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PREFACE


			Denize Araujo


			To begin, I gratefully acknowledge the support of Appris Editor for accepting the project for an E-Book, and of IAMCR – International Association for Media and Communication Research - for the Fund to Claudia Lambach, PhD, whose Post-Doctorate Project includes the organization of the E-Book and two Dossiers with FAMECOS Journal, plus two Workshops for IAMCR Conference 2023- LYON, France, online (June 26 to September 12) and face-to-face (July 9 to 13), one in Pre-Conference and another in Post-Conference. IAMCR Conference 2023 will be in LYON, France, online (June 26 to July 5) and face-to-face (July 9 to 13). On behalf of IAMCR VIC-Visual Culture Working Group- I, Denize Araujo, PhD, thank Thomas Wiedemann, PhD, Vice-Chair and Curator of VIC CineClub, who selected five French films open for discussion, and also Roger Odin, PhD, Guest of Honor of this session of VIC CineClub, who sent comments about the film Muriel (Resnais, 1963).


						The E-Book Cinema/Cinéma Français/Cine Francés  is VIC´s proposal as an homage to Lyon, birth of cinéma and site of IAMCR Conference 2023. Appris Editor is the publisher and the publication counts with an International Scientific Committee and texts by researchers from eight countries, in the three official IAMCR idioms: English, French and Spanish, including Roger Odin´s comments about the film Muriel (Resnais, 1963). The dates for the two sessions of the Workshop with the E-book authors are June 3 and 10 and the launch of it will be in Lyon, during IAMCR 2023 Conference online, from July 9 to 13.


							Trying to develop a multilevel dialog among the texts, I selected them according to their specific related themes and created three clusters: “filmmakers and their works”; “comparative film analyses”; and “interchanges between two countries”. Four authors are included in the first cluster for sharing the same themes, two of them for discussing corporality and two for their focus on cinéma history and silent movies. Two authors share the second cluster for developing comparative analyses and three authors belong to the third cluster presenting interchanges between two countries.


						In the first cluster, Raymond Watkins (USA), in his text “Philipe Grandieux´s Body Art: Reflections on a Certain Tendency in French cinéma” explores the interest in embodiment, sensation, and corporality in one of the least known and most experimental of the New French Extremist filmmakers: Philipe Grandieux. Watkins locates some of the key elements that characterize this distinctively French approach to filmmaking, a movement that stretches from Jean Epstein and the French Impressionists of the 1920s, to the post-war films of Robert Bresson and reaches its most developed expression in the contemporary work of Grandieux. Ana Sedeño-Valdellos (Spain), in her text “Cuerpo y performatividad en el cine frances contemporáneo: Estudio de casos”, also mentions the cinéma of Bertrand Bonello and Claire Denis as “cine del cuerpo, cine performativo”, emphasizing the citation “Todo pasa por el cuerpo y el dolor”, at the end of Bonello´s Tiresia (2003). The films of Claire Denis were considered of no transcendence, only body immanence. French cinéma in these years has been influenced by Nouvelle Vague´s movies and by Deleuze´s ideas in The Image-time. The link between cinéma-body and thought has been emphasized by Deleuze's term “gestus”, a concept that tries to explain the capacity of modern cinéma (image-time) to operate sorts of crumbling, dissolution or fragmentation of the body. Together with Philipe Grandieux´s works, Bonello´s and Denis´s works were representatives of the New French Extremism that took place at the end of the 20th century and beginning of the 21st century. Fabíola Paes de Almeida Tarapanoff (Brazil) is also part of the first cluster, “filmmakers and their works”, for her text “Forgotten Fotograms: feminism and innovation in Alice Guy-Blaché”, which focuses on Alice Guy-Blaché, considered the first female director, who filmed La fée aux choux in 1896 and created, in 1910, the Company Solax. Some of her films are: Les Résultats du Féminism (1906), in which male and female gender roles are completely reversed and Madame a des envies (directed in the same year), the first female gaze film, considered one of her most provocative films for having its plot centered on sexual desires of a pregnant woman. Tarapanoff emphasizes the filmmaker´s pioneering spirit in mentioning feminism and innovation in those beginning years of cinématographic history. Developing an intertextual dialog about first silent cinéma and history, Sergei Glotov (Finland/Luxembourg), in his “What Makes a Film a Love Letter to cinéma? The case of The Artist”, answers his question by mentioning three qualities a film that wants to be a love letter needs to have: referentialism (quotes films of the past), nostalgia (its gaze is aimed towards the past), and self-reflexiveness (it is about cinéma itself). The author adds that “the choice of the film is motivated by a) the director himself (and not a film critic) dubbing it a love letter to cinéma, b) the film’s accolades and international success, and c) it being a French film, since this essay is part of an e-book of French cinéma”. The paper examines how The Artist positions itself in the context of film history and how it represents the past and silent cinéma. Overall, the author concludes that a love letter to film celebrates film history through cinématic quotations, glamorizes the past, and offers a sneak peek inside the film production.


						In the second cluster, comparative film analyses, Alexandre Silva Wolf (Brazil), in his text “Louis Malle´s protopoetics in Zazie dans le métro, Black Moon and Pretty Baby”, applies the concept he coined in his thesis, “protopoetics”, tto develop an intertextual dialogue between Louis Malle with Lewis Carroll, from his work Alice in Wonderland (1865) and its film adaptations and Malle´s Zazie dans le métro (1960), Black Moon (1975) and Pretty Baby (1978). The three films analyzed have a creative motto: the story of girls in search of themselves based on their relationships with their inner and outer worlds. “Protopoetics” is an extension of the concept of intertextuality, giving it an expansion in search of an artist's own voice. In comparative analyses too, Sergio Ricardo Quiroga, in his text Un Sueño en Paris (2019), describes the film, a documentary that explores, in two cities, Buenos Aires and Paris, the relation they have with the tango dance and sound. This approach allows the inclusion of information about the film in its totality and in the level of specific scenes in order to compare and identify key elements such as actions, places and inhabitants in both cities with their different attitudes and cultural concepts about the tango. Bill Nichols is the theoretical reference. 


						In the third cluster, interchanges between two countries, Marida Di Crosta (France) and Chamira Lessigny (Singapore), in their text “Dans les coulisses du French Film Festival à Singapore: Le cinéma, levier de choix de la diplomatie culturelle française dans la cite-état?” address the rôle of cinéma in cultural and political relations between France and Singapore. organised by the French Embassy and the Alliance Française in Singapore, the festival, by being both a showcase for French cinématographic talent and a platform for launching most of new French films purchased by local distributors-exhibitors, constitutes, as such, one of the major opportunities for cultural diplomacy to exercise its soft power. This intersects with the influence of the Singapore Film Commission (SFC), which, as part of the Infocomm Media Development Authority (IMDA), evaluates each film selected by the festival curators and, through its ratings system, exercises a certain form of censorship. Jorge Carrega (Portugal), also in the same cluster of interchange between countries, in his “Le Cinéma Français au Portugal: des premières séances de l’animatographeà la fin de la Première Guerre mondiale (1896-1918)’’, presents a trajectory of French cinéma in Portugal between 1896 and 1918, suggesting that it was a way for Portuguese audiences to discover and learn to love cinéma. According to the author, Portuguese audiences discovered cinématography and fell in love with cinéma thanks to the films of George Méliès, Pathé and Gaumont, whose productions were synonymous of quality cinéma and allowed French cinéma to reach a hegemonic position in Portugal, which only Italian films managed to break on the eve of World War I. Juliano José de Araújo (Brazil), considering the interchanges between French and Brazilian cinémas, reflects on the legacy of the French anthropologist and filmmaker Jean Rouch for the establishment, in the late 1990s, of the methodology of the audiovisual training workshops of the Video in the Villages project. It is an inheritance that is not always acknowledged, but which is essential to be historicized, considering the importance of such project for the training of indigenous filmmakers in different regions of Brazil.


						I take this opportunity to thank all authors whose texts´ keywords were selected by Claudia Lambach to be in the background of this E-book cover/back cover.





						Denize Araujo, PhD UCR-USA; Post-Doctorate UAlg, Portugal; Chair of IAMCR VIC- Visual Culture WG. 




					
	









Comments about the film Muriel (Resnais, 1963) 


			Roger Odin, PhD, Post-Doctor, Emeritus Professor Sorbonne Nouvelle Paris III, Guest of honor of VIC CineClub, curated by Thomas Wiedemann, VIC Vice-Chair






						Rien de plus difficile que de choisir le film que je préfère; il y a tant de raisons diverses pour préférer un film; toute fois un film s’impose à moi chaque fois que l’on me pose cette question: Muriel d’Alain Resnais (1963). Un film exemplaire d’un cinéma qui nous considère non comme des spectateurs mais comme des acteurs sociaux, un cinéma politique qui n’est pas du cinéma de propagande ni du cinéma militant (on ne cherche pas à nous faire adhérer à une idéologie), mais qui vise à nous amener à faire retour sur nous- même et à nous poser des questions: un cinéma de  «stimulations» (la formule est de Resnais lui-même). Par un travail de mise en crise des processus de cohérence à l'oeuvre dans le film de fiction classique, Muriel cherche à me faire prendre conscience de la crise des valeurs qui secoue la France au lendemain de la guerre d'Algérie. Ce travail de déstructuration affecte tous les niveaux de fonctionnement du film: l'espace, le temps, la relation images sons, la construction narrative, la relation entre les personnages. Il culmine dans la séquence centrale: la projection du film d'amateur tourné par Bernard alorsqu'il était soldat pendant la guerre d'Algérie. Soudain, plein cadre, sans aucune explication et sans que rien n'annonce le passage au film dans le film, je reçois em pleine figure des images à gros grain, floues, bougées, surexposées, sans organisation narrative évidente; par rapport aux images hyper soignées qui précèdent, la brutalité de la rupture est extrême. La rupture est tout aussi violente au niveau du son avec l'intervention du cliquetis d'un projecteur de cinéma (bruit interdit lors de la projection d'un film de fiction car il détruit l'illusion de réalité). Vient ensuite, envoix off, le récit, par Bernard, de l'événement qui a boulever sé savie: la séance de torture que lui-même et d'autres soldat sont fait subir à Muriel. Pendant tout le récit, la projection d'images pauvres se poursuit, me rendant disponible pour l'écoute et me poussant à fantasmer les scènes évoquées par Bernard; le récit de la torture de Muriel devient mon film, un film qui m'implique personnellement puisque c'est moi qui en produit les images. D'autre part, em m'obligeant à regarder pendant plusieurs minutes des images de très mauvais equalité, des images physiquement pénibles à voir (trop claires, trop bougées, avec trop de grain), ce fragment fonctionne comme une sorte de moment de torture pour le spectateur fictionnalisant qui esten  moi, opérant de la sorte ma "mise en phase" à la fois avec le récit de la torture de Muriel et avec la torture que représente pour Bernard le souvenir de cette séance de torture. Conduit par le travail du film, à éprouver, presque physiquement, les mêmes angoisses que Bernard, je me trouve de la sorte amené à faire retour sur moi-même : et si moi aussi j’avais ma Muriel? La “mise en phase” se transforme en “mise en cause”.




			AUTHORS' MINIBIOS







						
Roger Odin, 

Auteur d'un ouvrage de référence sur le cinéma amateur: «Le film de famille : usage privé, usage public», Roger Odin dirige l’Institut de Recherche en Cinéma et Audiovisuel, (IRCAV) à l’Université de Paris III. Professeur de sciences de l’information et de la communication à l’Université de Paris III Sorbonne Nouvelle, il travaille à l’élaboration de l’approche sémio-pragmatique. Il s'intéresse donc en tant que théoricien, à la production du sens et aux modes de lecture du cinéma par le spectateur. il a animé un réseau de recherche européen sur le cinéma documentaire et dirige une équipe de recherche sur les productions amateurs.


						


Thomas Wiedemann, PhD and Master in Communications from Ludwig-Maximilians University (LMU), in Munich, Germany. Postdoctoral Researcher and Lecturer at the Department of Media and Communication at LMU. Vice-Chair of VIC – IAMCR. Curator of VIC CineClub.  Five French Films for discussion:  Muriel (Alain Resnais, 1963); De Rouille et d´os (Jacques Audiard, 2012); À bout de souffle (Jean-Luc Godard, 1960); Swimming Pool (François Ozon, 2003); Titane (Julia Ducournau, 2021). 


Thomas.Wiedemann@ifkw.lmu.de; 














Louis Malle's protopoetics in Zazie dans le métro, Black Moon and Pretty Baby


			Alexandre Silva Wolf






						Protopoetics presents the making in the search for perfection of the intertextual dialogue somatized by the ascending poetics itself, where the creative artist seeks to dialogue with his intellectual context, giving rise to works that bring in their body parts of other works, previous ones, by others or even their own. , giving rise to new products that in no way can be treated as copies, but rather as poetic re-visits in search of constant growth. Based on concepts derived from dialogism, intertextuality, semiotics and their correlates, placed in parallel with film theory. From the comparative analysis of filmic works, subsidies are cited for the conceptual establishment of protopoetics and the confirmation of this way of building communicational pieces with characteristics of filmic praxis. Three works by Louis Malle are paired, Zazie dans le metro (1960), Black Moon (1975) and Pretty Baby (1978), which have as their creative motto the story of girls in search of themselves from their relationships with their inner and outer worlds, a parallel proposed here based on the possible intertextual dialogue carried out by Malle with the work Alice in Wonderland (1865) by Lewis Carroll.


						The analysis is guided by the phenomenological category of Peirce's secondness and the ability to construct intersemiotic translations linked to obtain a characteristic diagram of an artist, understood here as poetics. This analysis of poetics rescues Julia Kristeva's thought, which indicates the connotative and denotative capabilities of cinématographic language, denotative when we study framing, camera movements, light effects, and connotative when we discover different meanings and atmospheres provoked by a denoted segment.


			Protopoetics, intertextuality and Peirce's secondness


						Protopoetics, based on two conceptual lines, intertextuality and semiotics, presents three types of manifestations in the proposition of dialogic communicational objects in search of the sender's poetics. The first refers to the connotative activity (index), the second is shown from the denotative emission, almost a tribute to the precursor of the dialogue (iconic) and finally the textual proponent generates the expansion of his dialogue (symbolic) portraying his mature poetics. Most of our thoughts are représentéd by symbols and when these are not enough to express a communicational act, we need to use the other components of Peirce's secondness, icons and indices, which in turn can be représentéd from three categories, image, diagram and metaphor. These three categories take us to the scope of cinématographic language that presents us with its hybrid sign formed by a semiosis, organised within the thought of a director who intends to communicate his poetics. The basis of this communication comes from symbols registered in the conscience of this artist that needs to be expressed from the three figures proposed by PEIRCE (2010). Poetics would then be within these three formative possibilities. Among the three forms, the one that most interests us would be the diagram, as it does not present the object as a whole, but rather the relationships between its parts, identifying it as a frame that could represent the form of construction established by the poetics of an artist. The filmic sign is made up of parts that relate to each other, presenting a final result orchestrated by a cinématographic director, finally resulting in his artistic vision, in his poetics.


						The concept of protopoetics is only possible from the interaction of intersemiotic translation as a basis for the equivalence of diagrams of the filmmakers in question, in evolution. The way of evaluating poetic evolution is given by the various options generated by the paths established by various intersemioses. Thuswe can draw the ascending curve of the protopoetic construction of an artist/communicator/creator. The resulting texts, seen from the lens of intersemiotics, can be understood not only as transported, but referring to a representative relationship of the previous in the produced. Protopoetics is an extension of the concept of intertextuality, giving it an organization in search of an artist's own voice.


						From all these assumptions, I can identify the concept of protopoetics. The argumentation of this conceptual vision presents the artist/communicator/creator seeking to dialogue with his intellectual context, giving rise to works that bring in their body parts of other works, previous ones, of another or even his own, originating new products that in no way can be treated as copies but poetic re-visits in search of its originality. Transposing from one object to another, elements that may or may not be repeated and are like pieces that re-fit, resulting in new products that in themselves represent different phases of the poetic making of the artist/communicator/creator. The co-presence and the derivation are permanent, which characterizes the search for perfection of the intertextual dialogue somatized by the artist's own poetics. Stylized production, mediated by works in parody, pastiches and others in paraphrase, increases this critical space without necessarily citing the previous text, but somehow ends up uniting the recreated text with its predecessor. These processes repeated in an ascending movement are always comments in transformation of the work of the artist/communicator/creator. This approach is subdivided into three types of manifestations in the proposition of dialogical communicational objects in search of the sender's poetics: the indexical-intertextual, the iconic-intertextual and the symbolic-intertextual. The reduction of visible reality in the form of a photogram allows us to perceive that this passage has an indexical moment, another iconic and finally symbolic. Styling is the final understanding of protopoetics where there is a meeting of the indexical with the iconic in the formatting of a symbol, generating a diagram that frames this semiotic organization, understood here as poetic, in a recognizable way and possible for comparison intra or intertextually.





OEBPS/font/Lato-Bold.ttf


OEBPS/font/PlayfairDisplay-Regular.ttf



OEBPS/font/PlayfairDisplay-Bold.ttf


OEBPS/image/LogoNovaPreta.png






OEBPS/font/Lato-Regular.ttf



OEBPS/image/capa.jpg
(ORGANIZERS
Denize Araulo
Caupia LamBacH

NCHCINEMA

INEMAFRANCAIS
CiNeFRANCES






