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To my childhood imaginary friend.

Preface

The central tenet of this book is that film can philosophize. The book
therefore falls within the wide and composite body of work identified
with the term film as philosophy. After decades of critical inquiry in film
philosophy, film as philosophy seems now to have become an established, fully recognized area of research in film studies. Recent years
have seen the publication of a large number of works focused on film
as philosophy, conferences devoted to this area of research and the creation of numerous journals and websites. However, despite this important
achievement, film scholars have not yet paid sufficient attention to the
methodological problems of interpretation of film philosophizing. This
book offers a study of DSM ’ s philosophy through an interpretive methodology based on Ricœur’s hermeneutics. The book suggests that a philosophical discussion of film cannot be conducted without an adequate
methodological approach to the problem of interpretation. Interpreting
the film’s philosophy entails, first of all, a reflection on interpretation and
on the interpretive act.
In its hermeneutic methodological approach to DSM, the book
focuses on the filmgoer’s film experience. The main problem is, therefore, what kind of relationship is established between film and filmgoer.
No discussion on film and its philosophical power can evade this crucial
question. In theoretical constructs as well as in interpretative practice,
whether explicitly formulated or only implicitly suggested, each reflection on film always involves the identification of a specific form of film–
filmgoer relationship. It can be defined through the comparison between
vii
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represented images and reality, or through the analysis of the perceptual
and cognitive processes viewing the film activates, or also in the consideration of the symbolic space in which film and filmgoer meet. It is in this
last way that the concept of the film world, which is at the heart of the
study proposed here, shows its particular relevance. From a hermeneutic
perspective, the film world identifies the space of signification in which
the filmgoer’s interpretative act takes place. The film world is the focal
point of Ricœurian film hermeneutics and the fulcrum of its interpretative methodology.
In this book, I will apply the concept of the film world and Ricœur’s
hermeneutic methodology to a case study of DSM. This approach to the
film raises a number of questions: What form does the hermeneutic discourse on film have? In what ways can it develop? Can film hermeneutics
have a method and in what sense should this method be understood?
Is it fruitful to apply Ricœurian film hermeneutics based on the concept of the film world to experimental cinema? Is it consistent to analyze
DSM as a film world? In addition to these questions, other more general
problems arise: What idea of interpretation emerges from film hermeneutics? What is the relationship between this idea and the one conveyed
by traditional film theory? Faced with Ricœurian film hermeneutics that
accepts different, divergent perspectives, how is it possible to arbitrate
between conflicting interpretations? Is it possible to avoid an annihilating
drift without falling back onto a foundationalist, universalistic philosophy? If so, how can this be done?
In its attempt to answer these questions, the book is divided into
three parts. In the first part, the Introduction (Chapter 1) will examine
the diverse solutions that film scholars have adopted in addressing the
question of the relationship between film and philosophy. It will shed
light on the plurality of approaches that have characterized film philosophy. In particular, I will emphasize the difference between a detached
and purely objectifying approach to film and a hermeneutic approach in
which the filmgoer is directly involved in the act of interpretation and
not merely an indifferent interpreter of the film text. Chapter 1 also
includes a discussion of the concept of the film world. Reconsidering
the different theories that have made use of this concept, the specific
meaning that it assumes in Ricœurian film hermeneutics will be clarified. As a symbolic unity of meanings that is offered to the filmgoer from
a plurality of possible perspectives, the film world will emerge with its
inherent temporality, defining the hermeneutic horizon within which
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interpretation evolves. After this introductive discussion, Chapter 2 will
focus on whether it is possible to apply the concept of the film world
to DSM and the main problems this case study presents for Ricœurian
film hermeneutics. Hermeneutic methodology and its three phases will
be described, in order to explain the interpretive process through which
the subsequent discussion of DSM ’s philosophy will be conducted.
The second part of the book (Chapters 3–5) is devoted to the study
of DSM ’s philosophy. Its three chapters correspond to the three phases
of the methodology employed in Ricœurian film hermeneutics, respectively identified as understanding, explaining and critical understanding
of DSM ’s film world. In Chapter 3 (Understanding DSM’s Film world),
after an initial reflection on the first insights that seeing film suggests, I
will describe the symbolic meanings which identify and express its film
world, composing a first, uncritical interpretation of DSM. In Chapter 4
(Explaining DSM’s Film World), the history of DSM ’s film world will be
traced from its origin, through the history of its interpretations, and an
exegetical study of the film world’s symbolic meanings will be carried out
in order to better deal with the conflict that arises between the film’s various different interpretations. Finally, Chapter 5 (Critical Understanding
of DSM’s Film World) will try to proceed towards a critical understanding
of the film world and its philosophy through a critique of the perspective
I have adopted and the interpretation that has been proposed.
In the last part of the book, some conclusive reflections will be presented. Chapter 6 will enable us to schematically retrace the hermeneutical path via which the study of DSM ’s philosophy has been conducted
and make clear how this case study breathes new life into Ricœurian film
hermeneutics. In conclusion, it will be argued that interpreting the film
world and the philosophy that the film world expresses is a process that
always involves comparing different perspectives, in a search for meaning that requires the deep involvement of the filmgoer. For the filmgoer
understanding a film world is also a new understanding of him/herself.
Through interpretation, filmgoers not only understand a plot but, more
profoundly, appropriate an existential project that becomes their own.
Turin, Italy
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