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Neuroscientists argue brain mechanisms underpinning emotions are essential
in constructing the self.? According to Damasio emotionally competent stimuli
arouse emotions as actions programmes provoking body status changes. As a
consequence, neural circuits activation makes the brain form perceptual images,
which awaken feelings among unconscious primordial ones (linked to internal
milieu and similar to affects). Therefore, feelings come through in mental im-
ages, which give the subject the awareness of his new body status. This mecha-
nism triggers also an as-if body loop: the subject’s brain simulates programmes
of action by connecting mental images of the self selected by the somzatic nmarker
with schemas already existing in implicit and explicit memory.> The process is a
continuous flow involving empathy and activation of the mirror neurons.* The
emerging branch of Neurocinematics investigates which neural correlates are
related to film experience.’ Recently, film scholars have focused on empathy and
emotions as well. In his Vues d’ensemble Raymond Bellour takes into considera-
tion Stern’s and Damasio’s neuroscientific perspectives.®

This Ph.D. project aims to elicit emotional mechanisms involved in the relation-
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ship between the film text and the post-modern spectator.” Film analysis is going to
integrate philosophical and psychoanalytic theories with neuroscience. It starts from
considering movies as synesthetic machines,® which articulate spectator’s experience
in three layers: sensory scanning, narrative sorting and relational tuning.” According
to research hypothesis films become emotionally competent stimuli, if they evoke
identifications going beyond cognitivism.!® Moreover, primary and secondary iden-
tifications!! must be connoted by emotion images, e.g., mental images awakening
feelings and simulating the Dasezn of the spectator’s self into the text by emotions.
Cinematic images arouse amodal perception.? Vertov’s cine-eye becomes a cine-
body endowed with eye (lens) and (camera) movements, by which spectator achieves
primary identification.” Technology (special effects, 3D, performance capture) en-
hances it by the immersive experiences. The process configures a primordial feeling
and arouses primary-process emotional networks, which will cause feelings.
Cinematic language creates a taxonomy of emotion images. The whole of frames
(the minimum unit of text) gives rise to the whole of kinemorphs (Kinesics minimum
unit) consisting in gestures, facial expressions'* and their vitality affects. Their decod-
ing by mirror neurons, subcortex and neocortex circuit triggers empathy, and the
as-tf body loop simulating the action on the screen in the brain." Finally, the cognition
evokes intersubjectivity consciousness'® and social emotions'’ through the neocor-
tex. The use of different shots, camera angles, music, lights and cutting can modulate
the involvement of neural correlates and increase the tensive logic of narration'® by
focusing characters’ actions and symbolic details and emphasizing their function of
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signifiers. The whole process realizes the transition from the movement images to
emotion images" and from figurative level of the text to figural.?°

In addition, the more the themes dealt with by film text are relevant to the in-
dividuals, the more the emotions flow in terms of both secondary identifications
and tendency to simulate actions.?!

The screen is the Lacanian mirror, which stresses the gaze?? (emotion images
are what vision lacks) and configures the ipseity, postulated by Ricoeur. Movies
succeeding in reconfiguring the self recall the fascination of the infant due to
the attuning and the vitality affects,” the projective identification** and the play-
ing dynamics.”” These mechanisms allows spectator to experiment the self and
is similar to Freud’s notion of poetic creation® and Gallese’s idea of liberated
simulation.?” Should spectator’s final reaction be the creation of concepts, he will
reconfigure his self firmly. On the biochemical point of view it means establishing
new neural patterns according to Edelman’s Neural darwinism theory.?®

Given these methodological premises, case studies chosen, such as The Hurt
Locker by Kathryn Bigelow (2008), Crash by Paul Haggis (2004), Dial M for
Murder (3 D) by Alfred Hitchcock (1954), The Silence of the Lambs by Jonathan
Demme (1991), will be analysed in order to elicit both the folds® of film text
realizing emotional flow and what puts it at risk.*°

The research aims to pave the way for neurocinematic trials to verify the given
hypothesis and improving new film analysis approach, which can be used in mar-
keting and educational programmes.
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