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INTRODUCTION BY MODERATOR

“JOHN GUY HAS DONE A LOT OF STUFF, STARTING WITH
A SMALL KODAK BOX CAMERA IN THE EARLY 19508,
THEN A FLASH ATTACHMENT, THEN A POLAROID, THEN
A SINGLE LENS REFLEX CAMERA, FOLLOWED BY A

DIGITAL CAMERA AND CAMERA/MOVIE MAKER IN HIS



TELEPHONE, ALL WITH THE EXPERIENCE OF HAVING

BEEN THE MOST OUTSTANDING PROJECTIONIST IN HIS

HIGH SCHOOL, CALLED UPON BY TEACHERS TO, SADLY,
LEAVE WHATEVER CLASS HE WAS IN TO SET UP THE
BELL & HOWELL 16 MILIMETER FOR THE LESS THAN
SKILLED TEACHER. THEN, SOME WISE 45-YEAR OLD
MAN LEADING THE HINSDALE COMMUNITY CENTER
ASKED JOHN TO RUN A BIGGER MACHINE, AT A MUCH
BIGGER THEATRE, EVERY SATURDAY, AND EVEN PAID
HIM. HE LOVED LOWERING THE HOUSE LIGHTS, AND
WATCHING THE 45-YEAR OLD PULL OPEN THE CURTAIN
OVER THE BIG SCREEN. HE ALSO LOVED THE BREAK--
WHEN ONE REEL RAN OUT—WHILE AUDIENCES
SCREAMED AND COMPLAINED UNTIL, IN HIS MOST
EFFICIAL WAY, THE NEW REAL STARTED, ABOUT 90
SECONDS LATER . OH “EFFICIAL” IS A CLOTHING LINE.

PERHAPS I MEANT “EFFICIENT.”



AS LUNCH FOLLOWS BRUNCH, HE THEN FINDS HIMSELF
BUILDING A SCHOOL IN THE PROJECTIONISTS” SMALL
COMMUNITY OF FIVE HOMES, AS A PEACE CORPS
VOLUNTEER, IN SANTA CRUZ, BOLIVIA. THEN, NATURALLY,
FOLLOWED BY BOARD SERVICE FOR THE HEARTLAND
INTERNATIONAL FILM FESTIVAL AND A LIFE-LONG LOVE
OF FILM, WHICH IS, PERHAPS, THE GREATEST
EDUCATIONAL AND ENTERTAINMENT MEDIUM OF ALL

TIME.

HOW THEN COULD HE NOT BE EXCITED BY THIS BOOK,
“100 IDEAS THAT CHANGED FILM,” BY DAVID PARKINSON,
2012. LOTS OF IDEAS, ALL TO BE SENT TO YOUR EMAIL
ADDRESSES WHEN THIS MEETING IS OVER. OF THOSE 100
IDEAS, HE HAD TO SELECT JUST A FEW FOR YOUR

CONSIDERATION TONIGHT. THE FIRST OF THOSEIS. . .”



[JOHN THEN PICKS UP DIRECTLY FROM THOSE WORDS

AND STARTS HIS ESSAY ]

1. THE OPTICAL PRINTER

THE OPTICAL PRINTER MAY LOOK LIKE A CROSS
BETWEEN A PROJECTOR, A CAMERA, AND THE KIND OF
SCIENTIFIC EQUIPMENT YOUR HIGH-SCHOOL
CHEMISTRY TEACHER WARNED YOU NOT TO TOUCH —
AND WITH GOOD REASON. IT WAS TEMPERAMENTAL, IT
WAS LOUD, AND LIKE ANY HOLLYWOOQOD DIVA, IT TOOK
ALL DAY TO DO WHAT THE PUBLIC ASSUMED TOOK

FIVE MINUTES.

OPTICAL PRINTING BEGAN IN THE 1920S, BUT IT’S TRUE
GLORY CAME WHEN VISUAL EFFECTS MASTERS LIKE

LINWOOD DUNN PERFECTED IT. DUNN USED AN



OPTICAL PRINTER TO CREATE THE KONG-ON-THE-
SKYSCRAPER SHOTS IN KING KONG (1933). THE SAME
DEVICE WAS USED IN ALFRED HITCHCOCK’S VERTIGO
TO CREATE ITS HYPNOTIC SPIRALS, AND LATER TO
COMPOSITE THE DEATH STAR EXPLOSIONS IN STAR
WARS (1977). THOSE EXPLOSIONS WERE CREATED BY
LAYERING MINIATURE PHOTOGRAPHY, MATTE
ELEMENTS, HAND-PAINTED ANIMATIONS, AND SMOKE
PLATES — ALL SPUN TOGETHER BY THIS HUMMING,

CLATTERING CONTRAPTION.

THE AMAZING THING IS THAT FILMMAKERS TRUSTED A
MACHINE THAT COULD JAM, MISALIGN, OR GO OUT OF
REGISTER AT PRECISELY THE MOMENT A STUDIO
EXECUTIVE WANDERED IN. TODAY, OF COURSE, A TEN-
YEAR-OLD COULD CREATE THE SAME EFFECT WITH AN

IPHONE. BUT THE OPTICAL PRINTER DID IT FIRST, DID IT



MECHANICALLY, AND DID IT WITHOUT EVER ONCE

ASKING US TO UPDATE THE SOFTWARE.

2. THE TRAVELOGUE

TRAVELOGUES WERE NOT JUST SCENIC POSTCARDS-
ON-FILM; THEY WERE WINDOWS INTO THE WORLD
BEFORE AIRPLANES WERE COMMON, BEFORE
NATIONAL GEOGRAPHIC WAS GLOSSY, AND BEFORE
INSTAGRAM INFLUENCERS DANGLED THEMSELVES OFF

CLIFFS IN SEARCH OF FOLLOWERS.

THE WORD, TRAVELOGUE, APPEARS IN LISTS OF
IMPORTANT IDEAS ABOUT FILM, BUT, | SUSPECT, IN
EARLY USAGE, REFERS PRIMARILY TO BACKGROUNDS,
LOCATION SHOTS, AND SITUATIONS, MERELY TO GIVE

VIEWERS IMAGES OF OTHER PLACES.



SOME EARLY TRAVELOGUES WERE MADE BY
EXPLORERS WHO DOUBLED AS LECTURERS — PEOPLE
LIKE BURTON HOLMES, WHO DRAGGED PROJECTORS
AROUND THE WORLD AND NARRATED LIVE
PERFORMANCES. AUDIENCES THRILLED TO SEE
FOOTAGE OF JAPAN, THE HIMALAYAS, OR THE JUNGLES
OF SOUTHEAST ASIA, EVEN IF THESE FILMS SOMETIMES
CARRIED... LET’S CALL IT “CREATIVE GEOGRAPHY.”
MORE THAN ONE TRAVELOGUE ACCIDENTALLY
REUSED THE SAME HERD OF GOATS FOR THREE

DIFFERENT COUNTRIES.

STILL, THEY FED A HUNGER: PEOPLE WANTED TO
KNOW THE WORLD, AND MOVIES PROVIDED IT. EVEN
TODAY, THE DNA OF THE TRAVELOGUE APPEARS IN
NATURE DOCUMENTARIES, ADVENTURE FILMS,
TRAVEL TV, AND ANY MOVIE IN WHICH TOM CRUISE

FINDS HIMSELF DANGLING FROM A TALL BUILDING IN



AN “EXOTIC LOCATION.” TRAVELOGUE FILMMAKERS

WALKED SO RICK STEVES COULD RUN.

3. MATTE PAINTINGS

MATTE PAINTERS WERE MIRACLE-WORKERS WITH
BRUSHES. THESE ARTISTS STOOD BETWEEN
HOLLYWOOD’S DREAMS AND HOLLYWOOD’S BUDGETS.
IF A PRODUCER SAID, “WE NEED A FUTURISTIC CITY
STRETCHING TO THE HORIZON,” THE MATTE PAINTER
WOULD CALMLY REPLY, “WHAT COLOR WOULD YOU

LIKE IT?”

THESE WORKS WEREN’T SMALL SKETCHES — THEY
WERE ENORMOUS PIECES OF GLASS, OFTEN EIGHT FEET
WIDE, WHICH HAD TO BE LIT AND POSITIONED SO
PRECISELY THAT EVEN A MILLIMETER OF

MISALIGNMENT RUINED THE ILLUSION.



PETER ELLENSHAW PAINTED THE VAST LANDSCAPES IN
MARY POPPINS.

ALBERT WHITLOCK CREATED THE BURNED-OUT LOS
ANGELES IN EARTHQUAKE.

RALPH MCQUARRIE HELPED GIVE STAR WARS ITS

IMPOSSIBLE PLANETS.

AND YES, SOMETIMES THE PAINTINGS WERE SO
BEAUTIFUL THAT ACTORS STRUGGLED TO COMPETE
WITH THEM. IF YOU’VE EVER WATCHED A FILM AND
THOUGHT, “THAT MOUNTAIN LOOKS MORE TALENTED
THAN THE LEAD ACTOR,” YOU WERE PROBABLY

LOOKING AT A MATTE PAINTING.

EVEN AS DIGITAL TOOLS REPLACED BRUSHES, THE

ARTISTRY LIVES ON: THE BEST CGI STILL TRIESTO
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IMITATE WHAT THESE PAINTERS ACHIEVED WITH A
FEW STROKES OF OIL AND A STARTLING AMOUNT OF

PATIENCE.

4. FILM SOCIETIES

CINEPHILE COMMUNITIES EMERGED LONG BEFORE
FILM SCHOOLS. THESE SOCIETIES WERE FUELED BY
ENCYCLOPEDIC KNOWLEDGE, ENTHUSIASTIC DEBATE,
AND COFFEE STRONG ENOUGH TO REVIVE THE

LUMIERE BROTHERS THEMSELVES.

MANY SOCIETIES BUILT THEIR OWN LIBRARIES OF
16MM PRINTS, WHICH THEY LOANED ACROSS THE
COUNTRY. OTHERS INVITED DIRECTORS FOR
DISCUSSIONS, LONG BEFORE SUCH EVENTS WERE
FASHIONABLE. FRANCOIS TRUFFAUT, JEAN-LUC
GODARD, AND CLAUDE CHABROL WERE MEMBERS OF

THE CINEMATHEQUE FRANCAISE — WHERE THEY
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WATCHED HOLLYWOOD FILMS THAT WERE BANNED,

CENSORED, OR SIMPLY FORGOTTEN.

FILM SOCIETIES PRESERVED FILMS, TRAINED
GENERATIONS OF CRITICS, AND MADE THE CASE THAT
CINEMA WAS AN ART FORM, NOT MERELY
ENTERTAINMENT. THEY ALSO PROVIDED AN EARLY
VERSION OF TODAY’S RECOMMENDATION
ALGORITHMS — ONLY INSTEAD OF A COMPUTER
SUGGESTING “BECAUSE YOU WATCHED
CASABLANCA...,” YOU HAD A CHAIN-SMOKING
GRADUATE STUDENT INSISTING YOU MUST SEE A
FOUR-HOUR HUNGARIAN FILM “OR YOUR LIFE WILL

HAVE NO MEANING.”
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INDIANAPOLIS, ALWAYS AT THE FOREFRONT OF
SOCIAL MOVEMENTS, FOUNDED A FILM SOCIETY IN

2014, NOW BASED AT THE KAN KAN THEATRE.

WE WERE EQUALLY TRAILPLAZERS IN CREATING A
FILM FESTIVAL IN 1991. AT LEAST WE DID IT IN THE

20™ CENTURY.

OUR FESTIVAL VOLUNTEERS CONTINUE THAT LEGACY
— WATCHING THOUSANDS OF SUBMISSIONS, PROVING
THAT DEDICATION TO CINEMA REMAINS ALIVE AND
WELL, EVEN IF POPCORN PRICES NOW RESEMBLE

MORTGAGE PAYMENTS.

5. The optical soundtrack

THE OPTICAL SOUNDTRACK IS ONE OF THE MARVELS
OF ANALOG INGENUITY. IMAGINE EXPLAINING IT TO A

MODERN TEENAGER: “YES, THE SOUND WAS STORED AS
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A SQUIGGLY LINE. NO, WE DIDN’T THINK THAT WAS

WEIRD.”

THERE WERE TWO VARIETIES:

VARIABLE-DENSITY (CHANGES IN DARKNESS)

VARIABLE-AREA (CHANGES IN WIDTH)

BOTH TURNED LIGHT INTO SOUND AND SOUND INTO
LIGHT, WITH STUNNING FIDELITY. WHEN THE JAZZ
SINGER INTRODUCED SYNCHRONIZED SOUND IN 1927,
THE OPTICAL TRACK BECAME THE INDUSTRY

STANDARD FOR DECADES.

PROJECTIONISTS LEARNED TO INTERPRET THESE
SOUND LINES ALMOST LIKE HIEROGLYPHICS. A THICK
BURST MEANT A LOUD MOMENT; A TIGHT RIPPLE
MEANT WHISPERING; A SUDDEN BREAK MEANT YOU
WERE ABOUT TO RUN DOWNSTAIRS AND TELL THE

MANAGER THE PRINT WAS DAMAGED... AGAIN.
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EVEN THOUGH SOUND IS NOW DIGITAL, THE LEGACY
SURVIVES. EVERY DOLBY TRACK, EVERY DIGITAL FILE,
EVERY SPEAKER ARRAY OWES ITS EXISTENCE TO THAT
LITTLE WIGGLY LINE THAT ACCOMPANIED FILM LIKE A
FAITHFUL PARTNER THROUGH MOST OF THE 20TH

CENTURY.,

6. TYPAGE

EISENSTEIN AND HIS COLLEAGUES BELIEVED CINEMA
SHOULD REFLECT SOCIAL FORCES MORE THAN
INDIVIDUAL PERSONALITIES. SO INSTEAD OF
GLAMOROUS ACTORS, THEY CAST NON-
PROFESSIONALS WHO LOOKED LIKE THE ROLES THEY
REPRESENTED: REAL WORKERS, SAILORS, AND

PEASANTS.

IN BATTLESHIP POTEMKIN, THE SAILORS TRULY

LOOKED AS IF THEY HAD ENDURED THE HARDSHIPS OF
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THE STORY — BECAUSE MANY OF THEM HAD. IN
STRIKE, TYPECASTING BECAME A POLITICAL MESSAGE,

NOT A LAZY CASTING CHOICE.

TYPAGE DELIBERATELY REMOVED PSYCHOLOGICAL
NUANCE; CHARACTERS BECAME SYMBOLS IN A
LARGER NARRATIVE OF CLASS STRUGGLE. THIS
TECHNIQUE INFLUENCED DOCUMENTARIES,
PROPAGANDA FILMS, AND LATER, ITALIAN
NEOREALISM, WHICH LIKEWISE EMBRACED NON-
ACTORS TO PORTRAY REAL PEOPLE IN REAL

ENVIRONMENTS.

WHENEVER YOU SEE A COMMERCIAL IN WHICH A
“MOM,” A “DOCTOR,” OR A “FINANCIAL ADVISOR”
SEEMS CHOSEN FROM CENTRAL CASTING, YOU ARE
WITNESSING THE FAINT ECHO OF EISENSTEIN: CINEMA

AS SHORTHAND.
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7. PRESOLD SOURCES — EXPANDED

HOLLYWOOD HAS ALWAYS PREFERRED A SURE THING.
EVEN IN THE SILENT ERA, STUDIOS ADAPTED
BESTSELLING NOVELS AND WELL-KNOWN PLAYS,
KNOWING AUDIENCES WERE EAGER TO SEE THEM
BROUGHT TO LIFE. CECIL B. DEMILLE REMADE THE TEN
COMMANDMENTS TWICE — PROVING THAT EVEN HE

BELIEVED IN SEQUELS.

PRESOLD SOURCES EXPANDED IN THE 1970S AND 1980S
WITH THE RISE OF BLOCKBUSTER CULTURE. JAWS AND
THE GODFATHER WERE BOTH LITERARY PRESOLD HITS.
LATER, FRANCHISES LIKE JURASSIC PARK, THE HUNGER
GAMES, AND THE DA VINCI CODE FOLLOWED THE

MODEL.

TODAY, THE PRESOLD ECONOMY DRIVES NEARLY ALL

MAJOR STUDIO PRODUCTIONS. PARTLY BECAUSE IT
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REDUCES FINANCIAL RISK; PARTLY BECAUSE
EXECUTIVES SLEEP BETTER KNOWING THE TOY LINE

ALREADY EXISTS. IT’S COMFORTING TO THEM.

THIS TREND HAS ITS CRITICS — BUT IT HAS ALSO
PRODUCED SOME OF THE GREATEST FILMS EVER

MADE. AND WHEN A FILM BASED ON A TOY BRICK OUT-
EARNS SEVERAL SHAKESPEARE ADAPTATIONS
COMBINED, YOU KNOW PRESOLD SOURCES ARE HERE

TO STAY.

8. POETIC REALISM

POETIC REALISM FLOURISHED DURING A PERIOD OF
ECONOMIC HARDSHIP IN FRANCE. ITS FILMS REVEALED
THE STRUGGLES OF ORDINARY PEOPLE — BARGE
CAPTAINS, HOTEL PORTERS, FACTORY WORKERS —
YET WRAPPED THOSE STRUGGLES IN VISUAL

ELEGANCE AND LYRICISM.
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JEAN RENOIR’S LA BETE HUMAINE (1938) BLENDED
HARSH REALITIES WITH EMOTIONAL DEPTH. MARCEL
CARNE’S PORT OF SHADOWS (1938) PORTRAYED LOVE
AND DOOM IN EQUAL MEASURE. EVEN JEAN VIGO’S
L’ATALANTE TURNED A SIMPLE RIVER JOURNEY INTO

SOMETHING DREAMLIKE AND PROFOUND.

THESE FILMS OFTEN FEATURED CHARACTERS WHO
WANTED MORE FROM LIFE BUT WERE TRAPPED BY
CIRCUMSTANCE. THIS TENSION BETWEEN ASPIRATION

AND LIMITATION LATER SHAPED AMERICAN NOIR:
THE MOODY LIGHTING
THE SENSE OF FATALISM

THE FEELING THAT THE WORLD HAS ALREADY

STACKED THE DECK
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POETIC REALISM WAS CINEMA LEARNING TO BE BOTH
BEAUTIFUL AND BRUISED — A COMBINATION THAT

CONTINUES TO RESONATE.

9. SAFETY FILM — EXPANDED

NITRATE FILM BURNED WITH THE ENTHUSIASM OF A
CAMPFIRE DOUSED IN GASOLINE. MUSEUMS,
THEATERS, AND VAULTS SUFFERED CATASTROPHIC
FIRES. EVEN WHEN STORED PROPERLY, NITRATE
DECOMPOSED INTO A STICKY, SOMETIMES EXPLOSIVE
SLUDGE. IT WAS THRILLING, BUT NOT EXACTLY

REASSURING.

SAFETY FILM ARRIVED IN STAGES.

1920S: ACETATE FOR AMATEUR AND EDUCATIONAL

FILMS
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1948-52: THEATERS TRANSITIONED FOR COMMERCIAL

RELEASE PRINTS

1951 ONWARD: MAJOR STUDIOS STOPPED USING

NITRATE FOR NEW PRODUCTIONS

ARCHIVISTS APPRECIATE IT MORE THAN ANYONE.
WITHOUT SAFETY STOCK, FILMS LIKE THE WIZARD OF
OZ, CITIZEN KANE, AND THOUSANDS OF
DOCUMENTARIES WOULD BE FAR MORE DAMAGED

THAN THEY ALREADY ARE.

THOUGH DIGITAL FORMATS HAVE SINCE REPLACED
ACETATE, SAFETY FILM REMAINS THE BRIDGE
BETWEEN NITRATE’S GLORY AND DIGITAL’S
LONGEVITY. IT IS ONE OF THE RARE FILM
INNOVATIONS THAT WORKED SO WELL THAT ITS
SUCCESS IS MEASURED MOSTLY BY THE DISASTERS

THAT NEVER HAPPENED.
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10. OFF-SCREEN SPACE — EXPANDED

OFF-SCREEN SPACE IS CINEMA’S INVITATION FOR THE
AUDIENCE TO PARTICIPATE IN STORYTELLING. WE
BECOME COLLABORATORS, IMAGINING WHAT

HAPPENS JUST OUTSIDE THE FRAME.

DIRECTORS USE IT PURPOSEFULLY:HITCHCOCK LETS

US HEAR DANGER BEFORE WE SEE IT.

RENOIR LETS ACTION SPILL BEYOND THE CAMERA’S
REACH, SUGGESTING A WORLD THAT DOESN'T

REVOLVE AROUND THE PLOT.

OZU KEEPS KEY EVENTS OFF-SCREEN ENTIRELY,

TRUSTING THE AUDIENCE TO FILL IN MEANING.

HORROR FILMS RELY ON OUR IMAGINATION, WHICH
CREATES SCARIER MONSTERS THAN ANY EFFECTS

DEPARTMENT.
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COMEDY USES OFF-SCREEN SPACE TOO — THINK OF

CHARACTERS REACTING TO SOMETHING OUTRAGEQUS

THAT WE NEVER SEE. IT’S CINEMATIC PEEK-A-BOO.

THE BEAUTY OF OFF-SCREEN SPACE IS THAT IT

REMINDS US OF CINEMA’S GREAT PARADOX: YOU CAN

CREATE AN ENTIRE WORLD NOT ONLY BY WHAT YOU

SHOW, BUT BY WHAT YOU WITHHOLD.

100 Ideas That Changed Film

(Inspired by David Parkinson, 2012

1-20: The Foundations of Film

agrownE

The Moving Image — Real motion recorded and replayed created a new visual medium.
The Film Strip — A continuous strip of images enabled projection and mass viewing.
Persistence of Vision — The illusion of motion arises from rapid still images.

The Kinetoscope — Early peephole device that introduced commercial film viewing.
The Cinématographe — Lightweight camera/projector made public screenings possible.
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The Nickelodeon — Small, cheap theaters brought movies to the masses.

The Studio — Permanent production spaces standardized filmmaking.

The Director — A creative leader emerged to shape the vision of a film.

The Close-Up — Magnification of the human face transformed emotional storytelling.

. Editing — Rearranging shots created narrative and cinematic grammar.

. Cross-Cutting — Alternating between different actions built suspense and complexity.
. The Long Take — Sustained shots created immediacy and realism.

. Montage — Juxtaposed images produced meaning beyond individual shots.

. Special Effects (Practical) — Tricks performed in-camera expanded imagination.

. Stop-Motion Animation — Objects photographed frame-by-frame could move magically.
. Intertitles — Text inserts provided dialogue and exposition in silent films.

. Cinematography — Visual composition became an expressive art.

. The Camera Movement — Panning, tracking, and crane shots created dynamic space.
. Lighting Design — Light directed audience focus and emotional tone.

. Set Design — Constructed environments shaped mood and style.

21-40: Expanding Art and Technology

21.
22.
23.
24,
25.
26.
217.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.

Costume and Makeup — Appearance became central to character identity.
Color — Color processes added symbolic and emotional depth.
Sound-on-Film — Synchronized audio transformed narrative possibilities.
The Musical — Stories driven by song redefined spectacle.

The Talkie Actor — Performance shifted to subtle, voice-based realism.
The Soundtrack — Music scored emotion and narrative arcs.

Dubbing — Rerecorded dialogue simplified filmmaking and distribution.
Subtitles — Text translation opened global audiences.

Widescreen Formats — Wider images enhanced visual immersion.

Deep Focus — Keeping foreground and background sharp enriched storytelling.
The Zoom Lens — Variable focal length allowed rapid reframing.

Slow Motion — Action stretched in time revealed detail and beauty.

Fast Motion — Accelerated time created humor or urgency.

Time-Lapse — Long processes compressed into seconds altered perception.
The Optical Printer — Complex visual composites became possible.
Miniatures — Small-scale models simulated grand realities.

Matte Paintings — Artwork extended locations beyond the camera’s reach.
Rear Projection — Actors performed against pre-filmed backgrounds.
Method Acting — Psychological realism influenced performance style.
Improvisation — Unscripted moments brought spontaneity and authenticity.

41-60: New Forms, New Audiences



41.
42.
43.
44,
45.
46.
47.
48.
49,
50.
51.
52.
53.
54.
55.
56.
S7.
58.
59.
60.

The Documentary — Film used as a record of real life.

Newsreels — Regular filmed news became a staple of public information.

The Travelogue — Films transported audiences to foreign places.

Animation (Drawn) — Artists created moving drawings frame-by-frame.

Cel Animation — Layered artwork increased efficiency and richness.
Stop-Frame Character Animation — Puppets evolved into expressive performers.
The Feature Film — Longer narratives created deeper emotional engagement.
The Serial — Ongoing installments kept audiences returning.

The Western — A defining American mythography emerged.

Horror Cinema — Exploring fear became a cinematic tradition.

Comedy — Visual and verbal humor developed into signature genres.

Science Fiction — Imagination and futurism formed a major narrative mode.

The Gangster Film — Crime stories dramatized social tensions.

Film Noir — Dark style and moral ambiguity reshaped storytelling.

The Epic — Large-scale productions conveyed grandeur and history.

The Documentary-Drama Blend — Factual style merged with scripted narrative.
The Experimental Film — Artists pushed boundaries of form and perception.
The Art House — Dedicated venues promoted non-mainstream cinema.

The Cult Film — Devoted communities embraced unconventional works.

The Blockbuster — High-budget spectacle dominated modern distribution.

61-80: The Business of Film

61.
62.
63.
64.
65.
66.
67.
68.
69.
70.
71.
72.
73.
74.
75.
76.
77.
78.
79.
80.

The Star System — Audiences followed charismatic actors, shaping marketing.
Typecasting — Public image locked actors into expected roles.

The Producer — Oversaw business and creative decisions.

The Screenwriter — Narrative craft took center stage.

Genre — Patterned storytelling created shared expectations.

The Studio System — Industrialized filmmaking into efficient production houses.
Vertical Integration — Studios controlled production, distribution, and exhibition.
The Animated Studio — Specialized companies elevated animation to major art.
Merchandising — Products connected films with everyday life.

Movie Magazines — Public fascination with stars fueled publicity.

Film Criticism — Serious analysis enriched understanding and canons.

Fan Culture — Communities built around films influenced marketing.

Film Societies — Local groups promoted world and independent cinema.
Censorship Codes — Industry rules attempted to regulate morality.

Ratings Systems — Content classification gave audiences guidance.

The Drive-In — Outdoor theaters reinvented social moviegoing.

Multiplexes — Multi-screen theaters changed viewing habits.

Home Video — VHS and DVD brought films into living rooms.

Pay TV and Cable — New revenue streams expanded distribution.

The Video Rental Store — Access to catalogs reshaped film culture.

24
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81-100: Innovation, Techniques, and the Digital Revolution

81.
82.
83.
84.
85.
86.
87.
88.
89.
90.
91.
92.
93.
94,
95.
96.
97.
98.
99.

Steadicam — Stabilized movement made fluid tracking shots possible.
Handheld Camera — Lightweight cameras brought immediacy and realism.
Location Shooting — Real settings added authenticity.

Guerilla Filmmaking — Small crews shot quickly outside the system.
Nonlinear Editing — Digital tools revolutionized post-production.
Computer-Generated Imagery (CGI) — Digital worlds and creatures became feasible.
Motion Capture — Actors' movements animated digital characters.

Digital Projection — Theaters transitioned away from film stock.

Digital Cameras — Filmmaking became accessible to broader creators.

3D Cinema — Depth effects attempted to heighten immersion.

IMAX — Large-format screens amplified visual impact.

Surround Sound — Multi-channel audio enveloped audiences.

The Franchise Model — Film series built interconnected worlds.
Cross-Media Storytelling — Narratives stretched across film, games, and TV.
The Film Festival — Global showcases elevated diverse voices.

Archival Restoration — Old films preserved for future generations.
Streaming Platforms — Online delivery changed access and habits.
User-Generated Content — Audiences became creators.

The Smartphone Camera — Everyday devices became filmmaking tools.

100. The Global Audience — Worldwide markets reshaped production priorities.

Artificial intelligence retrieval was used extensively to prepare this talk. Work started with the book mentioned
above “100 Ideas That Changed Film.” Al then selected five, then ten, of the “the most interesting,” while also
returning some ideas not in the original book. A few Al suggestions were not used. Some language here is Al-
generated, such as technical descriptions and a few historical references and comparisons.



