copyright © 1967 by The
Regents of the University of California. Reprinted by permission of the University of Califor-
nia Press.

Walter Benjamin: llluminations. Copyright © 1955 by Suhrkamp Verlag, Frankfurt a.M.;
English translation copyright © 1968 by Harcourt Brace Jovanovich, Inc. Reprinted by per-
mission of Harcourt Brace Jovanovich, Inc. and Jonathan Cape Ltd.

George Bluestone: Novels into Film. Copyright © 1957 by Johns Hopkins University Press.
Reprinted by permission of Johns Hopkins University Press.

Stan Brakhage: Reprinted from Film Culture, no. 30 (Fall 1963), by permission.

Leo Braudy: The World in a Frame. Copyright © 1976 by Leo Braudy. Reprinted by permission
of Doubleday & Company, Inc.

Royal Brown: “Hermann, Hitchcock, and the Music of the Irrational.” Reprinted with revi-
sions and deletions from Cinema Journal, 22, no. 2 (Spring 1982), by permission of the author.

Jean-Louis Comolli: From The Cinematic Apparatus, edited by Teresa De Lauretis and Stephen
Heath. Copyright © 1980 by Teresa De Lauretis and Stephen Heath and reprinted by permis-
sion of St. Martin’s Press, Inc. and Macmillan, London and Basingstoke.

Maya Deren: Reprinted by permission of Daedalus, Journal of the American Academy of Arts
and Sciences, “The Visual Arts Today,” vol. 89, no. 1, Winter 1960, Boston, Mass.

Editors of “Cahiers du Cinema”: Screen, Volume 13, Number 3 (1972). Reprinted by permis-
sion of Society for Education in Film and Television, British Film Institute, and Routledge &
Kegan Paul Ltd.

Stanley Cavell: The World Viewed. Copyright © 1971 by Stanley Cavell. Reprinted by permis-
sion of the author.

John G. Cawelti: “Chinatown and Generic Transformation in Recent American Films” is here
published for the first time by arrangement with the author. Copyright© 1979 by John G.
Cawelti.

Richard Corliss: Film Comment, Volume 6, Number 4 (Winter 1970). Copyright © 1970 by Film
Comment Publishing Corporation. Reprinted by permission of the Film Society of Lincoln
Center. Part of this material also appears in Corliss’s Talking Pictures: Screenwriters in the Ameri-
can Cinema. Copyright © 1974 by Richard Corliss. Reprinted by permission of The Overlook
Press.

William Earle: The Journal of Aesthetics and Art Criticism, Volume 27, Number 2 (Winter 1968).
Reprinted by permission of the publisher and the author.

Umberto Eco: Quarterly Review of Film Studies, February 1977. Reprinted by permission of The
Redgrave Publishing Company.

Sergei Eisenstein: Film Form, translated by Jay Leyda. Copyright 1949 by Harcourt Brace
Jovanovich, Inc.; renewed 1977 by Jay Leyda. Reprinted by permission of Harcourt Brace
Jovanovich, Inc., and Dennis Dobson Publishers.



Christine Gledhill: “Recent Developments in Feminist Criticism.” Reprinted from Quarterly
Review of Film Studies, Fall 1978, by permission.

Alfred Guzzetti: Journal of Modern Literature, Volume 3, Number 2 (April 1973). Reprinted by
permission of the publisher and the author.

Pauline Kael: | Lost It at the Movies. Copyright © 1963 by Pauline Kael. First appeared in Film
Quarterly. Reprinted by permission of Little, Brown and Co. in association with the Atlantic
Monthly Press, and Jonathan Cape Ltd.

Bruce Kawin: “The Mummy’s Pool” from Dreamworks, vol. 1, no. 4 (Summer 1981). Reprinted
by permission.

Siegfried Kracauer: Theory of Film: The Redemption of Physical Reality. Copyright © 1960 by
Oxford University Press, Inc. Reprinted by permission.

Donald Knox: “The American in Paris Ballet” from The Magic Factory: How MGM Made An
American in Paris. Copyright © 1973 by Bruce Kawin. Reprinted by permission of Praeger
Publishers.

Gerald Mast: From Howard Hawks, Storyteller by Gerald Mast. Copyright © 1982 by Gerald
Mast. Reprinted by permission of Oxford University Press, Inc. Film/Cinema/ Movie—A Theory
of Experience. Copyright © 1977 by Gerald Mast. Reprinted by permission of Harper & Row,
Publishers, Inc.

Joan Mellen: Reprinted from Women and Their Sexuality in the New Film. Copyright © 1973 by
Joan Mellen, by permission of the publisher, Horizon Press, New York.

Christian Metz: Film Language: A Semiotics of the Cinema, translated by Michael Taylor. Transla-
tion copyright © 1974 by Oxford University Press, Inc. Reprinted by permission. “Identifica-
tion, Mirror” and “The Passion for Perceiving” from The Imaginary Signifier. Reprinted from
Screen, vol. 16, no. 2, by permission of Society for Education in Film and Television and the
author.

Laura Mulvey: “Visual Pleasure and Narrative Cinema.” Reprinted from Screen, vol. 16, no.
3, by permission of Society for Education in Film and Television.

Erwin Panofsky: Bulletin of the Department of Art and Archaeology, Princeton University, 1934.
Reprinted by permission of Dr. Gerda Panofsky.

V. E. Perkins: Film as Film. Copyright © 1972 by V. F. Perkins. Reprinted by permission of
Penguin Books Ltd.

Vsevolod Pudovkin: Film Technique and Film Acting, 1929. Reprinted by permission of Vision
Press Ltd., London.

Andrew Sarris: Film Culture, Winter 1962-63. Reprinted by permission of the author.

Robert Scholes: Quarterly Review of Film Studies, August 1976. Reprinted by permission of The
Redgrave Publishing Company.

Susan Sontag: “Theatre and Film” from Styles of Radical Will. Copyright © 1966, 1967, 1968,
1969 by Susan Sontag. “The Imagination of Disaster” from Against Interpretation, Copyright ©
1965, 1966 by Susan Sontag. Both reprinted by permission of Farrar, Straus & Giroux, Inc.

F. E. Sparshott: The Journal of Aesthetic Education, Volume 5, Number 2 (April 1971). Reprinted
by permission of The Journal of Aesthetic Education and the author.

James Spellerberg: “Technology and Ideology in the Cinema.” Reprinted from Quarterly
Review of Film Studies, August 1977, by permission.

Parker Tyler: Magic and Myth of the Movies. Copyright © 1970 by Simon & Schuster, Inc.
Reprinted by permission of Simon & Schuster, a Division of Gulf & Western Corporation, and
Martin Secker & Warburg Ltd.

Kenneth Tynan: Curtains. Copyright © 1961 by Kenneth Tynan. Reprinted by permission of
Atheneum Publishers and Curtis Brown Ltd.

Robert Warshow: The Immediate Experience, 1962. Reprinted by permission of Paul Warshow.

Peter Wollen: Signs and Meaning in the Cinema. (Bloomington: Indiana University Press, 1972.)
Reprinted by permission of Indiana University Press and Martin Secker & Warburg Ltd.



PREFACE
TO THE THIRD EDITION

The preface to the second edition of this collection noted an
emerging distinction between traditional approaches to prob-
lems of film theory and those newer approaches influenced by
the terms, assumptions, and methodologies of certain disci-
plines in the social sciences. In the five years that have elapsed
between the second and this third edition, these differences
between the two types of film theory have become both more
pronounced and more clear. In recognition of this clarity, film
theorists themselves have divided their field into two halves:
““classical film theory’’ as opposed to “contemporary film the-
ory” (or even “film theory’” proper). The basis of this division
is partly historical: the recognition that certain problems in-
trigued film theorists from about 1916 (the year in which the
first essay anthologized in this volume was published) until
the late 1960s (the years of the Viet Nam War, the student riots
in Paris, and the emergence of the new academic disciplines
and sensibilities partially in response to these social phenom-
ena). It now seems clear that “‘classical film theory” can itself
be divided into two historical waves. Its first was, broadly,
formalist; from the late silent period through the early sound
period, theorists such as Hugo Munsterberg, Rudolf Arnheim,
and Sergei Eisenstein labored to demonstrate that film was in-
deed an art—not a mere copying of nature by a mere record-
ing machine. The coming of synchronized sound and an ac-
companying nostalgic preference for the achievements of silent
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cinema provoked a second wave of “classical theory,” the real-
ist reaction to the formalist argument. Theorists such as Erwin
Panofsky, Siegfried Kracauer, André Bazin, and Stanley Cavell
labored to demonstrate that film was not an art in opposition
to nature but somehow, and paradoxically, an art of nature.

“Contemporary film theory” arose in the 1960s both from
conditions in the world —public reaction to certain cultural
biases and economic inequities—and from conditions in
scholarly fields contiguous to that of film theory. The study of
linguistics, from the early work of C. S. Peirce, Ferdinand de
Saussure, and Roman Jakobson, to the more recent work of
Noam Chomsky and Louis Hjelmslev, explicated the bases of
the systems upon which communication and knowledge them-
selves rest. The structuralist anthropology of Claude Lévi-
Strauss, the cultural observations of Roland Barthes, the de-
mystifying historical arguments of Louis Althusser and Michel
Foucault, the psychoanalytic studies of Jacques Lacan, and the
deconstructionist philosophy of Jacques Derrida have all ex-
erted a powerful influence on film study, as they have on every
other form of humanistic inquiry. The primary effect of these
new (generally French) theories has been an undermining of
confidence in the very terms upon which the issues of classical
film theory were based—terms like art, nature, society, cul-
ture, effect, affect, reality, illusion, self, consciousness, work,
text, author, artist. “Contemporary film theory,” like contem-
porary literary theory, is less concerned with individual works
than with the terms and assumptions required for examining
and evaluating such works.

In response to this current division in film theory, this col-
lection maintains its historical perspective as a broad survey
of film thinking over the past eight decades. What may seem
its quantitative bias toward “classical theory” arises from sev-
eral considerations. First, there is the simple difference in the
time span of the two traditions; while “‘contemporary theory”
is indeed contemporary, with a body of texts stretching back
less than twenty years, “classical theory”” embraces arguments
about film over the entire period that there have been films to
argue about. Second, the works of “classical film theory” have
had the time to demonstrate their usefulness in thinking about
film and films; despite the limitations of these theories, they
have provided the means to focus and define certain key is-
sues in the consideration of film as an art and cultural me-
dium. Many of the newer pieces of film theory have not yet
demonstrated that enduring utility, nor have the more and less
useful applications of those assumptions yet been sorted out.
In its older applications, “classical film theory” continues to
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provide useful insights to a new generation of student readers;
in its newer formulations, “classical film theory,” usually based
on the American academic traditions of empiricism or phe-
nomenology, continues to fill the gaps and plug the leaks of
earlier formulations. Despite the claims that “classical film the-
ory” is (at most) obsolete and (at least) unfashionable, many
film theorists, particularly in America, continue to ask the same
questions that have dominated ““classical film theory” or pro-
pose answers that fuse the “classical’” and ““contemporary”
modes. It may well be that the most adventurous, innovative,
and pioneering work in film theory today can be attributed to
followers of the French schools, but the ‘‘classical’”” works of
current film theory continue to solidify the field if not expand
its borders.

The most obvious influence of “contemporary film theory”
on this volume can be seen in its final section, which has once
again been retitled, expanded, and extensively revised. Its new
title, “Film: Society, Ideology, and Psychology,” indicates that
the central issue of such a line of inquiry is not film itself but
film’s relationship to its culture and its consumers—the way
films shape or reflect cultural attitudes, reinforce or reject the
dominant modes of cultural thinking, stimulate or frustrate the
needs and drives of the psyche. In a very broad sense, the title
of this final section might more appropriately have returned to
that of the first edition, ““The Film Audience,” rather than of
the second, “Film and Society,” since “contemporary film the-
ory” treats not just social issues but psychological, political,
and economic ones—and the inseparable interrelation be-
tween them. Although the most extensive collection of ““con-
temporary” essays can be found in this seventh section, the
footprints of “‘contemporary film theory”” can be tracked
throughout the volume, in response to more “‘classical” is-
sues—the Freudian basis of a film genre, the relationship of a
movie star to sexist ideology, or the implications of television
as a medium.

The other major revision of this third edition can be seen in
its fifth section, which has been retitled “’Film Genres” (rather
than “Kinds of Film”’). The shift of title indicates that the focus
of this section is narrower than it previously was, concentrat-
ing exclusively on distinctions within a single kind of film—
fictional Hollywood movies (or “classical Hollywood narrative
cinema,” as it is now called). Other than an inescapable re-
sponse to the necessity of making this collection as economical
as possible, the change of the section’s title and focus reflects -
current thinking about the categorization of films, which has
almost exclusively narrowed to types within the fictional Hol-
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lywood narrative tradition. We must apologize for any peda-
gogical inconvenience or disruption which the removal of these
essays might cause—and for the excision of any others which
may have seemed useful or interesting.

We once again wish to express our sincere thanks to those
who have helped formulate the new issues and choose the new
essays for this third edition—particularly, Curtis Church, Bev-
erle Houston, Bruce Kawin, and Joel Snyder.



PREFACE
TO THE SECOND EDITION

The Preface to the original edition of this collection closed with
the following wish: “It is our hope that this anthology will con-
tribute to the growing interest in film theory and to the practice
of a more rigorous criticism than that which prevails at the
present time.” It is difficult to say whether the appearance of this
anthology in 1974 should be taken as a prophecy, or merely as
another symptom of what has become clear five years later: that
the last decade has been an extremely fertile and fervent period
of theorizing about film, perhaps the richest period of film theo-
rizing in quantity, quality, and diversity since the invention of
cinema itself. This recent theory is fully conscious of the context
of theoretical debate, within which each new question or solution
must be placed, in a way that was not true of previous genera-
tions of film theorists.

The second edition of Film Theory and Criticism attempts to
give the reader a sense of these developments. To do so we have
devoted more space to certain issues, especially to the discussion
of film genres, and have payed greater attention to certain theoreti-
cal trends, particularly to the semiotic and structuralist approaches
to film theory and criticism. Several traditional approaches to
film theory continue to be employed by the most recent theory—
approaches which borrow the methodologies and terminology of
such related humanistic disciplines as literary criticism, art his-
tory, and aesthetics. But the newer semiotic and structuralist
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approaches, often influenced by the methodologies and even the
conclusions of related disciplines in the social sciences—of Marx-
ist economic historical analysis and Freudian psychoanalysis—
have become increasingly important to film theory (and a subject
of controversy within it) during the last decade. Writers in this
tradition have offered new perspectives on such “classical” issues
of film theory as the relation of film to reality or the precise char-
acteristics of film as a “language.” The sections of the anthology
devoted to these questions have, therefore, been revised to give a
fuller account of these approaches.

The semiotic school, particularly in its Marxist manifestations,
has also been particularly concerned with the ways that films
reveal the underlying social attitudes and “ideologies” of the
cultures that produce them, the ways films manipulate audience
beliefs, and the ways they exploit and satisfy audience desires.
Although the importance of these issues is reflected throughout
the anthology, we have given them a sharper focus by recon-
ceiving and retitling the final section “’Film and Society” to reflect
the concern with treating a film not as a self-contained work of
art, as much “classical” film theory does, but as a social-economic
product and a cultural manifestation. To accommodate these addi-
tions, we have found it necessary to eliminate the discussion of
Shakespeare and Film, a topic which other anthologies, devoted
exclusively to it, have treated more fully.

We would like to thank all those who sent us suggestions for
additions, eliminations, and emendations: Kent R. Brown; Robert
E. Golden; Bruce Kawin; Barbara Leaming; Charles ]J. Maland;
Joan Mellen; James Monaco; and William Siska. Our final deci-
sion to eliminate an essay (certainly the most difficult decision we
had to make) was based both on general opinion of its usefulness
as well as our opinion of its relevance to an important theoretical
issue. We can only apologize if we have eliminated some of the
essays readers considered most useful and interesting. We would
also like to express our special thanks to Jean Shapiro, who
aided us so patiently and so diligently in assembling the final
manuscript.



PREFACE
TO THE FIRST EDITION

This collection of readings gathers together under one cover the
most significant theories and theorists of film. Given the youth of
the film art, the variety of its possibilities, and the fact that it in-
corporates so many other arts, it is not surprising that the general
pattern of film theory is one of disagreement and diversity. Theo-
rists have responded in many different ways to the fact that film
has been both silent and with sound, in color and black-and-white,
short and long, plotted and plotless, realistic and fantastic, logical
and irrational, two- and three-dimensional, in wide and narrow
screen, fictional and factual, live and animated, entertaining and
educational.

In order to give some shape to this complexity, the book organ-
izes its selections around seven topics which have emerged as the
basic subjects of film theory. In the first section, Film and Reality,
the collection examines the relationship between the motion picture
and the reality which it photographs. In the second, Film Image
and Film Language, the theorists examine the syntax and structure
of the film itself. They ask how it generates “meaning.” The third
section, The Film Medium, considers the term “cinematic” and asks
what qualities, if any, make the film art unique. The fourth section,
Film, Theater, and Literature, continues this line of questioning
and asks, in particular, how the film is related to those literary
arts with which it has so much in common and from which it yet
differs so greatly. The fifth section, Kinds of Film, analyzes some
of the main genres of film and discusses the difficulties that arise
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in attempting to categorize films in these ways. The sixth section,
The Film Artist, investigates the question of who, if anyone, ought
to be called the artist in the collaborative endeavor of filmmaking.
The seventh section, The Film Audience, asks what kind of experi-
ence film provides for its audience and what kind of experience it
ought to provide.

Film theory is of importance not only for its own sake but
also for the contribution it can make to film criticism. Each section
therefore includes, in addition to the more theoretical articles,
critical essays which show how the more general issues arise in
connection with specific films and filmmakers. It is our hope that
this anthology will contribute to the growing interest in film theory
and to the practice of a more rigorous criticism than that which
prevails at the present time.

We wish to thank Dudley Andrew, Hannah Arendt, Richard
Balkin, Stanley Kauffmann, Harriet Serenkin, and John Wright for
their helpful advice and comments.



CONTENTS

|

FILM AND REALITY

1

SIEGFRIED KRACAUER: From Theory of Film
Basic Concepts 7

ANDRE BAZIN: From What Is Cinema?
The Myth of Total Cinema 21

RUDOLF ARNHEIM: From Film as Art
The Complete Film 26

WILLIAM EARLE: Revolt against Realism in the Films

V. E. PERKINS: From Film as Film
Form and Discipline 42

MAYA DEREN: Cinematography: The Creative
Use of Reality 51

STAN BRAKHAGE: From Metaphors on Vision

I1

31

FILM IMAGE AND FILM LANGUAGE

77

VSEVOLOD PUDOVKIN: From Film Technique
[On Editing] 83



xviii CONTENTS

SERGEI EISENSTEIN: From Film Form
The Cinematographic Principle and the Ideogram 90
A Dialectic Approach to Film Form 103

ANDRE BAZIN: From What Is Cinema?
The Evolution of the Language of Cinema 124

CHARLES BARR: CinemaScope: Before and After 139

CHRISTIAN METZ: From Film Language
Some Points in the Semiotics of the Cinema 164

ALFRED GUZZETTI: Christian Metz and
the Semiology of the Cinema 177

UMBERTO ECO: On the Contribution
of Film to Semiotics 194

111

THE FILM MEDIUM

209

ERWIN PANOEFSKY: Style and Medium
in the Motion Pictures 215

SIEGFRIED KRACAUER: From Theory of Film
The Establishment of Physical Existence 234

RUDOLF ARNHEIM: From Film as Art
Film and Reality =~ 247
The Making of a Film 251

BELA BALAZS: From Theory of the Film
The Close-Up 255
The Face of Man 257

GERALD MAST: From Film/CinemalMovie
Projection 265

STANLEY CAVELL: From The World Viewed
Photograph and Screen 271
Audience, Actor, and Star 272
Types; Cycles as Genres 275
Ideas of Origin 281

F. E. SPARSHOTT: Basic Film Aesthetics 284

DAVID ANTIN: Video: The Distinctive Features
of the Medium 305



CONTENTS

IV

Xix

FILM, THEATER, AND LITERATURE

327

HUGO MUNSTERBERG: From The Film:
A Psychological Study
The Means of the Photoplay 331

SUSAN SONTAG: Film and Theatre 340

ANDRE BAZIN: From What Is Cinema?
Theater and Cinema 356

SERGEI EISENSTEIN: From Dickens,
Griffith, and the Film Today 370

GEORGE BLUESTONE: From Nowvels into Film
Limits of the Novel and the Film 381

ROBERT SCHOLES: Narration and Narrativity in Film

vV

390

FILM GENRES

405

LEO BRAUDY: From The World in a Frame
Genre: The Conventions of Connection 411

ROBERT WARSHOW: Movie Chronicle:
The Westerner 434

SUSAN SONTAG: The Imagination of Disaster =~ 451
BRUCE KAWIN: The Mummy’s Pool 466
JAMES AGEE: Comedy’s Greatest Era 482

JOHN G. CAWELTI: Chinatown and Generic
Transformation in Recent American Films 503

VI

THE FILM ARTIST

521

ANDREW SARRIS: Notes on
the Auteur Theory in 1962 527

PAULINE KAEL: Circles and Squares 541



