FILM THEORIES

FORMULATIVE THEORY (FORMALISM):

In 1916, Hugo Munsterberg,a Harvard philosophy professor from Germany, wrote The Photoplay:A Psychological Study. Munsterberg wrote without precedent so his theory is the first and most direct major film theory.Munsterberg's film theory was based on the idea that the entire cinematic process was a mental process. Cinema, for him, is the art of the mind just as music is that of the ear and painting that of the eye. All of its technology and sociology proceed from this belief. All inventions and uses for the cinema have been developed to shape and create films out of the mind of man. Munsterberg claims, "To picture emotions must be the central aim of the photoplay". Since the materials of cinema are the resources of the mind, the form of the cinema must mirror mental events, that is, emotions. Sergei Eisenstein, a Russian filmmaker and writer in the 1920's, took Munsterberg's views and expanded on them. At first, Eisenstein's conception of the basic material of the medium grew from the belief that the single shot was the film's basic building block to a more complex conception, that of the "attraction". This latter concept is much less mechanistic than the shot, for it takes into account the activity of the viewers' mind. Nevertheless, Eisenstein never fully abandoned the determinism of his early views and the hope that the filmmaker, through a calculated structuring of attractions, could shape the mental processes of the spectator. Eisenstein realized that a particular emotion could be elicited from the audience by the use of editing and arrangements of shots. Eisenstein's Battleship Potemkin (1925) is a striking study of editing and formalism.


REALIST FILM THEORY (REALISM):

In 1951, Andre Bazin and Jacques Doniol-Valcroze began Cahiers du Cinema, the most influential single critical periodical in the short history of cinema. Cahiers du Cinema gave Bazin the home base he needed to set a critical trend in film. Francois Truffaut and Jean Luc-Godard are some of the writers that worked under Bazin and were influenced by him. Bazin never wrote a book on film theory. Instead, he wrote in journals and worked with many important filmmakers of the day. In nearly every essay, Bazin proclaimed the dependence of cinema on reality. Bazin stated that cinema is the art of the real because it registers the spatiality of objects and the space they inhabit. Bazin believed cinema records the space of objects and  the space between objects. Cinema does so automatically, and that is, inhumanly. For Bazin, every photograph begins to affect us with a primitive psychological impetus derived from the fact that it is linked to the image it represents by means of a photo-chemical transference of visual properties. He realized that this photo-chemical transference, which makes of cinema nature's work rather than man's, requires celluloid, emulsion, a proper camera, exact development, and a projector, not to mention focus and light control. This technology is the invention and work of man. Bazin argued that man created these inventions and works with them so that nature will ooze onto the celluloid where it can be preserved and studied. These inventions, Bazin claimed, reflect the underlying spirit of what cinema is, by the desire for perfect representation of reality. Bazin believed that photographs are as accessible as our everyday vision. Not only has the world made a tracing of itself in cinema, it has nearly duplicated its visual reality for us. Cinema then stands beside the world, looking just like the world. Bazin provided a term from geometry to name this perception. Cinema, he said, is an asymptote of reality, moving ever closer to it, forever dependent on it. Bazin wanted cinema to achieve new styles, to surpass itself; and he was convinced that "realism" was the major avenue toward such progress. Bazin's influence can be seen in Italian neo-realism films of the 1950's.

CONTEMPORARY FRENCH FILM THEORY:

In the 1960's, Jean Mitry emerged as a leading theorist on film. Mitry began working on films during the French avant-garde era. After the fall of this movement, Mitry worked in film production and in film editing. In the 1930's, Mitry began compiling films and film data. After years of teaching, Mitry began work on film theory. Mitry's theories sought a middle ground between formalist and realist theories. For Mitry,the qualities of the bare film image synthesize the realist and formalist camps. Mitry believed that at the first level of perception and of the film image, reality cannot be avoided. At the second level, the level of narration and image sequencing, he finds that it is man who cannot be avoided, man with his plans, his desires, his meanings who makes these analogues of nature submit to his own unquenchable need to signify. A new world is created by the filmmaker with the aid and complicity of the real world of sense. Mitry's deepest beliefs in cinema stem from a passion for a reality which cinema alone can bring to light. Cinema doesn't allow the world's meaning to shine through. It shapes that reality and shakes it until it bears a human meaning, the only kind of meaning it can bear. Mitry believed cinema allows us to compare our ways of seeing and valuing reality with those of other people. It allows us to project new meanings back on reality, meanings which necessarily enrich us and pay tribute to the inexhaustible world in which we live.
