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1. AHHOTAIMS TUCIUTIIAHBI

Few people would argue that films are not products of history. Indeed, at first glance, this might
be one way to read the maxim that films are, above all, stories of their own conditions of
production: filmmakers avail themselves of historically-specific and -contingent technologies,
theories, ways of understanding their own practices, and the collective labour necessary to
realize those practices. And, of course, there are myriad films “about” history—such as the
genre of the historical re-enactment. Another maxim within the

disciplines of photography and cinema studies holds that films are themselves historical
records: point a camera at a scene, fictional or not, real location or filmset, and that scene is
preserved to posterity.

However, readers of this syllabus will notice a semantic distance between film and history—
namely, the “and”. If cinema is not simply, like every other cultural artifact, produced in
historical time, but is one of the ways in which history itself is available to us today, then this
technical fact has historiographical implications. Put simply, this course does not survey the
history of cinema so much as ask, how does cinema record and write history? Does our thinking
about what history is and means change with the advent of cinema? Are there particular
moments concealed within the continuity of cinematic practices that might, if excavated,
demonstrate different modalities of (thinking) history? This course thus imagines film and
history as fellow-travelers, not synonyms and not always even allies. Throughout this module
we will therefore analyze the ways in which the history of film is also the writing of history.

2. INTAHUPYEMBIE PE3YJIBbTATBI OCBOEHUA JUCHUITJINHbI
B cnyuae ycnentHoro ocBoeHust Kypcea CTyAeHTbI OyayT:

3HaTh
- Identify and mobilize relevant historical information surrounding a given film, style, or
director
Ymersn
- Interpret historically-specific facets of film production or film form within the context
of filmic analysis
Baapers
- Deploy varying historiographical approaches that address different scholarly
conceptions of cinema’s relationship(s) to history.

I[I/ICHI/IHJ'II/IHa HallpaBJICHAa Ha pasBUTUEC CICAYIOIIUX KOMHeTeHHI/Iﬁ U UX UHIUKATOPOB!:

Kon dopMyIHpOBKa KOMIIETCHIIUU W/IIK €€ HHIUKaTopa (OB)

KOMIIETE

HITIHT

YK-1. Cnoco0eH oCcylmecTBJIATH MOUCK, KPUTHYECKUI aHAJIU3 U CHHTEe3

HH(OpPMaLMU, IPUMEHATH CHCTEeMHBbII MOIX0/ 1JIs1 peleHHus
NMOCTABJIEHHBIX 3224

VK-1-1. | Ananuzupyer 3a1auy, OCyIIECTBISIET €€ I€KOMIIO3UIUIO, OMPEIEISICT
MIPUOPUTETHOCTD U 3TAITHOCTH JCHCTBUMA, HAIPABJICHHBIX HA PEUICHHE 3aaun

VYK-1-2. | HaxoguT u KpUTHYECKH aHATU3UPYET HH(HOPMAIIHIO, HEOOXOIUMYIO ISt
pelleHus MOCTAaBICHHOM 3a1auu

VK-1-3. | BeiOupaer onTuManbHblil BApUAHT PELICHUS 3a/1aul, apIyMEHTHPYS CBOU




BBIOOD

YK-2. Cnoco0eH onpeneasiTb KPYr 3aJa4 B paMKax MOCTABJIEHHOMN eI 1
BbIOMPATH ONTHMAJIbHbIE CTIOCO0OBI UX PelIeHUs, MCXO0AS U3 e CTBYHOIIUX
NPaBOBbIX HOPM, MMEIOLMXCSI PECYPCOB U OrPaAHMYeHU I

VYK-2-1. | CraBut 3amauu, HEOOXOUMBIE [Tl TOCTHIKEHUS 1IETH C YIETOM ITPaBOBBIX
HOPM

VK-2-2. | PaccMaTpuBaeT BO3MOXKHBIE, B TOM YHUCJI€ HECTaHJApTHBIE PEILIEHUS 3a/ad,
OLICHMBAET JIOCTOMHCTBA U PUCKU BO3MOXKHBIX pEIICHUH, BEIOMpaeT
ONTUMAJIbHBIE PELIECHUS C YYETOM PECYPCOB U OTPaHUYECHUN

YK-3. Cnoco0eH ocylecTBISITh COMAJILHOE B3AUMO/IelCTBHE H PeaJIN30BbIBATH
CBOIO POJIb B KOMaH/1€e

VK-3-1. |3naer mnpuHuunsl 3(GEeKTUBHOM KOMaHIHOW paboThl; y4yacTBYeT B
pacmpeneNneHud posield B KOMaH[e, B3aMMOJICHUCTBYET C WiIeHaMH KOMaH/IbI B
COOTBETCTBHH CO CBOEH POJIBIO

VK-3-2. | YuactByer B oOMeHe uH(pOpmanuen, 3HAHUSIMH U OMNBITOM, B IpPE3EHTAIUU
pe3yabTaToB PabOThl KOMaHIbI

YK-6. Cnoco0eH ynpasjisiTb CBOUM BpeMeHeM, BbICTPAUBATH U PeaJIM30BbIBATh
TPAEKTOPHUIO CAMOPA3BUTHS HA OCHOBE PUHLIMIIOB 00pa30BaHMS B
TeyeHHue BCeH JKU3HU

VYK-6-1. | IlmanupyeT u pemnaeT nepcneKTUBHBIC 3a/1a49 COOCTBEHHON JEATEIHHOCTH C
YYETOM YCIJIOBHM, CPEJICTB, JIMUHOCTHBIX BO3MOKHOCTEM, 3TANIOB KAPHEPHOTO
pocTa, BpeMEHHOM MEPCIIEKTHBBI PA3BUTHS JESITEILHOCTA U TPEOOBAHUI
pBIHKA Tpyaa

VK-6-2. | Bnageer HaBbIKaMu yIIpaBJIEHUSI CBOMM BpPEMEHEM

VYK-6-3. | IIposiBiisier nHTEpeC K 00pa30BaHUIO U UCIIOJIB3YET MPEIOCTABISIEMbIS
BO3MOXXHOCTH ISl IPUOOPETEHHUSI HOBBIX 3HAHUIA U HABBIKOB

3. COAJEP)KAHME U CTPYKTYPA JTUCIHUIIJIMHBI

TpynoemMKoCTh (4ac.) 1Mo BuaM y4eOHBIX 3aHITHI
Haszpanue Bcero
pasjiesa/TeMbl Hacos KonTakTHas padora Camocrosite
JbHas
Bcero Jlexknuu CEMHHAaPBI pabora
Tema 1. Film and 6 4 2 2 2
History — an
Introduction




Tema 2. Who Speaks? 10 6 4 4 4
The Sound Film and
American Minstrelsy

Tema 3. Time Presses: 10 6 6 6 6
Andrei Tarkovsky and
Cinematic Modalities of
Time

Tema 4. The Historical | 46 32 12 12 12
Film: Writing the
History of the Present

Hroro 72 48 24 24 24

Tema 1. Film and History — an Introduction

How do films do historiographical work? Film as historical record / film as historical
author(ity). Siegfried Kracauer, History, the Last Things Before the Last

Reading:

- Michael Rogin, “Blackface, White Noise”.
Tema 2. Who Speaks? The Sound Film and American Minstrelsy
Racial asymmetry and audio-visual synchrony. Film form and analogy: how does the cinema
record historical difference? Technical practice as historical index: technologies as historical
symptoms of (seemingly unrelated) cultural practices.
Reading:

- Michael Rogin, “Blackface, White Noise”
Viewing:

- The Jazz Singer (Alan Crosland, 1927)
Tema 3. Time Presses: Andrei Tarkovsky and Cinematic Modalities of Time
What is the difference between time and history? Is there a properly cinematic notion of time?
Doing history in a world of plural temporalities. Historiography and stratigraphy—can
different layers of formal analysis access different layers of history?
Reading:

- Andrei Tarkovsky, Sculpting in Time
Viewing:

- Andrei Rublev (Andrei Tarkovsky, 1966)
Tema 4. The Historical Film: Writing the History of the Present
The historical film. Past and present. History and memory. Cultural amnesia. Historical
continuities and discontinuities. Remembering and forgetting. Telescoping history. Vision and
memory. Vision and the unthought. Film, history, and the unconscious. Histories: factuality
and fictions. The visible and the sayable. Imagine the inconceivable.
Fabulations: Reclaiming one’s voice. History and imagination. The shadow of the future. In
Time, Out of Time: Other Asias. Actuality and Event. Futures Present and Past. Real Time:
Film, Television, Internet.
Read:

- Foucault, Michel. “Film, History, and Public Memory.”

- Alberto Moravia’s novel The Conformist (1951)

- Elsaesser, Thomas. “The BRD Trilogy, or: History: The Love Story?”



- Sosa, Cecilia. “A Counter-Narrative of Argentine Mourning.”
- Foucault, Michel. “Nietzsche, Genealogy, History.”

- Connoly, Brian. “Psychoanalysis.”

- Cadava, Eduardo. “Psyches.”

- Ranciere, Jacques. “Is History a Form of Fiction?”

- Flusser, Vilem. “The Ground We Tread.”

- Gayatri Chakravorty Spivak, Other Asias, selections

- Yuriko Furhata, “Cinema, Event, and Artifactuality”

- Anne Allison, Millennial Monsters, selections

- Tara McPherson, “Reload: Liveness, Mobility and the Web”

- Walker (A. Cox, 1987)

- The Conformist (B. Bertolucci, 1970)

- The Marriage of Maria Braun (R. W. Fassbinder, 1978)
- The Headless Woman (L. Martel, 2008)

- Divine Intervention (E. Suleiman, 2002)

- Bamako (A. Sissako, 2006)

- Blade Runner (R. Scott, 1982)

- he Matrix (Wachowskis, 1999)

- Funeral Parade of Roses (Toshio Matsumoto, 1969)
- Tamala 2010: A Punk Cat in Space (t.0.L, 2002)

- Peep TV Show (Yutaka Tsuchiya, 2003)

4. OLEHOYHBIE CPEJICTBA W TPUMEPHI 3AJJAHUW IS OIEHKH
PE3YJIbTATOB OCBOEHMA TNCIHUIIJINHBI

4.1 Texkymmii KOHTPOJIb

1. History “of/and” Comparative Assignment, 34% of the final grade

Mobilizing the formal elements of two or more sequences from different films, write an 800-
word analysis that speaks to how the formal elements of a film can be used as historical ciphers.
Students should combine an orientation based in the history of cinema with an orientation
proper to the course’s framework of history and cinema. An example of this from the course
material might look as follows: a student uses a sequence from The Jazz Singer to examine how
the advent of synchronized sound recording (history of cinema) speaks to the American
practices of minstrelsy, as well as blackface and yellowface particular to that film’s moment of
production (history and cinema). Students would then apply the same joint approach to, for
example, continuity editing and alternate parallel montage in D.W. Griffith’s The Birth of a
Nation.

Further guidance will be offered in class.

2. Historiographical Scene Analysis, 33% of the final grade

Films do not “reflect” history—rather they serve as indices of historical conditions and produce
events that are more than the sum of those conditions. Students are to choose a scene from one
of the films from the course and perform a formal analysis of that scene. Rather than
rediscovering the historical context around the film’s production or applying course readings
to films, the scene should serve as the point of departure for close and rigorous reading based
on a historiographical problem or proposition it produces.

Length: 1000-1500 words.

Grading criteria: students will be evaluated on the originality of their analysis and their ability
to defend it logically throughout their chosen scene and texts. They will also be marked on



engagement with material—close engagement with at least two course readings—and most
importantly, their development of those readings beyond summary.

3. Histories of the Future; 33% of the final grade

Students will select a narrative film (or any other audiovisual fiction) set in the future and
analyze the ways in which it constructs a history of the present time (by present time, we mean
the time of the film’s release). Students are expected to support their argument through the
formal analysis of the film’s formal elements and structural organizations (you can focus on a
sequence, a set of formal strategies recurring throughout the film, or the film’s narrative
organization). The purpose of the assignment is for students to reflect on the writing of history
of the present, by means of fictions and temporal displacements. The expected length of the
essay is 800 to 1200 words.

Grading criteria: suitable film selection; the quality of the argument; the student’s capability to
support the argument through evidence drawn from the analysis of audiovisual and narrative
elements; the relevance of the suggested argument; suitable standards of academic writing.

4.2 TlpomeskyTOYHAA aTTECTANUSA

The examination will consist of a 90-minute written test that includes the identification of ten
quotations from required course readings and a written essay. The use of any electronic devices
is prohibited. The student must: 1) Attribute the given quotations; identify the sections of the
texts (such as a chapter) where the quotations are taken from as well as their authors, titles, and
year of publication. 2) Based on the given quotations, write an essay in English (1000—1500
words) analysing semantic relationships between the texts where these quotations are taken
from.

Assessment Criteria

Grade Criteria

Excellent (5) 10 can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the
essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 10
exact quotations, different from the attributed quotations
in assignment

9 can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the
essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 9 exact
quotations, different from the attributed quotations in
assignment




Good (4)

can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the
essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 8 exact
quotations, different from the attributed quotations in
assignment

can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the
essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 7 exact
quotations, different from the attributed quotations in
assignment

Satisfactory (3)

can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the
essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 6 exact
quotations, different from the attributed quotations in
assignment

can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the
essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 5 exact
quotations, different from the attributed quotations in
assignment.

Unsatisfactory (2)

can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the




essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 4 exact
quotations, different from the attributed quotations in
assignment

can be given for the essay (no less than 1000 words) if 2
elements are present:

1) the student identified all quotes correctly;

2) the essay written in accordance with the following
requirements: a) in the essay, there is a sequential logic
structure (introduction, body, and conclusion); b) the
essay demonstrates good knowledge and understanding
of all texts analyzed; c) the essay contains at least 3 exact
quotations, different from the attributed quotations in
assignment

can be given for the essay (no less than 1000 words) if at
least one quote is identified incorrectly

can be given for the essay (no less than 1000 words) if at
least one quote is identified incorrectly

4.3 Ilpumeps! 3axanmit

IIpuMepsbl HUTAT 1J151 aTPUOYTHPOBAHMS

Sample quotation or problem

Key

1 "Two comparable treatments

Matsumoto’s Funeral Parade

world of 1968—-69."

of Roses, two films that best capture the eventful
atmosphere of 1968 and 1969. In both films, the filmmakers
and their crews appear in what seem like extradiegetic
documentary sequences. These self- reflexive moments are
further accentuated by the films’ deliberate mixing of the
diegetic world of fiction and the extradiegetic, nonfictional

of filmmaking as an event can | Yuriko Furuhata,

be foundin Oshima’s Diary of a Shinjuku Thief and Cinema of Actuality,

79.

2 | “One might argue here that history does not know such Siegfried Kracauer,

caesuras; that actually the controversy goes on after an idea,
or what remains of it, has gained ascendancy. As a matter of
fact, the tradition of any ruling doctrine is a story of
continual attempts to adjust it, however precariously, to
contemporary demands, ever-changing situations.

And these attempts at reinterpretation may lead far away
from it; no dogma is immune against heresy and corrosion.”

“Introduction” in
History, the Last
Things Before the
Last, 7.

“In the art film, the status of history is that of either the

Elsaesser, Thomas.




absent cause or the allegorical figuration, while Hollywood | Fassbinder’s

uses ‘history’ as a realistically simulated backdrop, often Germany: History,
both paralleling and counterpointing the romance.” Identity, Subject. Ch:
4; section: Historical
Reference of Media
Reality?

5. YYEBHO-METOAWYECKOE U HWH®OPMALHWOHHOE OBECIIEYEHUE
JTACHUATILIMHBI

5.1 Jlutreparypa

1. WunynuHckuin, ©. M. UcTopua kuHo Ha 3anage / ®. . lWunynuHckun. — MockBa
: U3patenbctBo tOpaitt, 2024. — 236 ¢. — (AHTONOrUs Mbicaun). — ISBN 978-5-534-
12735-5. — TeKcT : aNneKTpoHHbI // O6pasoBaTenibHaa nnatdopma tOpaiT [canT]. —
URL: https://urait.ru/bcode/543448 (gata obpaweHus: 11.06.2024).

5.2 DyieKTpOHHBIE 00pa3oBaTeIbHbIE PECYPChI
Marepuainsl AucuUIUIMHbI pa3mentenbl B LMS: https://l.skolkovo.ru/login/index.php

5.3 IIpo¢eccuonanbHbie 0a3bl JaHHBIX U MH(POPMALMOHHbIE CTIPABOYHbIE CUCTEMbI (IPH
HAJIUYHM)
HeT

6. JUIIEH3UOHHOE U CBOBOJHO PACITIPOCTPAHAEMOE IMTPOT'PAMMHOE
OBECIIEYEHUE

Omnepammonnas cuctema Simple Linux, Opayszep Yandex Opaysep, antuBHpycHoe I10
Calmantivirus;

CBoOomHO pacnpoctpansemoe 110, B TOM umclie 0TeueCTBEHHOTO ITPOU3BO/CTBA!

Oducnsrii maket Libre Office, Okular PDF Reader, 7-Zip ApxuBatop, GIMP PenaktupoBanus
dotorpaduii, Inkscape Bekropnas rpaduka, Blender 3D rpaduka, Kdenlive Buneopenaktop,
Audacity Ayaunopenakrop, VLC Menuamneep, Thunderbird ITouroBsrit knuent, Flameshot
Co3naHue CKpUHILIOTOB

TMATEPUAJ/IBHO-TEXHUYECKOE OBECIHEYEHUE JUCIUITIJINHbI

VYueOHas ayautopuss A NPOBEJEHUS 3aHATUM JIEKIMOHHOIO THIA, OCHAIllEHHas
MyJIbTUMEIUMHBIM 000pyJOBaHMEM, Y4eOHON Mebenblo, OCKOM HWIM CO CTEeHaMH C
MapKEepPHBIM ITOKPHITHEM.

VYuebHass aynuTopus s TPOBENCHUS 3aHATHHA CEMHHApCKOrO THIA, OCHAIECHHAs
MYJbTUMEIUMHBIM O0OOpYyAOBaHHEM, Yy4eOHOH MeOenbro, JOCKOW WIM CO CTEeHaMu C
MapKepHBIM IOKPHITHEM.

Aynurtopusi (KOBOPKUHT) JUIi CaMOCTOSITEIbHOM pabOTHl OCHaIeHHas y4eOHOW MeOelblo,
HOYTOyKaMHu.

MarepuanbHO-TeXHUYECKOE 00eCIIeUeHUe ayAUTOPHI PEICTaBICHO Ha O(UIMAIbHOM caiiTe
https://www.skolkovo.ru/sveden/objects/cabinets/study rooms.html




