State Control
of Industry

‘ﬁ e e

ﬂ Government took
a strong interest in films

TIHR A el A
gt S &t

centralization of

| O!o Film Movement

| Soviet Montage J¥
Reew Jadic h 0 ¢ B
A film movement consists of two elements: m

fbes Fade 3§ acal A ey s« gar 8: | -

o Films that are produced within a particular
period and/or nation and that share significant
traits of style and form

ot fises ot et fady srafdr sir/anqur &

sfiar 9918 SITdt & 3R S 9T 3tk a6 Russian Film Industry
Hgeaqol Rrdrwarsii # aren Hed § w4l fpew I BT

9 Filmmakers who operate within a common WWT
production structure and who share certain _ ; :
assumptions about filmmaking 1 92!'.-1 930'5 ::11 i?:nlt:rl';m stock in
fses fAmtar < ve 9w fAmior Sva=n & : <
& IR H $T ATSAT TRV greft § JUcTey wTgl AT

- David'Berdwell, Krisun'T hompson It led to the rise of the World’s first Film School | VGIK Film School f*;q
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The central and probably most widely recognised <t
aspect of Soviet Montage is the editing. The cuts |
were supposed to act as a visual stimulation to the viewer.

UG FU A UGl o= arell Ugef durgsi gl - <8
FHeH Bl §AP & 1Y g IsTeT & F9 A HH N S
®Hva & forg A= SITaT Al Seia
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PAPER 1

FULL COURSE

® Let’s Find Out Every Concept in Detail.
@ COMPLETE SYLLABUS - TOPIC WISE

@ LATEST PYQ’s WITH DETAILED SOLUTIONS i __
MASS COMMUNICATION

PAPER 2

2 - UGC-NET Paper 1 Complete Syllabus with
@ UGC-NET by Rohit | Latest PYQ’s Solutions.

o TOPIC-WISE VIDEO LECTURES
@ HINDI & ENGLISH
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Dziga Vertov
began working on
documentary footage
of the war

fsform a<ta 3 g5 =t

@Hmm%ﬁ?ml

Lura-'o.ir I(ulesnv
conducted his
Kulesov experiment.

g FALlg A AT

gﬁ-\iﬂ?mﬁ?ﬂﬂ

Sergei Elsenstem
pioneered the
Montage Theory.

i Mge=wA A

Hi~erel &t &1 ufaares faarni

Dziga Vertov (Kino eye)

feform acita (@1t 3ms)

Vsevolod Pudovkin

Kino-Eye (1924)
I8l HTS (1924)

Battleship Potemkin (1925)
aETrrFfrEr q’lﬂﬂﬁﬂ (1 925)

The Death Ray (1925)
g 37 ¥ (1925)

Mother (1926)
A (1926)

Zvenigora (1927)
STAf=rTRT (1927)

October: Ten Days
That Shook the World (1928)
3fegeN: 39 o9 a¢ P & dos (1928)

Man With a Movie Camera (1929)
A g a1 Tt et (1929) s

A Simple Case (1932)
31 fEruer 9 (1932)




Ua & A & 1Y - A Sgaw, qUdE IWAR |
UR IFeAIT-3IePT HIG HggH Hidl 2| |

By combining the same neutral face with different shots,

the audience perceives different emotions.
(BHUKH) 5
HUNGER gg uHa fearar @ f& 31ef (meaning) g2 & 79 |

a+1ar g, Rk geat | F8h

It shows that meaning is created in the mind of the
viewer, not just in the images.

(ICHHA)
DESIRE g Pe1md A 1920 & A H 59 UANT & HATeAH

' ' A fbew vfeféar s & Tifaa fbar
HHA aﬁT + eIl qFY = 3l HId Lev Kulesov proved the power of film editing

Same Face + Different Shots = Different Emotions "~ through this experiment in the 1920s.

Ad HMNg A AT FeAma TART fHar

Lev Kulesov conducted his Kulesov experiment.

3IgI P 9PN (artificial geography) &t

sraegon off g
Also propounded the concept of
artificial geography.
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Intellectual Montage

An intellectual montage or ideological

montage is the editing together of clips
to create an intellectual or ideological
meaning.

difgs Aier a1 d=ie Aiers, fema &
S U dlfges a1 d=nis aref a9 81

Rhythmic Montage

Rhythmic montages cut the clips
based on the action or image

e Aicw  faer & teeH

._l-

Montage comes from a French word
meaning “assembling” or “editing”

HicTel thd TS §,
pfg‘g fSraenT 31ef “Sig=1” a1 “dured” g

« Realization is in the repetition of these "measures.” Tension is

o ZH T B Hel MR THEI $ dldrs gt 1

- TFS 3P oiaTs $ ITAR SIS T &, Wit Aifta F Ara & g e &
« A" 6 TRE | WS aRdafde &9 gt g

« T g3 St FiaTS Bl BIeT B dlfdes i agi & Ta A

Tonal Montage

Tonal montage is when you edit together |
two shots with a similar thematic element
or emotional tone. The elements you use

could be visual or auditory.

_ » IERCITE B S Hiers bt gl & ad THSHAT
elel Aierst ad gaT & <id 319 99 e TR 35T BT & o1 58 Hael Uh U a1 2
T HIGIE 21 aTel &1 9ifed & wiisd &l q 3ifers wem & & foe uss a1y guifda orfea

Metric Montage

+ The fundamental criterion is the absolute lengths of the pieces.
« The pieces are joined together according to their lengths, in a

formula-scheme corresponding to a measure of music.

obtained by the effect of mechanical acceleration by shortening
the pieces while preserving the original proportions of the formula.

YT BT &, STafd T 3 el AT B I @1 e &

Over’ Tonal Montage

« overtonal is best thought of when compared to
tonal montage as simply a way to describe a
sequence of shots edited together to provide
more than just a feeling or tone, but also to also
convey action, narrative, and story overall.

ﬂsamaﬂaﬁiaaﬂﬁﬂiaﬁﬁsézmﬂmm

According to prominent Soviet director Sergei Eisenstein,
there are five different types of Soviet Montage Theory:

ugaq‘rlﬁmﬁ%waﬁs‘mawam,
Tifead Alerst @t & Ui YR 21 8

Kino Eye

Kino-Eye was Vertov's means of capturing
what he believed to be "inaccessible to
the human eye”; that is, Kino-Eye films
would not attempt to imitate how

the human eye saw things.

HIEAl-TE, qéfa o1 98 diier o1 o a8
3 il &t &g 1 a1 o 98 “wre
AtEr | SE[" HIAT &T; 374,
HIEA- TS fohos Aa 3Gl @A F
THE F T HTF BT TAH TE St off |




Q45. The new wave film of French Cinema is :

el faT &t 98 a9 (7% oig) b 8

A. Le Beau Search / @it o O=f

B. Father Sourgious / WIgr |fofad
C. The Golden Mountain / § Tes AT8ed

D. 400 Blows / 400 &t
E. Breathless / ¥l

- ™
\

"1.A,BandC /A, B3RC

(2A,DandE/ A DIRE |
3.B,CandD/ B,C3RD 1_
4.B,DandE/ B, D3RE

34) Who authored the seminal work “The Photoplay”
A Psychological study (1916)?

34) fFuA ‘g wiet): T Aighidiicieha st (1916)
A& Hgcagul gEde fordl?

1. Vachel Lindsay / ar=iet feidd

2. Siegfried Kracauer / fThISE Hrhiar

[3. Hugo Munsterberg / gt ‘ljﬂmﬂ'ﬁj

4. Rudolf Arnheim | ©Te® =gisH

2. Impact / 9a<

E.Mnnnf'ﬁ]
4. Mood / Hs

1. Cold Cuts / Hies HgH
(2. Flash cuts / w21 ded |
3. Jump cutting / 59 i

4. Pop cutting / 9Ta &femn

35) Which among the following film critics developed
a connection between mise-en-scene and realism
on the one hand, and montage and expressionism
on the other

35) fAafaf@a A | fFa fhesw aftars 3 vv %
Asr-sita-d17 3k garefarg, it gad v At

3R fs=Targ & o= ey wenfoa fFar?

[1. Andre Bazin / 312 arfor ]
2. Julia Kristeva / siferar fosxdar
3. Christian Metz / fobfgio= e

4. Susan Santog [/ §ATH HHCHT

Q33 The Technique where brief fragments of shots are cut to exact
rhythm against a musical beat or sound is

dg dd-1d forad BlIe-Bie 2licH & ghel &l Aiffld Hl dflc ar e &
1Y ¥t 1 | HIcT STl g, Dgald! g

Q46. What is not a tyf;e of montage?
AafafEaa 9 @ S19-91 AT &1 UPR 981 82

1. Time Transition / €189 gifSIe=

f o
& . 3
\__:_/

t

Filmmakers of the Soviet Montage Movement used
which of the following methods in their work?

wifaaa \Afers stigied & fheaaRT A 39 ==raf &
fAafafaa § @ s=-dt —_fdat sgahr Hi?

(a) Tatami shots / cTerHt 2iicd

(b) Tonal editing / @Fe wf2fé

(c) Over-tonal editing / afae-eiaa uf2fén

(d) Intellectual editing / §2clagera gffd

(e) Tachistoscopic displays / eifaewniftes e

A. (a), (b) and (e) only / @&ae (a), (b) 3iRR (e)
(B. (b, (c) and () only / =i (b), () R (d) )
C. (b), (c) and (e) only | &ae (b), (c) 3R (e)
D. (a), (b) and (d) only / &aet (a), (b) 3R (d)




STH TR eIfaeH

e The German Expressionist film
movement emerged in the wake of
a tumultuous period in German
history: World War |

i &1 U 3UA-gua vt 3afdr &
d1G IURT: UYH fasa gg |

e The war shattered Germany's
sense of stability and optimism.

g& A STHAT bl fRRAT 3R 32T
bl 9Ta-T I drs fea|

¢ Expressionist films reflected
this by portraying a distorted
and nightmarish world, unlike
the romanticized settings of
earlier cinema.

garaseIfa¥e fihedl 9 39 fagpd 3R
The war's devastation and the WA g & A= éla ATz o
economic hardship that followed ETQW{J)?;%?' Pt floeit & AifeD
left the German people feeling i Tl
disillusioned and anxious | [ JIP e After four years of fighting, Germany

Rt . ‘ and its allies lost. The war left

gg bl AT IR IS AIG HTE I I ' millions dead and forever changed
anfefes Bfdrear 3 oA il @ R the world.

IR HIel @bl ASTS & 415, SHAT 3R 3qb
HEAI i R Q| g A 1@l Al bl ST

3 ot 31 T Y R b Fory et | (.

&3 JRF Media Academy 4y R
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The war led to hyperinflation and social unrest.

Expressionist films explored these issues
through stories of poverty, corruption, and
social collapse.

g & SR gErehifa a¢) o arnfore srenfa et
v fhet A T, yemr 3k e
qa- $I Sl & Areay F 34 gl & i

The horrors of war left a deep psychological
scar on German society. Expressionist films
used dramatic lighting, skewed sets, and
exaggerated acting to depict the characters’
inner struggles.

gg & WaTdeal 4 ST HHIS IR Mg A8 °1a
B Ran el bt 3 Areda were, 22
Ag ¥e I uferfora it &1 SuahT & urst &
3fifies Haw i gefan

B JRF Media Academy 4y Rehit

Economic woes &
Psychological Scars

3nfeies qenfAai 31

? |

Insanity and Madness: Exploration
of mental states that deviate from
the norm, often used to reflect
societal tensions.

Betrayal: A common theme
that drives the narratives of
many expressionist films,
creating emotional intensity.

Violence and Murder: These
elements are used to heighten
the dramatic tension and often
have symbolic meanings.

Mystery and Paranoia: Engages
the audience with a sense of
suspicion and fear, often leading
to a climactic revelation.

4
i
qrTerg 3R a=fAE fafagar:

| AR sEEna & @i St
A & =1 gt €, 3R

ATHATGIes a-Td &1 g9 &
fere Iggi 6t St 81

o fAaroar: v 9= faeg \_".
s yeaneIfe foheat &t st '
Y AT qB1aT &, fAd eSS
TETE 30 gl &l

o T 3y gean: 59 oAt &1 3uam
Aeh I gA1d &t 98 & fore Far
STl & 3 e 37S Hellhleas
aref g1 &

e IEH IR UE: D! Hl e AR
wg 6 YigaT F SiEar g, A 3
G °YH GaiTd &l 3R o S 2
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¢ Distorted Reality:

Sets were designed with unnatural
angles, jagged shapes, and exaggerated
shadows to create a sense of unease
and distortion. Think twisted buildings
and warped landscapes.

fagpd arafadhar:

Y P! ITFAIIAS HIvTT, 2¢-AS ATHRI
3k F2-=12 Traf & Ty fEere fosar man o
arfes et oiR sl @1 veara A1 & |9 |
Hifeg, 2E-Ad gaRd ok faga afgea)

Symbolic Imagery:

Objects and settings weren't just
background; they carried symbolic
meaning. A crushing cityscape could
represent oppression, for instance.

Convenuons

Dark Makeup:

Exaggerates the features of characters, b
reflecting their internal states and

¢

Chiaroscuro

»

emotions. s
ydteiee REetsdr: el HBAY:

g : Al & faetaarstt ot aer-agex feamar - 4
a0 3R T Had o : >
ammmﬁ%%m AT &, S It 3niafves fRufa afv wrasmait
U ga grell 9Tg% Icdis &I Wl &l Ihdl 2 | ! g 81

Emphasis on shapes,

_- (dark/light) forms, and patterns i abstraction E -
Y R T, T AR SRR AR
(STh12T/ 3TEHR) e+ TR W | yqfe :

Conventions (q¥9T¢ / fI9edm)

f‘l’.-'.l,

Tendency towards |

» JRF Media Academy by Rohit

chiaroscuro Lighting:

Expressionist films used harsh contrasts of
light and dark (chiaroscuro) to highlight

characters' emotions and create a sense
of mystery. Imagine dramatic spotlights

and deep shadows.

qT=AT @t WAl @i ISR fehar 73T 3R
B & HIgid 9411 74| 9ifEe, el
wWieesed 3R Mgt BAN |

Extravagant Characters:

Often portrayed with strange dancing
and jerky movements to reflect their
emotional turmoil or madness.

AfefSra ua:

ST oA T 3R FSHR geeball &
a1y fafaa fsan s § arfs It
HIGHTHS IUA-JUel AT IR Bl
21T 51 H|

Distortion, angularity, Hypnotic and

extreme verticals nightmarish worlds
 fafar, Poftera, Hew ok g
- TS HEareRal Sieft gy
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e Metropolis is a 1927 German expressionist
science-fiction silent film directed by Fritz

"Nosferatu" (1922) - F.W. Murnau
"TrehTg (1922) - T, gsw, TS

fers-fherer 9en fohemt 2, e Adem
fOhest o 3 fora

i * Metropolis is regarded as a pioneering
science-fiction film, being among the first
feature-length ones of that genre.

o HEUIferT &l fasma-fhere fivet A wep
3roft i 71T 11T 8, SR I 39 et i
Ugelt FieR-aiy el § & T &)

"Metropolis" (1927) - Fritz Lang

"Agtatferd” (1927) - fbewt ot

"The Last Laugh" (1924) - F.W. Murnau
TR A" (1924) - U 30, G713

"Faust" (1926) - F.W. Murnau
B (1926) - U 35, 771G

; d | [T, p—_—— LN
f : T T e ERIRLE 3
e YME : : A LB y
] . = L L : w s
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4 il L] e ¥ 1
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The Cabinetof |
Dr. Caligari |

(1920) ;
g hiSe 3T ST, BRI (1920) il
Directed by R;:r; Wiene, this film is often ,..- : """

hailed as the quintessential example of
German Expressionist cinema.

Aa¢ fawa gr AT, ag fbew Sv= The Cabinet of Dr. Caligari was based on
vrauerfEe faaHT &1 U IPE QI the writers’ experiences as WWI soldiers |
qrh STl &1 and their distrust of authoritarian i
leadership.
It features a hypnotist who uses a somnambulist g pfaAe 3P 1. iRt AE@H! F g
to commit murders, and is renowned for its fay gg & SfF®I & arpial 3R | &
stark, twisted visuals and dreamlike narrative. | FATYRY Aqed & Ufd fayr w smenRa &t ) i«
LN mﬁwﬂm %mﬁ ml 84 The filmmakers chose to deliberately I
& EEQEF NN A e & /- \ distort reality in order to disorient the
3 RERCLE ’ ﬁqm ! k audience to invoke a feeling of the time
wWie sar & fav uffdg 81 _/ rather than a truthful or realistic depiction.
fhew FAwTanail A gefel & 39 99 &t vra=n
HEYH A & foiv SHqeia arsdafdedr &l
: fagpa & &1 g9 foban, a9 g9 o Tt
Robert Wiene a1 genefard) sfd wwga &t s

Rl
AL Tlilfﬁltﬁ
[ o
o TR
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® Film Noir, a cinematic term used to k
describe stylish Hollywood crime
dramas, particularly those that
emphasize cynical attitudes and
sexual motivations, is deeply
influenced by German Expressionism.

® |t is a cinematic term used primarily
to describe stylized Hollywood
crime dramas, particularly those that
emphasize cynical attitudes and
motivations. The 1940s and 1950s
are generally regarded as the
“classic period" of American film noir.

e fiheq ARR, o RAHE g & forgar ® g Us RAATS e & S 3uai

UGN ¥1gferel giciiqs shIgH g3 _ & 9 A WISASoS Blciigs hIgH
& foru frar Sirar 8, @aex 39 fhew W%?ﬁ?%ﬁ%%w
& forg S fAge gfesiur 3R I S . g
RTINS 3 2, T o ey bl
TFEIST | TENTs 9 9HIfad & | fﬂ-ﬁ?;’lﬂ?ﬁ"ﬁmaﬁﬁl"w
ST |
P : 4

® The term film noir, French for 'black
film' (literal) or 'dark film' (closer
meaning), was first applied to
Hollywood films by French critic
Nino Frank in 1946.

® Film noir of this era is associated
with a low-key, black-and-white
visual style that has roots in
German Expressionist
cinematography.

e T SR A fbew AW, wA1-, . ﬁﬂwﬁmﬁﬁﬁm
h-YS-cgIse fagera wersd j (emfeep) 2 ! (Fordt
ﬂwgé%m?agaﬂq 31H) & 1o 2, ¥ el STcilE

- e AT s 7 1946 H Ugell aR g S
ggaerATe Rmaciumst 7 | tehgs Foest v g el S
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i . W
The term "Film Noir' was used by

g "fﬁﬁrn?hm"airmﬁa'mwm
@ Nino Frank

List - | List - Il
(Director) (Film)

() GG ) Gv) |
(B) (i) (iii) (iv) (ii)
( .

_—'_- - (iii) The Battleship
,© Jean Gabln_ i ity
| @ John Hoston

—
-

—
—

Film noir refers to subjects of

L Fer e B R T e T

W (B) Off-beat / sifw-die




to a disruption in the Italian film

industry.

gaifera fNfafaem fdia faw g &t wmfi gaferaa fAafRafass fadra Ry gg @
3R A g & AR & T & 918 IR, Uget 3R 39& SR Hifdeard! R
R gefTerdlt fbew 3eii & amen 3o g8 ﬁmff%;;?'mwnﬁﬁmﬁmﬁ

This movement reflected the cultural

12 S s s A |
uRadi oI g1 2Tl

o I
——— e S A

Italian Neorealism developed as .
reaction against the Fascist
propaganda films before and
during WWIL.

emeeemerws |talian Neorealism

end of World War Il and the collapse
of Benito Mussolini's regime, leading

It emerged from the economic hardship,
political upheaval, and social despair of
Italy in the post-war era.

qg HicieH Jg & 916 & R § 3eall B A
BTN, Teria® IUa-9Uet AR TS

and social transformations in Italy.

.

ferTem & I gaml

Extensive use of propaganda through
media, arts, and education is common,
aimed at glorifying the leader and the
ideology while vilifying the regime’s |
enemies. '

Hifea, Sar 3R 18 & J1eaq ¥ IS FTR &

In 1945, Mussolini was executed, Italy
was liberated, and the "ltalian Spring"
marked a shift in filmmaking towards
a more realistic approach.

H 1945 # FHifet oY gegds far i, gecdt & '

B i Bt 4 A e el aite g e T 3 e B
AT FRT 3R R F A @Y T e, 3 " i

. il i i X 3tk Qo) QRN B AN T TETd B
DA YT| | ﬁlﬁﬁﬁiﬂﬂ




Cinecitta Studios
RAfRrer i

Founded by Benito Mussolini,
Cinecitta Studios opened

its doors in 1937.

a-fiar gaifert grr wenfua,
foAfaer wgfeaer 4 1937 A

394 AT @it |

At this time, it was used to
make government propaganda
films, many of which still exist.

39 YUY S9HT ITANT AIBRI
fors @ &8 amor oft Al €1

It is said that the studio’s
vault contains more than
100,000 pre-war newsreels,
including the dictator’s
declaration of war

against the allies.

: SSsee.o . 100,000 ¥ ¥ hi-aik erdies
fRretTs gg 6t diwon of anfae &1

TR fohed g9 & ferg fasar simar an,

Telefoni Bianchi 1930's-40's
e ipIT ferich 1930 & 291 - 1940 & <R

Telefoni Bianchi's films,
popular were light
comedies and melodramas
set in affluent worlds.
oI faaieh! &Y fohed, St
MUy off, goch! HIAST 3R
AAIgrET off, St 3R s a ®
eriaa off

------------------------------------------------------------

They featured wealthy
characters, lavish sets
often featuring white
telephones (a status
symbol at the time), and
unrealistic plots focused
on romance and intrigue.

399 Y=l g, Wea e o e
The ol (39 99T &1 U
ey fiae) e g 2, 3R
AT 3R 7eE R Hfea sarafds
HgH! wic gid o1

» JRF Media Academy by Rohit
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@ The stories were typically set among the
poor and working class.

® Filmed in long takes on real location.

(i T&ITH UR &id ¢ A et St eff 1)

@® Non-actors are often used for secondary
and sometimes primary roles.

@ The films mostly dealt with the challenging economic
and moral conditions of postwar Italy, reflecting the
shifts in the Italian mindset and the realities of daily
life: defeat, poverty, and despair.

(Rt e ggfere geeft 61 grldigof
Sl gerfera arfase # dagema 3R 3fFs e i arafasasi’ @ Rardh o
BN, T 3 fRARrem)

@ Due to Cinecitta studios being occupied by refugees,
movies were filmed outdoors, surrounded by destruction.

(FRfEeT <R & eronfifaf | v o9 & FRoT, e aney,

Characteristics

(AT 3madR IR e 3R Agaaswer a7t & e Je Fidt eff1)

(R-afrarail =1 srear s ok S ft-wuft gEg fieait & forg oz fsar smar an)

anfifs 3k Afas aRfEfaal = guidh o,

o Unobtrusive
(IR-gEa&gBRY)

Mlse -en-scene

' (Frr-3if-f) a

* On Location shooting
(arEafde T uR fd)

Non-professional actors

(TR-991aR if¥=am)

oz

.

o “iﬁ\\ _.__.
i ‘ Ir y | |

Vernacular dlalngue

(wFﬁ'a:r aﬁ?ﬁ are ?HE'IE.')
Natural lighting

(urepfcieh UabTeT)

Camerawork
= (BAIT FI)
@ Long takes (id )

Stable camera

(Rer Bm=T)

Medium and long shots ¢ @5

(Hmsﬁ?ﬁ%sﬁﬁ) =
PP
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| Important Films

1945 | ¢ Rome, Open City (Roberto Rossellini)
3w, i R Qe Adferh)

e The movement gained international acclaim after
Roberto Rossellini's Rome-Open City (1945) won the
Grand Prize at the 1946 Cannes Film Festival.

Important Films | -

eI B AR Wre firelt 5@ 1946 | ¢ Shoeshine (Vittorio De Sica) / 3rens= (AR <t wie)
Aact AAferT Hi A7, Sﬁ‘ﬂ ﬁﬁ (1945) 4 * 0O sole mio (Giacomo Gentilomo) / 3it |t fia (fSramepmY Sifemt)
1946 1 fewt welewa & A wrget Sftam | e Paisan (Roberto Rossellini) / urga= (e AAfer)

e ltalian Neorealism's raw and honest depictions of the
working class captured enduring struggles, marking it
as the cinematic 'golden era' of che country.

gdraal AR siferom & = 3R SHER o
3 sifties Tt & Haif &) goriar, sA S &+
fRAag "ol o' & U § wnfud faar AR

1948 | ¢ Germany, Year Zero (Roberto Rossellini) / s, 4% ¥t (A Adfert)
e Bicycle Thieves (Vittorio De Sica) / arsfi®a diaw (fAe1Rar St Hier)
The Earth Trembles (Luchino Visconti) / & 3% ¢wacw (effet fawapiw)

L.

1949 | o Bitter Rice (Giuseppe De Santis) / faez ws% (fSgam &t dféw)

1951 | © Stromboli (Roberto Rossellini) / wiralet! (Aaet AAdfer=i)
o Miracle in Milan (Vittorio De Sica, 1951)

e 34 e (AafRar St e, 1951)

1952 | © Rome 11:00 (Giuseppe De Santis, 1952) / ¥ 11:00 (g & &few, 1952) |
o Europe '51 (Roberto Rossellini, 1952) / g31q '51 (et Adfe=it, 1952)

o Journey to Italy (Roberto Rossellini, 1954)
w1 ¢ geet (Raet AAfE=i, 1954)

A& - " German
1952 | ° Journey to Italy (Roberto Rossellini, 1954) o4 ,- s B Year Zex}n{:}
S+t ¢ et (Radt AAfe, 1954) SS > 5 5 :




Match the following / 9@t fire= Hiforg The film movement of neo-realism began with :
=

Stanley Kubrick The Sacrifice
o L . Roberto Rossellini @/

e Vittorio De Sica , 9 My Life to Live
Vittorio De Sica

e Jean Luc Godard
faei¥at gt i

, 9 Shoeshine

Cesare Zavattini

YA} SAdIfe!

Arthur Bannister

3R dfFeeR

S

Ay



French New Wave
ﬂﬁrqaa

e a French art film movement that emerged
in the late 1950s and popularized in
Paris, France.

p/ e T hd 3T fted 3Migler il 1950 & G20 &
l 3id & 3WR1 3R AR, i F wAeBhr g3

/A

e Filmmakers explored new approaches to
editing, visual style, and narrative, as well as
engagement with the social and political

N
Characterized by its rejection of traditional

filmmaking conventions in favour of
experimentation .

YN Bl WAfHBAT &d §U IRURS fhed fmion
QRT3 Bl 3RGEIBR B B fQudr|

| J_,ﬁ o fleH®RI A FUGH, g Aeit 3R HAT S Y-
| l mﬁaaﬁzm:ﬁmqmﬂﬂt{aﬂaﬁaﬁ@aaﬁu

The theme of existential crisis was often
explored.

fdcaTTd debe & faug Fi 3R Tt d 12|

Rejection of Safe literary works over
experimentation.

U1 bl 319er YRied Aifefcis Hiaal Hi
B R fHar T




KEY FEATURES KEY IDEAS KEY FIGURES KEY FILMS
& fagtang 7= fa=r &y gfeaat e fioes

Claude Chabral

The 400 Blows (1959), 3 o )
ﬁ’ﬁ eI directed by Francgois Truffaut

e Breathless (A bout de souffle)
Jean-Luc Godard (1960), directed by Jean-Luc Godard 278 (3FL& W)
Sai-d® Maeis

Auteur Theory
Jifaar &gt

Low Budget
hH doic

e Claire’s Knee (1970), -
Jacques Rivette directed by Eric Rohmer At

& e €D Hiroshima mon amour (1959), R HF 3R

directed by Alain Resnais

2
2
o
Jump Cut 9 Eric Rohmer © Lift to the Scaffold (1958), e 7 3 WhEIee
2
2
2
2

AHHE W fhedi I Wil

Free style editing
wad et § HareA

Location-shot films 0 Camera Stylo

Qﬁiﬁ AN directed by Louis Malle

Francois Truffaut (@ Band of Outsiders (1964), &= 31w anIearssd B

319 &

9 loosely constructed PP Breaking of 180-axis theplsH B! o :::ECtEd:y: a"'::ﬂ Goc::r:ﬁm
H % » oot the Piano ayer ’ m w
;:_;r:]t_:;?: : 180-fe3t 3ram gl Andre Bazin directed by Francois Truffaut Yes
it arsl @ Le beau serge (1958), X at w=f
. | directed by Claude Chabrol
spontaneity | Breaking of Alexenra Astruc Vivre sa vie (1962), A
el e ar fourth wall HAPHIRT HEGD directed by Jean-Luc Godard

dreft §arR @t drgr

Eric Rohmer ([ Céline and Julie Go Boating (1974), e a0 g o e V|

directed by Jacques Rivette
e AW
—— | D Lola(1961),

directed by Jacques Demy

SCENE TAKE ROLL

DIRECTOR

CAMERAMAN



‘ Evolution of the Language of Cinema

AT BT JTuT 61 e

“The Evolution of the Language of Cinema
"is a classic essay of film criticism by
French film theorist André Bazin.

R forar man e aefae My 81

Bazin was a co-founder of the film
magazine Cahiers du cinéma.

aral fihew ufesT Cahiers du cinéma
& g-dAqus |

He believed that the interpretation of a film
or scene should be left to the spectator.
3T AT o7 fob fadt fbesr ar g2 &t
T 22 U B &t ST+t =nfav|

This particular essay was first published in

the early 1950s, and then was included in

Bazin’s multi-volume book What is Cinema?,

or Qu’est-ce que le cinéma?

gg fAeY ugell ¥R 1950 & g9 ol YF3HTd A

USRI §31T, 3R a1 A arl ol ag-@sig
What is Cinema?, aT Qu’est-ce que

le cinéma? # A fsar mar

n 1959, Francois Truffaut released The
400 Blows, and Jean-Luc Godard’s
Breathless would follow less than a year
later.

1959 #, it 3w A The 400 Blows Refier Y,
3R SIi-¢fa MR &I Breathless U% €T &
ez Refiar gg)

Both titles received unexpected international
success and were praised for their innovative
filmmaking techniques.

aﬁﬁﬁ}sﬁﬁaﬁ:&rﬂ?ﬂﬁmm@um
foreft 3k 39t sifv=ra fbew Awtor gt

@ |ITET bl 7T |

In 1948, Alexandre Astruc published

The Birth of New Avante-Garde: The
Camera-Stylo, a manifesto outlining the
power of cinema as an artistic tool.

1948 #, srdasTig 315G A The Birth of

New Avante-Garde: The Camera-Stylo
upriara fobar, ag RA=ar &t v soTdas
JUHIUT & U | UTd B aTell SISO AT |

» JRF Media Academy by Rohit



Camera Stylo o 1948 #, Jriaiey T 4

| g 99 3ii% < Idic-Te:
In 1948, Alexandre Astruc published g HIRT-II! TR b,

The Birth of New Avante-Garde: ST AT ) U HeATHD
The Camera-Stylo, a manifesto 3UHIUT & ©9 7 ATh r IGifeha
outlining the power of cinema as B dTeAT Ueh SIS ¢ |

an artistic tool.

iiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiii

iiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiii

e g faur & Aderal ot
The idea that directors should wield their cameras 3T RN BT IFANT I AXE BT TR,
like writers use their pens.of body text S8 dEF YA HelH Hl HId & |
These values were passionately shared by A qeu Bifead g AT & Merae
the critics of Cahiers du cinema; Francois AR m@ qren fbu U 9
Truffaut, Jean-Luc Godard, Jacques . Y, o T e (s
Rivette, Claude Chabrol and Eric Rohmer. ‘ aﬁ'{@ ﬂﬁ; ’
Collectively, the group continued to Fefle Mg iR l
explore Astruc’s principles and develop qrfes &7 9, g 4 T&H & Agidl

their own vision, which would become
known as auteur theory.

B! GIeT SRt @l 3 391 W &
gl i faefad fohar, St 3mT =eieny
IR AR & ®9 & SET 7|




Q45. The new wave film
of French Cinema is :

A. Le Beau Search
B. Father Surgious

C. The Golden Mountain
D. 400 Blows
E. Breathless

1. A, Band C

2.A,Dand E

3.B,CandD
4. B, D and E

Who is the founder of the
film magazine, Cahiers du Cinema?

foher ufaienT arfgad € AT
(Cahiers du Cinema) & T¥Tqeh
PHE?

A. Francois Truffaut

B. Claude Chabrol

S C. Andre Bazin

>~ D. Jean-Lue Godard

Q. Which of the following
affects "Depth of Field"?

Q. F=fafead daar _4
"Depth of Field" &t ' \
UHTfad HIdr g ? =

A. Aperture change
B. Change of lens

C. Change of tripod
D. Change of props

Choose the correct answer from
the options given below:

i feg 71q fasheul A & &
I TYH:

2.Band D

3.Band C

4. Aand D



