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Abstract

This thesis explores the transformation of film title sequences from a purely technical and legal
function to an autonomous artistic form, with a particular focus on the groundbreaking
contributions of American graphic designer and director Saul Bass. Historically, film titles served
as informational devices, merely listing the film's name and its creators. However, beginning in
the mid-twentieth century, Saul Bass revolutionized this convention by reimagining the title
sequence as a self-contained, expressive "mini-film" that seamlessly integrates into a film’s visual
and emotional narrative. Despite growing international interest in title design since Bass’s
emergence in the 1950s, the field remains under-theorized, especially in Georgian academic

discourse, where critical engagement with the topic is virtually absent.

This study aims to fill that gap by analyzing how Saul Bass developed a distinct visual language
that elevated the title sequence into a narrative and semiotic tool. Focusing on Bass's major works
from the 1950s and 1960s, the research examines their stylistic characteristics, narrative function,
and cultural significance. Through a combination of historical-contextual analysis, formal visual
analysis, and semiotic interpretation based on Charles Sanders Peirce’s triadic model, the thesis
investigates how Bass’s title sequences operate as multilayered signs that communicate meaning

and shape viewer perception.

By synthesizing diverse methodologies and drawing on both primary visual materials and
secondary academic sources, this study contributes to a deeper understanding of title design as a

legitimate cinematic form and aims to establish a foundation for future research.



