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Dear Friends, 

At the recent Congress of the Federation of International Film Archives, the status of the film print as a cultural and
physical object was the subject of much discussion and debate. While archives have long sought to preserve and 
protect all film elements, 35 and 16mm exhibition prints have only begun to be widely recognized for their historical
and ever increasing monetary value. Rather than reproducible commodities, film archivists see exhibition prints as
unique historical and cultural artifacts, each indelibly marked with the specific history of their production, country of
origin, exhibition and subsequent ownership. Prints of now obsolete color processes, such as Technicolor, or discon-
tinued film stocks, such as black and white reversal film, offer just two of the more salient examples. And we know that
35 and 16mm film exhibition prints will become increasingly scarce over time, an inevitability marked by the steady
closing of photochemical labs and the rise of various forms of non-film theatrical exhibition. 

Despite their scarcity, exhibition prints must be seen and shared with an audience and not simply squirreled away in
cold storage. The importance of exhibition and access to the HFA's mission is clearly evident in the calendar before
you, which offers a wide range of expansive and focused programs that gather high quality exhibition prints from
around the world, many which have never played in Boston before, and showcases rare prints from the Archive's 
collection. At the HFA we do not simply preserve film but we preserve the film experience, bringing to the Harvard and
local community such rare assembled series as the complete Elia Kazan retrospective which expands across the month
of August, the ample James Whale and Kathryn Bigelow programs and the smaller series of startling and very rarely
screened films maudits, which offer a refreshing challenge to assumptions about cinematic "norms."  

This Spring the Archive acquired a truly fascinating and wonderful collection of over 2,000 vintage film prints, with
particularly strong holdings in studio-era American cinema, from the family of a private collector in Western
Massachusetts, Howard E. Burr, who was a dentist by trade and a lifelong cinephile. "Doc" Burr, who passed away 
earlier this year at the age of eighty-nine, and who projected films in both his basement home theater and in the waiting
room of his office (!), represents a generation of passionate film collectors whose dedication has played an invaluable
role in the preservation of film heritage. One particularly exciting aspect of the Burr Collection are the great number of
correspondence between Burr and fellow collectors, a fascinating paper trail to individual prints and print sources that
offers a rare glimpse into the lost world of film collecting. For more information on the Burr Collection, I encourage
you to read the new and frequently updated HFA Collections blog, found under the "Collections" heading on our website.

We turn a sad page at the Archive this summer as we bid farewell to the most veteran member of the HFA team, Steve
Livernash whose retirement at the end of June closes almost thirty years of service to the Archive and to the film 
studies community at Harvard. Steve, who was recognized earlier this year by the Boston Society of Film Critics for his
invaluable contribution to film culture in Boston, will be sorely missed. We have invited Steve to participate in a series
in early December marking the 30th anniversary of the HFA and join us in reflecting on the Archive's past and future. 

Best wishes, 

Haden Guest
HFA Director

Archive Notes

become a member of the hfa
Student/Senior ($35)
$4 tickets to regular programs, reserved tickets for special
events, free subscription to the quarterly program 
calendar and free admission to three regular screenings

Individual ($55)
$5 tickets to regular programs, reserved tickets for special
events, free subscription to the quarterly program 
calendar and free admission to three regular screenings

Dual ($100)
Same benefits as Individual, but for two

Student/Senior Plus ($100)
Same as Student/Senior plus $6 tickets for Special Events
(applies to $10 ticketed events only)

Individual Plus ($125)
Same as Individual plus $7 tickets for Special Events
(applies to $10 ticketed events only)

Dual Plus ($200)
Same as Individual Plus, but for two

Silver Screen Society ($300)
Free admission to all programs for one, including special events
and free subscription to the quarterly program calendar

Director’s Circle Membership ($500)
Free admission to all programs for two, including special
events and free subscription to the quarterly program 
calendar

Friends of the Archive ($750)
Free admission to all programs for two, including special
events, plus invitation for two to press screenings and 
private receptions and free subscription to the quarterly
program calendar

Memberships last for one year from date of purchase. For
more information please call 617.496.6046.



The Loveless
Wednesday July 1 at 7pm

Bigelow's first feature immediately reveals her canny 
talent for simultaneously fulfilling and deconstructing
popular film genres, here by using the biker film to deliver
a meditative critique of machismo and small town
America. Set in the 1950s and starring a young, pomaded 

Willem Dafoe in his screen debut as the charismatic
leader of a leather clad and immoral bike gang, The
Loveless deliberately uproots the genre's traditional
embrace of youthful rebellion – embodied by touchstone
films such as The Wild One (1950) – by introducing a
notably noir shading and sharp feminist perspective into
its story of generational and gender conflict. Bigelow's

training in painting and experimental cinema informs the
film's (relatively) slow pace, meticulous framing and
sparse, deliberately iconic dialogue – not to mention the
evocation of Scorpio Rising (1964) in the camera's close
attention to the bikers' gleaming chrome and leather.

Directed by Kathryn Bigelow. With Willem Dafoe, Robert Gordon, Marin Kanter

US 1982, 35mm, color, 85 min.

Director Kathryn Bigelow in Person
Special Event Tickets $10

The Hurt Locker
Thursday July 2 at 7pm

The Hurt Locker offers a sandblasted portrait of an over-
worked and under-fire U.S. Army Bomb Disposal unit in
Iraq. Like her hypoxic submarine thriller K-19, Bigelow's
latest film focuses more on the mercurial dynamics of the
beleaguered male group than any larger geopolitics. A
decidedly unconventional war film for an infamously
unconventional conflict, The Hurt Locker avoids battle
scenes to instead follow the taut tripwire strung across
seven agonizingly suspenseful sequences of the unit at
work defusing explosives devices. A riveting character
study centered around the team's newest member, a 
frighteningly carefree adrenaline junkie, The Hurt Locker is
a fascinating return to Bigelow's frequent theme of moral
and ethical identities reinvented by extreme danger. 

Directed by Kathryn Bigelow. With Jeremy Renner, Anthony Mackie, Brian Geraghty

US 2008, 35mm, color, 131 min.
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Kathryn Bigelow – Filmmaking at the Dark Edge of Exhilaration
July 1 – July 13

Kathryn Bigelow (b. 1951) is in the midst of a singular career. Trained in the Seventies art world, she has made a reputation for herself as a leading action film director whose work
forms a fascinating bridge between the American genre film and the intellectual practices that inform conceptual art.

Bigelow studied painting at the San Francisco Art Institute in the mid-1970s before being accepted into the prestigious Whitney Studio Art Program. Extended collaborations with
conceptual artists Vito Acconci, John Baldessari and Lawrence Weiner drew her towards the moving image and a more politicized mode of art practice. Attending film school at
Columbia University and later teaching at CalArts, Bigelow immersed herself in the critical theory that heavily influenced her first feature film, The Loveless (1982), and continues to
inform all of her subsequent work. Bigelow's second film, Near Dark (1987), became something of a cult hit, pushing her towards the bigger budgets and star casting of such major
studio pictures as Point Break (1991) and Strange Days (1995). In recent films K-19: The Widowmaker (2002) and The Weight of Water (2000), spectacle has receded in favor of a
greater and more nuanced emphasis on character. Bigelow’s latest film, The Hurt Locker (2008), is perhaps Bigelow's most perfect synthesis between action and character.

Bigelow's earliest works are often radical experiments with genres – combinatory, subtractive, subversivem with genre offering a tool for crafting a mode of vital self-reflexive cinema
in which the spectator becomes a thrill junkie, like the restless characters in Bigelow's films. Ultimately, however, the raw exhilaration experienced by Bigelow's characters must end
so they can come to terms with reality and the laws – be they legal or gravitational – that anchor them to society. The later films show an interest in group dynamics as a form of
politics or, perhaps, as an ideal of social living contained but not determined by politics. The turning point between these two parts of Bigelow's career is Strange Days, whose 
protagonist attempts to wean himself off his addiction to spectacle in order to face the violence of his urban surroundings.

This is the double bind Bigelow investigates: while thrill is ultimately an alienating form of individualism, the "real world" tends to be a trap, whether confining or merely banal.
While Bigelow's films reveal genre cinema's promise of glossy escapism to be a dead end, they also pointedly argue that re-engagement with community is tantamount to conformity.
One possible escape is offered to Bigelow's protagonists by seeking out those extreme situations on the bohemian, criminal and physically fraught margins of society, where the rules
can be broken and the self fleetingly transcended.

Special thanks: Mark Boal; Sabryna Phillips, Summit Entertainment; Susan Ciccone, 42 West; Sara Rosenfield, Allied Advertising. 

Kathryn Bigelow The Hurt Locker 2008



Near Dark
Friday July 10 at 7pm

Near Dark reimagines the vampire film as a kind of 
modern day Western, with an itinerant band of predatory
vampires prowling the edges of the rural heartland,
replacing the outlaw gunslinger gangs so iconic to the
genre. Like many of the darker characters in Bigelow's 
cinema, these bloodsucking outlaws are both repellent
and undeniably attractive, expressions of the vexed
choice between law and anarchy posed as a central
dilemma in Bigelow's films. Making evocative use of its
Arizona locations, the insouciant punk eroticism of
Bigelow's cult classic is tempered by a somberly starker
vision of the desolate West, beautifully captured by the
crepuscular cinema-tography of Adam Greenberg (The
Big Red One, 1980). 

Directed by Kathryn Bigelow. With Adrian Pasdar, Jenny Wright, Lance

Henriksen

US 1987, 35mm, color, 94 min.

Blue Steel
Friday July 10 at 9pm

With Blue Steel, Bigelow wrote and directed one of the
rare contemporary police thrillers that can be alternately
read on another level – as a pointed questioning of
whether the Hollywood action film, with its deep roots in 
misogynistic violence, can be used to critique itself.
Jamie Lee Curtis stands out as a zealous rookie police-
woman whose career choice poses an overt challenge to

the patriarchal norm, a point provocatively made by
Bigelow's artful emphasis on the blatant phallocentrism of
the policeman's tools and trade. Frighteningly fast-paced
and suspenseful, Blue Steel follows the increasingly disori-
enting cat-and-mouse game that suddenly unfolds
between the novice cop and a vicious killer. For all of its
intellectual sophistication, Blue Steel remains a viscerally
charged experience, seething with palpable anger, 
sorrow and fear. 

Directed by Kathryn Bigelow. With Jamie Lee Curtis, Ron Silver, Clancy Brown

US 1989, 35mm, color, 102 min.

Point Break
Saturday July 11 at 7pm

Among Bigelow's most enduring and successful films,
Point Break offers an unexpected amalgam of the policier
and the surfing film, following an undercover FBI agent
infiltrating a violent gang of surfers who brazenly rob
banks to support their alternate life style. Although the
plot winks at broad satire – with the surfers donning
masks with the faces of ex-presidents – Bigelow 
focuses principally on the strange undertow pulling the
agent towards the charismatic ringleader. Perhaps more
than any of Bigelow's other films, Point Break fore-
grounds the raw exhilaration of physical danger through
intensely cinematic surfing and skydiving sequences. 

Directed by Kathryn Bigelow. With Patrick Swayze, Keanu Reeves, Gary Busey

US 1991, 35mm, color, 120 min.

K-19: The Widowmaker
Saturday July 11 at 9:30pm

Bigelow's tense thriller retells the frightening and little
known story of the K-19, a Soviet nuclear submarine
launched at the height of the Cold War by a disastrous
first voyage. While a clear anti-war thread runs throughout
the film, K-19 is primarily concerned with the tense
drama of men trapped in a deadly crisis and the ways in
which disaster begets heroes and cowards alike. Unfairly 
dismissed during its initial release as her most conven-
tional film, K-19 finds Bigelow bringing new energy and
inventiveness into the submarine film – one of the most
literally and metaphorically confined male-oriented
action genres – through kinetic camerawork and the
orchestration of extreme close-ups that find new expressive
potential in the vessel's close quarters.

Directed by Kathryn Bigelow. With Harrison Ford, Liam Neeson, Peter

Sarsgaard

US 2002, 35mm, color, 138 min.

Strange Days
Sunday July 12 at 7pm

Strange Days delivers a heady and far-reaching critique of
the society of the spectacle that presciently foretells the
intoxicating appeal of reality television. In the film's darkly
metaphorical future, the most fashionable drug is a 
cunning new technology that allows users to fully enter
into the lives and experiences of others – be they emotional,
physical, sexual or traumatic. The superbly conjured 
science-fiction world of Strange Days is nevertheless
grounded in very real tensions – especially around race
and police brutality – at work in turn of the millennium
America, and the post-Rodney King Los Angeles where
the film is set. An imaginative and often terrifying 
meditation on the powers and process of spectatorship,
Strange Days includes several bravura point-of-
view shots and powerful references to Michael 
Powell's masterful portrait of cinematic scopophilia,
Peeping Tom (1960). 

Directed by Kathryn Bigelow. With Ralph Fiennes, Angela Bassett, 

Juliette Lewis

US 1995, 35mm, color, 145 min.

The Weight of Water
Monday July 13 at 7pm

Approaching the melodrama with the same deconstructive
impulse Bigelow usually applies to action genres, The
Weight of Water interweaves two parallel stories from a
century apart – a present day story of sexual tension, 
jealousy and bitterness envenoming two couples and a
period tale of a double murder driven by the same 
emotions. Bigelow characteristically heightens ambiva-
lences inherent in the genre at hand, mounting the 
psychosexual tension between affection and rivalry, 
identification and competition traditional to melodrama,
only in this case among women rather than men. One of
Bigelow's most intricate and ambitious films, The Weight
of Water adds a more metaphysical dimension to the
vein of dark fatalism that runs throughout her work. 

Directed by Kathryn Bigelow. With Sean Penn, Sarah Polley, Josh Lucas

US 2000, 35mm, color, 113 min.

4

Kathryn Bigelow Strange Days 1995
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The Hound of the Baskervilles (1939)
Saturday July 25 at 7pm

This classic Sherlock Holmes film from Hollywood's
annus mirabilis 1939 is remarkable as the debut of Basil
Rathbone as Holmes and Nigel Bruce as Watson, and
asperhaps the film most faithful to the novel's tale of a
family curse and a mythic creature on the moors. Director
Sidney Lanfield (best known for comedies) sustains the
film's taut atmosphere with his sparing use of music and
a top-notch cast of character actors, including John
Carradine and Lionel Atwill. The film was successful
enough to generate a follow-up later the same year; these
two films in turn gave birth to the Rathbone/Bruce series
for Universal in the 1940s.

Directed by Sidney Lanfield. With Basil Rathbone, Richard Greene, Wendy Barrie

US 1939, 35mm, b/w, 78 min.

Followed by

The Hound of the Baskervilles (1959)
Beginning in the mid-1950s, Britain's Hammer Films
released a string of horror films prized for their brooding
atmosphere. Accordingly, Hammer's Holmes adaptation
is based on the most Gothic of Conan Doyle's writings.
Terence Fisher is recognized as the most striking of the
directors to work for Hammer; here he revels in the

story's supernatural aspects and the film's setting on
England's atmospheric moors. Besides being the first
Holmes movie shot in color, The Hound of the Baskervilles
also features a fine Holmes in Peter Cushing, who had
already starred in a handful of Hammer films as the
nemesis of various supernatural villains played by
Christopher Lee. Here Lee appears in a sympathetic role,
as Sir Henry Baskerville, who turns to Holmes for help
fighting a family curse. 

Directed by Terence Fisher. With Peter Cushing, André Morell, Christopher Lee

UK/US 1959, 35mm, color, 84 min.

The Seven-Per-Cent Solution 
Sunday July 26 at 7pm

Since Conan Doyle's death, the Holmes literature has
expanded as other authors have penned pastiches, often
constructed around imagined encounters between
Holmes and other turn of the century figures. Perhaps the
"golden age" of these imitations was the 1970s, thanks in
large part to the success of Nicholas Meyer's 1974 novel
The Seven-Per-Cent Solution. Meyer imagined a tormented
Holmes (played by Nicol Williamson) undergoing analysis
to treat his cocaine addiction with none other than Sigmund
Freud. Meyer scripted this lavish adaptation with an all-star
cast, including Vanessa Redgrave and Laurence Olivier in
supporting roles, and a song by  Stephen Sondheim.

Directed by Herbert Ross. With Alan Arkin, Vanessa Redgrave, Robert Duvall

US/UK 1976, 35mm, color, 113 min.

Followed by

They Might be Giants
They Might Be Giants grafts the Don Quixote story onto
Holmes – in late-twentieth century Manhattan, where a
mentally unbalanced judge has come to believe he is the
singular detective. On the verge of being institutionalized,
he becomes the patient of a sympathetic (female) psychi-
atrist named…Dr. Watson! Besides Don Quixote, They
Might Be Giants also draws from The Madwoman of
Chaillot in its tale of insanity as a form of protest against
alienating modernity. While the film occasionally 
skirts uncomfortably close to outright whimsy, the lead 
performances by George C. Scott and Joanne Woodward
ground the proceedings in an emotional reality that 

ultimately proves quite moving. 

Directed by Anthony Harvey. With George C. Scott, Joanne Woodward, Jack Gilford

US 1971, 35mm, color, 88 min.

The Scarlet Claw & The House of Fear
Monday July 27 at 7pm

Following their two films for Fox in 1939, Basil Rathbone
and Nigel Bruce revived their characterizations for a
series of films at Universal released between 1942 and
1946, almost all directed by Roy William Neill. Tonight's
program comprises two of the most highly regarded films
from this series. The Scarlet Claw finds Holmes and
Watson in Canada investigating a grisly murder in a film
that resembles Universal's classic horror films from the
1930s. The House of Fear is considered the most convincing
mystery of the series, with its plot that echoes Agatha
Christie’s And Then There Were None. Both films preserved
by the UCLA Film & Television Archive.

The House of Fear: Directed by R. William Neill. With Basil Rathbone, Nigel

Bruce, Aubrey Mather

US 1944, 35mm, b/w, 69 min.

The Scarlet Claw: Directed by R. William Neill. With Basil Rathbone, Nigel Bruce

US 1944, 35mm, b/w, 74 min.

Live Piano Accompaniment by Rob Humphreville

The Lost World
Sunday August 2 at 3pm

In 1912, Conan Doyle published The Lost World, the tale of
a supposedly real expedition that had discovered
dinosaurs living on a remote plateau in Venezuela. This film
version is remembered primarily for its groundbreaking
use of special effects; using stop-motion animation of
models of prehistoric creatures, Willis H. O'Brien 
pioneered techniques that would be used for decades to
come. Unfortunately, there seem to be no surviving prints
of the film as it was initially released. Working from the
available incomplete and foreign versions, as well as the
film's scenario, preservationists at the George Eastman
House painstakingly recreated as much of the original
version as they could. Preservation funded by The National
Endowment for the Arts.

Directed by Harry Hoyt. With Bessie Love, Lewis Stone, Wallace Beery 

US 1925, 35mm, tinted, silent, 106 min.

In 1886, Arthur Conan Doyle was a twenty-seven-year old doctor and struggling writer when he decided to craft a novel built around a private detective who solves crimes using
scientific observation and deductive reasoning. Sherlock Holmes was born, and in perfect synch with the arrival of cinema. By the time the last stories were published in 1927,
Sherlock Holmes was already a somewhat familiar sight on movie screens throughout Europe and North America. 

Sherlock Holmes and his sidekick, Dr. Watson, have proved to be protean figures, moving from short story to novel to the stage to the screen to radio to television – indeed, Holmes
is sometimes cited as the fictional character to have appeared in the greatest number of cinematic adaptations. In the first decades of the twentieth century, Holmes adaptations
were filmed in France, Denmark and Germany, as well as in England and the U.S. Although almost all have come from English-speaking countries since the coming of sound, there
has been no shortage of Holmes adaptations. Seen in retrospect, these adaptations are fascinating for the way they update the fictional detective to match their times, from Basil
Rathbone's wartime Holmes in the 1940s to 1960s whimsy to 1970s pastiche and paranoia. The latest version will be released this fall with Robert Downey, Jr. as Sherlock Holmes,
action film hero.

The other work of Conan Doyle's to live a healthy life onscreen is his 1912 novel The Lost World, which has been adapted several times, inspiring films from King Kong (1933) to
Jurassic Park (1993). This Harvard Film Archive series samples several cinematic incarnations of Conan Doyle's talent as a storyteller and reveals the ways that Holmes has continued
to live on in the popular imagination, nearly a century after the publication of the author's last Holmes story.

Sherlock Holmes and Friends coincides with "Ever Westward:" Sir Arthur Conan Doyle and American Culture, an exhibit at Harvard's Houghton Library on display now through August 5.
For more information, visit: http://hcl.harvard.edu/info/exhibitions. Special thanks: Peter Accardo, Houghton Library; Pat Doyen, George Eastman House; Jeffrey Nemerovski, CBS.

Sherlock Holmes and Friends
July 25 – August 2

Basil Rathbone and Nigel Bruce as Holmes and Watson
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The Killing of Sister George
Friday July 17 at 7pm

The Killing of Sister George was a dark, quasi-absurdist 
play about a beloved soap opera actress and her 
combative relations with two other women: her lover and
a network executive. Robert Aldrich also produced his
no-holds-barred screen adaptation, famously amplifying
the lesbianism inherent in the original. The film's semi-
explicit sex scene and racy tone earned it one of the 
first "X" ratings in American cinema and the label of 
cult and/or camp classic. The Killing of Sister George
also marks a high point for the Grand Guignol cinema
that Aldrich had defined earlier in Whatever Happened to
Baby Jane? (1962) and The Legend of Lylah Clare (1968)
and a furthest expression of his continued fascination
with cruelty, faded stardom and the intoxicating spiked
cocktail of impossible love. 

Directed by Robert Aldrich. With Beryl Reid, Susannah York, Coral

Browne

US 1968, 35mm, color, 138 min.

Fritz the Cat
Friday July 17 at 9:45pm 

Maverick cartoonist Ralph Bakshi earned the first “X”
rating for an animated feature in his racy, overripe and
beautifully drawn casting of R. Crumb's eponymous
feline as a sexually voracious Greenwich Village hippie
devoted to drugs and freeform promiscuity. A cracked
valentine to bohemian New York, Bakshi's film was 
controversial not only for its explicit sexual content but
also for its jaundiced view of the racial divide in the U.S.
and the naiveté of the liberal establishment. 

Directed by Ralph Bakshi.

US 1972, 35mm, color, 78 min.

Pink Flamingos
Saturday July 18 at 7pm

It's only to be expected that time would mellow John
Waters, as his filmmaking has become more polished
and the urge to shock is replaced by a celebration of
naughtiness. It is bracing to look back at Waters' early
films, populated with friends from Baltimore's early-
1970s demimonde. Perhaps the most famous of these is
Pink Flamingos, in which Divine works hard to maintain
her title as "the filthiest person alive." This campaign
gives rise to episodes of incest, bestiality, murder and
(most [in]famously) coprophilia. While the film is an all-
out assault on good taste, what may be most shocking

now is the rough look of the film as well as the cast's
anarchic physicality and apparent willingness to do anything.

Directed by John Waters. With Divine, David Lochary, Mary Vivian Pearce

US 1972, 35mm, color, 93 min. 

The Beast (La Bête)
Saturday July 18 at 9:15pm 

The Beast directly confronts bestiality as one of the
strongest modern taboos, and the inspiration for such
diverse films as King Kong and Beauty and the Beast. The
Beast's narrative leading up to the climactic encounter
with the mythic beast of the title is a sort of comedy of
manners about hypocrisy among the French middle
classes and aristocracy in the 18th century. The film is
cool, even restrained, in the manner of the contempora-
neous late Buñuel. And as in Buñuel, the line between
dream and reality becomes difficult to distinguish in the
film's most sexual sequences. Borowczyk began as an

animator in his native Poland, but in France he made a
string of artily erotic feature films throughout the 1970s.
The Beast was brought to the screen by legendary French
producer Anatole Dauman, who went on to oversee a
string of films maudits, from Oshima's In the Realm of
the Senses (1976) to Robbe-Grillet's La Belle captive (1982).

Directed by Walerian Borowczyk. With Sirpa Lane, Lisbeth Hummel,

Elizabeth Kaza

France 1971, 35mm, color, 98 min. French with English subtitles

Salò, or the 120 Days of Sodom
Sunday July 19 at 7pm

In the early 1970s, Pier Paolo Pasolini released a series of
films, including The Decameron (1971) and Arabian
Nights (1974), meant to celebrate the body and sexuality.
Their popularity encouraged a cycle of soft-porn imita-
tions that disillusioned Pasolini so much that he 
publicly rejected his previous films and embarked on
Salò as a corrective. Set in northern Italy during the last

The term film maudit – literally, "cursed film"– was coined for the legendary 1949 Festival du Film Maudit in Biarritz for which a jury lead by Jean Cocteau curated and 
celebrated a group of films criminally overlooked and neglected at the time – a lineup that included such now-canonical pictures as L'Atalante (1934), The Long Voyage Home (1940)
and Les Dames du Bois de Bologne (1945). A polemical landmark in the history of postwar French film culture, Cocteau's festival also designated as films maudit a number of 
deliberately shocking, outré and bold films, such as Fireworks (1947) and The Shanghai Gesture (1941). 

Today film maudit is typically used to designate this latter category of edgy, troubling films, and especially to describe the mode of counter-cinema that flourished during the 
mid-1960s through the late 1970s. Inspired by the period's intense socio-political turbulence and general loosening of censorship restrictions, a number of international auteurs
took advantage of their newfound freedom to engage previously taboo subjects and push the loose genre of the "art film" to an adventuresome extreme. This series celebrates the
golden age of the film maudit by gathering auteurist highpoints from the Sixties and Seventies whose shattering of political and sexual mores has not lost any of its power to 
surprise and even scandalize.

Special thanks: Howard Green, Disney.

Le Film Maudit
July 17 – July 24

Walerian Borowczyk The Beast 1971



days of Mussolini's reign, the film is an adaptation of
Sade's 120 Days of Sodom. Pasolini uses the tale of
amoral libertines who kidnap a group of young people as
sexual playthings to launch a ruthless and wide-ranging
attack on modernity as a whole that equatees Sadean
sexual license, Italian fascism and consumer capitalism.
The film's political allegory tends to be overshadowed by
its explicit nudity and images of sexual sadism and ulti-
mately extreme violence, which all combined to give it
the reputation as one of the first "artsploitation" movies,
a precursor to the likes of Funny Games (1997, 2007) and
Irreversible (2002).

Directed by Pier Paolo Pasolini. With Paolo Bonacelli, Giorgio Cataldi,

Umberto P. Quintavalle

Italy 1975, 35mm, color, 117 min. Italian with English subtitles

Preceded by

Un Chant d'amour
The French literary enfant terrible Jean Genet was already
a successful novelist when he made Un Chant d'amour,
his only film. Its dreamlike narrative of a triangular 
relationship of love denied and lust suppressed among
both jailers and convicts in a prison is notable for the
mix of the tender and the brutal that characterizes so
much of Genet's writing. The sexual explicitness of Un
Chant d'amour made it subject immediately to the harshest
censorship. The film bears traces of the influence of
Cocteau's Blood of a Poet (1930) and Kenneth Anger's
Fireworks. Unsubstantiated rumors persist that Cocteau
was heavily involved in the making of the film. 

Directed by Jean Genet.

France 1950, 35mm, b/w, silent, 25 min.

Secrets Behind the Wall (Kabe no naka
no himegoto)
Monday July 20 at 7pm 

A rarely seen great early work by Koji Wakamatsu, master
of the pinku eiga, or pink film – the edgy soft-pornography
so popular in Japan during the Sixties and Seventies –
Secrets Behind the Wall caused a scandal at the Berlin
Film Festival for its eccentric yet frank exploration 
of sexual deviancy. Using a Tokyo apartment complex as
a metaphor for a sexually repressed society, Wakamatsu
peeks into the building's dark inner chambers to discover
multiple stories of neighbors acting out their darkest
psycho-sexual fantasies. Secrets showcases the complex
mise-en-scène and black and white widescreen cine-
matography favored by Wakamatsu, using interior archi-
tecture to create a series of nested framing devices.
Shown here for the first time in the United States, Secrets
Behind the Wall's feverish and unbridled vision of human
sexuality remains shocking and fascinating. 

Directed by Koji Wakamatsu. With Nobuko Yamabe, Hiroko Fujino, Tateo

Zamabe 

Japan 1965, 35mm, b/w, 80 min. Japanese with English subtitles

Viva la muerte
Friday July 24 at 7pm 

Novelist and playwright Francisco Arrabal was already
considered one of the most controversial figures in
Spanish literature when he boldly turned to cinema as an
extension of his politically outspoken, profoundly 

disturbing and unremittingly dystopian vision of the
modern world. In 1962 Arrabal founded the so-called
"Panic Movement" with director Alejandro Jodorowsky
and French animator Roland Topor (The Fantastic
Planet), taking the god Pan as an inspiration to cultivate
a "primitive" and blatantly non-conventional art practice
that aimed especially to inject new life into what they 
perceived as a calcification and bourgeoisification of
Surrealism, which Arrabal had known through his brief
association with Andre Breton. Based on his novel of the
same name, Viva la muerte is a searing cri de coeur
against totalitarian patriarchy, set during Franco's rise 
to power using haunting, hallucinatory imagery to 
chronicle the sexual and political awakening of a troubled
young boy. 

Directed by Fernando Arrabal. With Anouk Ferjac, Nuria Espert, Mahdi

Chaouch

Spain 1971, 35mm, color, 90 min. French with English subtitles

The Devils
Friday July 24 at 9pm

While Ken Russell, who has made a reputation for him-
self as a provocateur devoted to over-the-top spectacle,
has called The Devils his only political film; it is also his
most controversial. An adaptation of Aldous Huxley's
novel based on the mass possession of a group of
French nuns in the 1630s, The Devils depicts these events
as the collision between religion-inspired sexual hysteria
and absolutist government. The controversy stemmed
primarily, of course, from the mixture of religious and
sexual imagery; even after being censored, the film was
rated "X" upon its U.S. release. Recently, the censored
material was rediscovered, but Warner Brothers has yet
to sanction the making of a new print or the public exhi-
bition of this footage. 

Directed by Ken Russell. With Vanessa Redgrave, Oliver Reed, Dudley

Sutton

UK 1971, 35mm, color, 109 min.

Fernando Arrabal Viva la muerte 1971
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East of Eden
Friday July 31 at 7pm

Kazan worked closely with John Steinbeck to adapt his
sweeping six-hundred page epic about two rival families
in early 20th century Salinas, California, eventually distilling
the story to the tortured relationship between a well-
meaning patriarch and his two sons as they come 
of age and fall in love with the same winsome young 
woman. Featuring an unknown James Dean as the
younger, awkward brother, East of Eden offers one of the
1950s' most memorable and harrowing portraits of familial
discontent. Kazan's passion for the American landscape
and history is made clear by the film's use of gorgeous,
painterly landscapes and vivid period detail. 

Directed by Elia Kazan. With James Dean, Julie Harris, Raymond Massey

US 1955, 35mm, color, 115 min.

Panic in the Streets 
Friday July 31 at 9:15pm

For his final Fox picture, Kazan contributed one of the
strongest entries in the studio's popular semi-documentary
cycle, a grippingly realistic account of police and government

Elia Kazan (1909-2003) was a dominant and hugely influential force in the postwar American cinema, a director
whose keen intuition and perspicacity made him almost impervious to the vicissitudes of the declining studio system
and ideally suited to take advantage of the gradual shift towards independent production. Prolific in spite of
Hollywood's dramatic ebbs, Kazan created a group of vital, emotionally intense and frequently controversial films that
helped define American film history and popular culture. 

Kazan, who first found success on Broadway in the 1930s, possessed a remarkable ability to reinvent himself as an
artist – turning brilliantly and almost effortlessly from stage to screen and, eventually, to the novel. Driven by 
enormous – some have said ruthless – ambition, Kazan is simultaneously celebrated today as one of the great stage
directors-turned-filmmakers and ceaselessly rebuked for his troubling voluntary testimony against former colleagues
and companions during the notorious witch hunts orchestrated by the House Un-American Activities Committee in
1952. Many have debated whether the fluttering of an unsettled conscience can be heard within key Kazan films, most
notably in On the Waterfront (1954). Yet none have questioned the strength, daring and complex subtleties of Kazan's
greatest and most enduring films, from the still-potent critique of media-made politics hurled by A Face in the Crowd
(1957) to the defiantly sordid vision of debased sexuality conjured by A Streetcar Named Desire (1951) and Baby Doll
(1956) and The Arrangement's (1969) anguished, heady vision of the good life gone terribly wrong. A first-generation
immigrant (he was born Elia Kazanjoglous, in Istanbul, to Greek parents), Kazan saw the United States as perhaps
his greatest and most intimate subject, one he explored with an acute sensitivity to the contradictions of American
culture. Indeed, an unquenchable, tremulous searching for the deeper soul of the American experience gives a rare
power and authenticity to such masterpieces as East of Eden (1955), Splendor in the Grass (1961), Wild River (1960) and
America, America (1963).

Kazan's training and many years with the legendary Group Theater in the 1930s – as well as his time with the
Communist-supported Workers Laboratory Theater – proved absolutely critical to his subsequent film career, first at
Twentieth Century Fox and then as a highly sought after independent director. The Group Theater's quixotic devotion
to commercially impossible productions honed the deep appreciation for collaborative, dialogic creativity which

Kazan brought to his remarkable creative partnerships with a tremendous roster of great American writers: John Steinbeck, Tennessee Williams, Bud Schulberg, William Inge. The
raw talent, resourcefulness and occasional genius of the Group Theater's stock company helped Kazan forge his enormous, uncanny talent as an "actor's director" able, time and
again, to draw out career-defining performances from upcoming stars – Marlon Brando, James Dean, Kim Hunter – as well as veteran actors – Vivien Leigh, Montgomery Clift, Kirk
Douglas. Yet Kazan's real fascination was less with those singular, scene-stealing performances than the mercurial chemistry between performers and their characters, and within
relationships where mutual dependencies tear deepest into the dark secrets of the human heart. Kazan's greatest films remain unmatched for their ability both to illuminate the
most intimate emotions and orchestrate sweeping, symphonic visions of a society's deepest anxieties and ambitions. The Harvard Film Archive is pleased to offer this complete
retrospective as an occasion to celebrate and debate the films and legacy of Elia Kazan and to rediscover the many still unsung films – Panic in the Streets (1950); Wild River; America,
America; The Arrangement; The Visitors (1972) – that illuminate his legendary career.

Special thanks to Kent Jones; Mark McElhattan; Joan Miller, Wesleyan Cinema Archives; Pat Doyen, George Eastman House; May Haduong, Academy Film Archive; Kokkalis Program on
Southeastern and East-Central Europe, Harvard; Mary Keene, Museum of Modern Art; Brian Block, Criterion Pictures USA; Sara Rubin, The Boston Jewish Film Festival.

The Complete Elia Kazan
July 31 – August 24

Elia Kazan with Eva Marie Saint on the set of 
On the Waterfront

Elia Kazan East of Eden 1955
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efforts to contain a near outbreak of bubonic plague in
New Orleans. Often taken as an allegorical panegyric for
big government, Panic in the Streets nevertheless avoids
the cold abstraction typical of the semi-documentaries by
rendering vivid its non-studio locations in working class 
and immigrant New Orleans and by giving ample screen
time to the private, domestic life of Richard Widmark's
harried public health official. Noteworthy as well is the
casting of Brando's former Streetcar understudy Jack
Palance, in his first screen appearance, as the snarling,
predatory smuggler, eccentrically paired with comic Zero
Mostel as his blustery sidekick. 

Directed by Elia Kazan. With Richard Widmark, Paul Douglas, Barbara 

Bel Geddes 

US 1950, 35mm, b/w, 96 min.

Splendor in the Grass 
Saturday August 1 at 7pm

Among the most emotionally powerful of all Kazan's
films, Splendor in the Grass effectively uses its period story
and setting – the 1929 Wall Street Crash – to speak implicitly
to the emergent youth movement and generational 
tensions of the early 1960s. Working closely with play-
wright William Inge, Kazan fought off multiple attempts
to censor the film's frank critique of American Puritanism
and capitalist excess as two sides of the same counterfeit
coin. Inge and Kazan's shared interest in psychoanalysis
pushed their characterization of sexual awakening to a
devastating extreme, a limit point of superimposed desire
and madness embodied by a radiant and fragile Natalie
Wood and a dashingly awkward Warren Beatty, in his first
screen role. 

Directed by Elia Kazan. With Warren Beatty, Natalie Wood, Pat Hingle

US 1961, 35mm, color, 124 min.

Pinky 
Saturday August 1 at 9:15pm

Kazan recovered the helm of Zanuck's cherished and
pointedly controversial "message picture" about racist
bigotry in the Deep South after various misunderstandings
caused the abrupt departure of John Ford, the film's 
original director and – briefly – Kazan's mentor. In order
to avoid a feared Southern boycott of Pinky's interracial
story, Zanuck cast a Caucasian actress, Jeanne Crain, 
in the main role of a pale-skinned African American 
"passing" as white in the North, a seemingly retrograde
decision that nevertheless may have contributed to the
film's phenomenal commercial and critical success.
Kazan characteristically explores the inner life of the 
characters, using the legendary Ethel Waters to great
effect and divining an unexpectedly raw and vulnerable
performance from Crain.

Directed by Elia Kazan. With Jeanne Crain, Ethel Waters, Ethel Barrymore

US 1949, 35mm, b/w, 98 min.

Followed by 

Pie in the Sky
Kazan costars in his second collaboration with Ralph
Steiner, a scrappy, improvised parody about Depression-
era resourcefulness and theatrical bombast, largely shot
in a garbage dump. 

Directed by Ralph Steiner. US 1934, 16mm, b/w, 20 min.

America, America
Sunday August 2 at 7pm

After concentrating exclusively and with great success on
American subjects and settings, with America, America,
Kazan turned abruptly away and towards his native land
and family history, adapting his own novelization of his
Turkish uncle's arduous journey from his small Anatolian
village to to New York City via Constantinople. Using a
cast of little known Greek and American actors and shoot-
ing exclusively on location in Greece and Turkey, Kazan set
out to accurately recreate the bitter poverty and struggle
faced by aspiring immigrants at the turn of the century.
With a young Haskell Wexler bringing his signature hand-
held cinematography and auteur editor Dede Allen quick-
ening the pace, America, America offers a rare example of a
spontaneous and richly energetic period film. 

Directed by Elia Kazan. With Stathis Giallelis, Linda Marsh, Paul Mann

US/Greece 1963, 35mm, b/w, 168 min.

Splendor in the Grass 
Monday August 3 at 7pm

See note above.

Wild River
Friday August 7 at 7pm

Kazan's mid-career masterpiece introduced a newly 
ruminative tone and political subtlety to his work by 

offering a tempered reconsideration and questioning of
New Deal notions of progress (to which his own early
career was intimately tied). One of Kazan's personal
favorites, Wild River pits a timid yet determined Tennessee
Valley Authority official – portrayed by a fascinating
Montgomery Clift – against a hamlet targeted for immi-
nent flooding and a young resident – played by a radiant Lee
Remick – smitten by his eccentric charm. The harnessing
of nature takes on almost Biblical dimensions, thanks to
the magnificent Cinemascope photography and the elec-
trifying performance of Jo Van Fleet as the town matriarch
who alone understands the river's unspoken diluvian powers. 

Directed by Elia Kazan. With Montgomery Clift, Lee Remick, Jo Van Fleet

US 1960, 35mm, color, 105 min.

Followed by 

People of the Cumberland
An early screen credit was awarded Kazan as co-director
of this concerned intervention about Tennessee strip 
miners, produced by the radical left-wing documentary
troupe Frontier Films, with a screenplay by Calder
Williams and music by Alex North, who would eventually
compose cinema's first true jazz score for A Streetcar
Named Desire. 

Directed by Sidney Meyers, Jay Leyda, Elia Kazan.  

US 1937, 16mm, b/w, 20 min.

Elia Kazan Pinky 1949
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Man on a Tightrope
Friday August 7 at 9:30pm

The last of Kazan's studio assignments, and perhaps his
least known film, the anti-Communist thriller Man on a
Tightrope was offered by Zanuck as a means for Kazan to
establish his credentials as a "rehabilitated" director
immediately following his outspokenness with HUAC.
Based on the true story of a Czech circus troupe's daring
attempt to escape to the West, the film is energized by
Kazan's extensive location shooting in Eastern Europe,
the casting of members from the real life troupe, and a
steely performance by Frederic March as the harried 
circus leader dreaming of a better life.

Directed by Elia Kazan. With Frederic March, Terry Moore, Gloria Grahame

US 1953, 35mm, b/w, 105 min.

On the Waterfront
Saturday August 8 at 7pm

Kazan and Bud Schulberg's devastating portrait of mob
controlled corruption and grinding working class struggle
within the New Jersey longshoreman community was a
landmark both in terms of its politics and its showcasing
of Method acting – embodied by Marlon Brando – as an
intuitive yet carefully controlled mode of gestural 
performance. Rejected for fear of controversy by all the
major studios, Kazan was forced to independently 

produce his hard-hitting and risky project, cutting costs
by working with upcoming Group Theater actors such as
Brando and Kazan regular Karl Malden. Featuring one of
Leonard Bernstein's most accomplished scores and 
fabulous black-and-white cinematography by Soviet 
legend Boris Kaufman, On the Waterfront defines a beau-
tifully moody and spontaneous updating of the Ash Can
School that captures the hard-bitten poetry of cold water
flats, lonely cafeterias and lives broken by years of hard,
unhappy labor. 

Directed by Elia Kazan. With Marlon Brando, Karl Malden, Lee J. Cobb

US 1954, 35mm, b/w, 108 min.

Elia Kazan, Outsider
Saturday August 8 at 9pm

An insightful documentary portrait centered around a
long interview conducted with Kazan by French critic and
close friend Michel Ciment and shot by cinema verité 
legend Michel Brault.

Directed by Annie Tresgot.

France 1982, 16mm, color, 56 min. English with French subtitles

The Sea of Grass
Sunday August 9 at 7pm

The most difficult to see of Spencer Tracy and Katherine
Hepburn's nine films together, Kazan's second feature,

The Sea of Grass, is a sweeping proto-Giant epic centered
around the difficult relationship between a hubristic New
Mexican cattle baron and his strong-willed St. Louis
socialite bride. Kazan specifically sought out the project,
even negotiating the move from Fox to MGM because of
his strong desire to recreate the frontier setting of the
original novel. When MGM refused to allow location
shooting, Kazan compensated by focusing intently on the
psychological and familial clash at the heart of the film,
interweaving Tracy and Hepburn's tempestuous marriage
with the pitched battle between the determined home-
steaders and the cattleman's dynasty. 

Directed by Elia Kazan. With Spencer Tracy, Katharine Hepburn, Robert

Walker

US 1947, 16mm, b/w, 123 min.

Wild River
Monday August 10 at 7pm

See note on p.9

Director Bruce Ricker in Person

Johnny Mercer: "The Dream's on Me"
Friday August 14 at 7pm

To mark the centenary of Johnny Mercer's birth, director
Bruce Ricker's latest jazz documentary focuses on the
music and legacy of the great American songwriter, inter-

Elia Kazan A Streetcar Named Desire 1951
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weaving interviews with Tony Bennett, Andre Previn and
Harry Connick, Jr. with screen performances of Mercer
ballads by the likes of Frank Sinatra, Judy Garland and
Nat King Cole. The Harvard Film Archive is pleased to 
welcome Bruce Ricker to discuss his latest film and to
celebrate the generous donation of his important film
collection to the Archive. 

Directed by Bruce Ricker.

US 2009, video, color, 103 min.

Followed by 

Blues in the Night
Johnny Mercer's close collaboration with Harold Arlen
resulted in the wonderful score for Blues in the Night, 
a dark-edged yet affectionate story of a struggling 
jazz band directed by the underrated Anatole Litvak, with
a tart script by Robert Rossen and surrealist-inspired
montage sequences by future director Don Siegel.
Featuring screen appearances by legendary bandleader
and arranger Jimmie Lunceford with his swing orchestra,
Blues in the Night also showcases Kazan's talent as a
character actor specializing in hard but likeable under-

world immigrant types.

Directed by Anatole Litvak. With Priscilla Lane, Betty Field, Richard Whorf

US 1941, 16mm, b/w, 89 min.

A Tree Grows in Brooklyn
Saturday August 15 at 7pm

Kazan's Group Theater years were formative to his 
first Fox assignment, a sensitive adaptation of Betty
Smith's best-selling memoir about her difficult child-
hood in an early 1900s Brooklyn Irish ghetto. Kazan's
dynamic sculpting of crisp studio sets – aided by 
legendary cinematographer Leon Shamroy – into almost
abstract dramatic stages heightens the dreamlike, wide-
eyed qualities of Smith's melancholic ode to temps
perdu. Kazan's transformative direction of the young
Peggy Ann Garner and veteran character actor James
Dunn extracted Oscar winning performances that 
vaulted each to a career high and gave a depth of feeling
and power to this exceptionally tender and honest por-
trait of the vulnerabilities and resolve of the working poor.

Directed by Elia Kazan. With Dorothy McGuire, Joan Blondell, James Dunn

US 1945, 35mm, b/w, 128 min.

The Visitors
Saturday August 15 at 9:30pm

A pointed departure from Kazan's bigger-budgeted late
studio work, The Visitors is an intimate and intense film
made in close collaboration with his son Chris, who
wrote the taut screenplay about a traumatic, unexpected
reunion of damaged Vietnam veterans. Deeply inspired
by Wanda (1970), the brilliantly edgy cult classic written
and directed by his wife Barbara Loden (and on which he
served as second unit director), Kazan elected to work
with an absolutely minimal crew that included Wanda's
cameraman, Nick Proferes. Shot entirely in and around
Kazan's Connecticut home with a young James Woods in
the lead role, The Visitors is a wintery, introspective and
rarely screened late work that returns to the subject of 
violence and frustrated masculinity that recurs through-
out Kazan's work. 

Directed by Elia Kazan. With Patrick McVey, Patricia Joyce, James Woods

US 1972, 35mm, color, 88 min.

The Last Tycoon
Sunday August 16 at 7pm

Kazan's final feature is a lush, nostalgic evocation of lost
Hollywood and a still misunderstood attempt to reach
the romantic heart of F. Scott Fitzgerald's now mythical 
unfinished novel. Working closely with Harold Pinter,
Kazan stayed true to the abstract, remote qualities of
Monroe Star, played with vulnerable intensity by Robert
De Niro. The almost overwhelming roster of Old
Hollywood talent – Ray Milland, Robert Mitchum, Dana
Andrews – marked The Last Tycoon as "adult," and
against the returning tide of youth-oriented filmmaking, 
contributing to the dismal box office and ungenerous 
critical reception that convinced Kazan to abruptly retire 
from cinema.

Directed by Elia Kazan. With Robert De Niro, Tony Curtis, Robert

Mitchum

US 1976, 35mm, color, 125 min.

The Arrangement
Monday August 17 at 7pm

Kazan adapted his own best-selling autobiographical 
first novel into this complex and turbulent portrait of a
prosperous Los Angeles ad man turned suddenly and 
irretrievably sour to his luxurious life, beautiful wife and
giddily successful career. Kirk Douglas' manic, high-
keyed portrait of a man desperate to escape his gilded
cage is matched by the nervous pacing and experimental 
flourishes of Kazan's most avant-garde feature. The
Arrangement offers both a harrowing portrait of mid-life
malaise and a sunblinded vision of L.A. as a cauldron of
20th century anxieties. 

Directed by Elia Kazan. With Kirk Douglas, Faye Dunaway, Deborah Kerr

US 1969, 35mm, color, 127 min.

Baby Doll
Friday August 21 at 7pm

Among Kazan's most controversial films, this dynamic
and intensely cinematic adaptation of Tennessee
Williams' provocative study of sexual desire inflamed a
passionate outcry from the Production Code
Administration and the Legion of Decency, who tried to

Elia Kazan The Last Tycoon 1976
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derail the film by branding it with their lowest rating of
"C," for "condemned." Centered around Carroll Baker's
still shocking performance as the thumb-sucking yet 
sexually precocious Baby Doll and principally shot in rural
Mississippi, Kazan's mid-career masterpiece offers one 
of the finest renditions of the psychosexual territory of
Williams' mysteriously deep Deep South. Print courtesy of
UCLA Film and Television Archive.

Directed by Elia Kazan. With Karl Malden, Carroll Baker, Eli Wallach

US 1956, 35mm, b/w, 114 min.

Boomerang! 
Friday August 21 at 9:15pm

Kazan developed this engrossing policier – based on an
actual unsolved crime, the murder of a Connecticut priest
– with Louis de Rochemont, inventor of the semi-docu-
mentary form so successful at Fox after WWII. While
Boomerang! adheres to central tenets of the semi-docu-
mentary (location shooting, notable use of nonprofes-
sional extras, detached voiceover commentary), the film
also hones in on the figure of the crusading District
Attorney, played with signature virile nonchalance by
Dana Andrews, to create a gripping moral and epistemo-
logical puzzle about the ineluctability of truth and the 
limits of cold, hard facts. 

Directed by Elia Kazan. With Dana Andrews, Jane Wyatt, Lee J. Cobb

US 1947, 35mm, b/w, 88 min.

Viva Zapata!
Saturday August 22 at 7pm

Filmed at the time of Kazan's notorious HUAC testimony,
Viva Zapata! offers a dramatically searching yet ultimately
unresolved return to the director's roots in radical left-
wing theater and politics. Written in close collaboration
with lifelong Mexicophile John Steinbeck, who shared
Kazan's fascination with Zapata's vision and failure, the
film uses the idealistic revolutionary to offer an unflinching
critique of the limits and corrosive potential of power.
Featuring one of Brando's underappreciated bravura 

performances, Viva Zapata! is today considered one of the
most evocative screen depictions of the Mexican 
revolution, despite the intense efforts by the Mexican film
industry to suppress and censor the film during its early
production stages. 

Directed by Elia Kazan. With Marlon Brando, Jean Peters, Anthony Quinn

US 1952, 35mm, b/w, 113 min.

A Streetcar Named Desire
Saturday August 22 at 9:15pm

Perhaps the quintessential Kazan film, Streetcar is, 
ironically, among the closest to his stage work. Only the
urging of his good friend Tennessee Williams convinced
Kazan to reluctantly take on the screen version of a play
he had already directed successfully on Broadway. Kazan
decided eventually to retain the play's general form while
also increasing the tightness and tension of the 
dominant interior scenes by shooting largely in close-ups
and medium shots. The only aberration from the play's

mesmerizing original line-up was Vivien Leigh – forced
upon Kazan by producer Charles Feldman, who insisted
on the presence of a tested marquee star. 

Directed by Elia Kazan. With Vivien Leigh, Marlon Brando, Kim Hunter

US 1951, 35mm, b/w, 125 min.

A Face in the Crowd
Sunday August 23 at 7pm

Budd Schulberg and Kazan reunited to adapt Schulberg's
own cautionary tale about the manipulative and treacherous
potential of television and advertising as political tools.
Misunderstood at the time, and badly wounded at the box
office, A Face in the Crowd seems uncannily prescient in its
depiction of right-wing extremism cloaking itself as all-
American cracker-barrel folksiness. Kazan's successful
and highly unconventional casting of untested comedians
and character actors – Dunn in Tree, Mostel in Panic –
reached its apogee in his ingenious selection of stand-up
comic Andy Griffith, in his first feature film, as Lonesome
Rhodes, the hayseed populist transformed into an ulti-
mately uncontrollable televisual sensation. Print courtesy of
UCLA Film and Television Archive.

Directed by Elia Kazan. With Andy Griffith, Patricia Neal, Anthony

Franciosa

US 1957, 35mm, b/w, 125 min.

Gentleman's Agreement 
Monday August 24 at 7pm

Fox production chief Darryl Zanuck staked his professional
reputation on using an all-star cast – led by Gregory Peck,
Dorothy McGuire and John Garfield – to deliver a high-
minded picture directed against anti-Semitism. Kazan
rose to the challenging assignment of adapting celebrated
playwright Moss Hart's first screenplay while avoiding
didacticism or an oversimplification of the film's subject.
Without diluting the message of Gentleman's Agreement,
Kazan added psychological depth and nuance by sensi-
tively rendering the wayward paths of an awakening 
consciousness and the stubborn, unspoken contradictions
that frustrate and foster relationships. 

Directed by Elia Kazan. With Gregory Peck, Dorothy McGuire, John

Garfield

US 1948, 35mm, b/w, 118 min.

Elia Kazan A Face in the Crowd 1957

Elia Kazan Gentleman’s Agreement 1948



The story of James Whale's rise and fall in Thirties Hollywood illustrates the high stakes risks and rewards of filmmaking in the studio era. Whale's early successes earned him
only a brief freedom, and the subsequent decades have been unkind to Whale, with some of his best films remaining little-seen and the story of his life and career increasingly
encrusted with myth, rumor and speculation. Associated most vividly with Universal's 1930's horror films, Whale in fact distinguished himself in almost every genre prominent in
1930s Hollywood: the musical, the melodrama, the war film, costume drama and screwball comedy.

British-born James Whale began his career in a WWI prison camp. Captured by the Germans, he became active in the camp's theater, which led him to the London stage after the
war, achieving fame with his production of Journey's End, the celebrated drama about life in the trenches. He came to Hollywood on the coattails of this achievement, ending up at
Universal Pictures, where he stayed for most of the 1930s. 

Whale was a man of striking contrasts. Although the war left him an abiding antipathy towards Germany, his filmmaking was profoundly influenced by Weimar cinema: the sly 
wit of Lubitsch, Murnau's mobile camera, and the visual stylization of German expressionism. Born into poverty, he projected the air of a proper British gentleman that barely 
concealed the wicked sense of humor so important to his films. 

Streaks of perverse wit and a fascination with the dark side of human behavior make Whale's work from the early and mid-1930s so memorable, yet these qualities are in short 
supply in his later films, undoubtedly due, in part, to the restrictions of the Production Code, designed to rein in the wilder strains of Hollywood filmmaking after its enforcement
began in 1934. Yet there is no one obvious reason for the decline of Whale's career at the end of the 1930s but rather several. His reign as one of Universal's most valued directors
came to a sudden end when the studio changed management in 1936, due in part to the extravagant cost of Whale's Show Boat. Removed from the studio's protection, Whale
acquired a reputation for being difficult; he may also have become too disillusioned, or burnt out, to pursue work as hungrily as he would have needed to. And some have also
pointed to Whale's homosexuality as another source of his alienation from the studio establishment. Robert Aldrich later said, "Jimmy Whale was the first guy who was blackballed
because he refused to stay in the closet."

While this retrospective gives central place to Whale's horror films that fully retain their visual distinctiveness and the thrill of their subversive natures, it also offers a chance to
revisit Waterloo Bridge and Show Boat, two of Whale's best films, that have in recent years emerged from the shadows cast by subsequent, inferior remakes, while also bringing new
prints and rediscoveries from Universal with the rarely-screened gems Impatient Maiden and especially The Kiss Before the Mirror. 

Special thanks: Rob Stone, Library of Congress; Pat Doyen, George Eastman House.

James Whale: Of Monsters, Melodrama and the Production Code
September 11 – September 21

James Whale Frankenstein 1931
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The Old Dark House
Friday September 11 at 7pm

Just as Whale set the standard for horror with
Frankenstein, he created in The Old Dark House a classic of
the horror subgenre named for this very film that
announced Whale's distinctive blend of horror, satire,
camp and farce. The typical "old dark house" film features
innocents who stumble upon a sinister mansion; here, in
a typically perverse Whale touch, the heroes are a flighty,
cynical quintet who are hardly wholesome themselves.
Still, they are no match for the freakish Femm family that
inhabits the house. Perversely, Whale cast aging actress
Elspeth Dudgeon as the Femm patriarch – she is credited
in the film as "John Dudgeon," a secret joke that was not
revealed until 1975. 

Directed by James Whale. With Boris Karloff, Melvyn Douglas, Charles

Laughton 

US 1932, 35mm, b/w, 70 min.

Followed by

Remember Last Night?
Remember Last Night? recalls The Thin Man's mix of
urbane comedy and murder mystery, and indeed, MGM's
success may have helped Whale convince Universal to let
him try the same combination, which he pulled off with
obvious relish and considerable sparkle. Raffish sophisti-
cates Tony and Carlotta Milburn celebrate their six-month
anniversary with a wild traveling party, house-hopping

among their splendidly decadent social set and awakening
the following morning to discover a corpse in the next
bedroom. Too hung over to remember what happened,
they find themselves retracing their steps to piece together
the events of the night before. This sadly overlooked 
classic offers perhaps the best showcase for Whale's 
deliciously offbeat and subversive comedy. 

Directed by James Whale. With Robert Young, Constance Cummings,

Edward Arnold

US 1935, 16mm, b/w, 76 min.

Frankenstein
Saturday September 12 at 7pm

Universal hoped to repeat the success of the Tod
Browning/Bela Lugosi Dracula (1931) with a version of
Frankenstein. When the Laemmles offered the project to
Whale, his imagination was fired by the material, and he
took total control over both the screenplay and the 
production design. Taking advantage of the subject's 
visual possibilities for the grotesque and the macabre,
Whale emulated the look of German expressionist 
cinema – in striking contrast to the low-key naturalism of
Waterloo Bridge, his previous film. The juxtaposition of
Frankenstein's impending marriage and the creation of
the monster, who will disrupt that union, remains notably
charged and open to the many contemporary queer 
readings of the film. 

Directed by James Whale. With Boris Karloff, Mae Clarke, John Boles

US 1931, 35mm, b/w, 71 min.

Followed by

Bride of Frankenstein
Frankenstein's success guaranteed that Universal would
produce a sequel, and idea which Whale, wary of being
seen exclusively as a director of horror films, initially
rejected. To secure his cooperation, the studio granted
him almost complete freedom, and Whale took advantage
of the situation to create his most outlandishly perverse
film. The resulting horror-comedy is widely considered his
masterpiece and can be read as a darkly satiric assault 
on the institution of marriage. The film opens with a 
prologue featuring a ménage à trois between the Shelleys
and Lord Byron before settling into the story of Henry
Frankenstein returning to the laboratory to create a mate
for his monster. The climactic meeting of the would-be
spouses is simultaneously hilariously and heartbreakingly
grotesque. 

Directed by James Whale. With Boris Karloff, Colin Clive, Ernest Thesiger

US 1935, 35mm, b/w, 75 min.

The Man in the Iron Mask
Sunday September 13 at 7pm

Alexandre Dumas' 1847 novel of wrongful imprisonment
and swashbuckling adventure with the Three Musketeers
has often been filmed, but Whale's version remains a
favorite. Independent producer Edward Small made the
film as a follow up to his 1934 Count of Monte Cristo and
hired Whale at a time when the latter was looking for 
work after leaving Universal. Small was known for keeping
his directors on a tight leash, and The Man in the Iron
Mask was no exception. Yet while the film bears relatively
few traces of Whale's signature – no dark humor or satiric
impulses, no Expressionist lighting or jump cuts – it clearly
demonstrates his strong command of fleet cinematic 
storytelling. 

Directed by James Whale. With Louis Hayward, Joan Bennett, Alan Hale

US 1939, 35mm, b/w, 110 min.

Followed by

The Invisible Man
Like Frankenstein, The Invisible Man offers an unsettling
cautionary tale of scientific hubris run amok. The film’s
story of a mild-manered scientist transformed by his 
fantastical invention into a raving megalomanic is less 
an ethical debate about man playing God than an existential
allegory about the seductive nature of power. Although
Whale cast Claude Rains as Griffin because of Rains'
extraordinarily expressive voice, the actor was chagrined
to learn that his face would remain unseen for almost the
entirety of his first Hollywood film. Destined for a place in
film history due to its special effects, The Invisible Man's 
success vindicated Whale's effort to tie dark humor to
shocking violence.  

Directed by James Whale. With Claude Rains, Gloria Stuart, Henry Travers

US 1933, 35mm, b/w, 70 min.

Waterloo Bridge
Monday September 14 at 7pm

Universal gave Whale the job of adapting a popular and
topical stage play for his first Hollywood assignment. Roy,

James Whale Show Boat 1936
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a naïve American soldier in London during World War I,
falls in love with the winsome Myra, another American,
played by the mesmerizing Mae Clarke. Claiming to work
as a chorus girl, Myra cannot tell Roy that she has lost her
job and now makes her living as a prostitute. Out of this
melodramatic (and definitely pre-Code) material, Whale
fashions a vivid tale of sacrifice and suffering whose box
office success quickly earned Whale a spot as one of
Universal's top directors. Look for a young Bette Davis in
one of her first roles as the soldier's sister.

Directed by James Whale. With Mae Clarke, Kent Douglass, Bette Davis

US 1931, 35mm, b/w, 72 min.

Followed by

Impatient Maiden
After Frankenstein, Whale returned to melodrama with
another vehicle for Mae Clarke, one of the most sadly 
neglected great actresses from the 1930s. Here she is a
young career woman in love with an ambulance driver
who hopes to become a doctor. He wants to establish his
medical practice before they marry, but her willingness to
wait is complicated by the attentions of her boss. The
film's casual and racy view of pre- and extra-marital affairs
marks it as prime pre-Code melodrama, one that was, in
fact, at one point envisioned as a vehicle for Clara Bow.
Whale's camera, highly mobile as usual, sails right
through a handful of walls as it tracks the characters. New
print from Universal Studios.

Directed by James Whale. With Lew Ayres, Mae Clarke, Una Merkel

US 1932, 35mm, b/w, 72 min.

Show Boat
Sunday September 20 at 3pm

The stage musical Show Boat is credited with bringing a
new maturity to Broadway when it opened in 1927.
Universal's first film version, from 1929, was part talkie,
part silent, and only included some of the score by Jerome
Kern and Oscar Hammerstein. Besides retaining most of
the score, Whale's remake includes several cast members
from the original Broadway production, notably Paul
Robeson and Helen Morgan. Whale proves strikingly
adept at both the musical numbers and the dramatic
sequences, turning away from the romantic comedy that
provides the narrative thread for so many 1930s musicals
to instead offer a full-fledged drama about racism, misce-
genation, failed marriages and human weakness among a
performing troupe in the South around the turn of the
twentieth century. 

Directed by James Whale. With Irene Dunne, Paul Robeson, Helen Morgan

US 1936, 35mm, b/w, 113 min.

The Kiss Before the Mirror
Monday September 21 at 7pm

A dark and highly stylized psychodrama, The Kiss Before
the Mirror traces the breakdown of a lawyer who begins to
suspect his wife of infidelity, even as he is defending a
friend on trial for having murdered his wife. For this 
operatic material, Whale sought out famed German 
cinematographer Karl Freund to produce another visually
striking and rhapsodically cinematic masterpiece, 
complete with complicated tracking shots and 360-degree

pans, one that (in the words of a critic of the day) "might
well have come from the UFA studios a dozen years earlier."
Whale remained rightfully proud of this still largely
unknown gem. New print from Universal Studios.

Directed by James Whale. With Nancy Carroll, Frank Morgan, Paul Lukas

US 1933, 35mm, b/w, 66 min.

Followed by

One More River
This adaptation of John Galsworthy's last novel focuses
on the more dramatic of the book's two plots, the story of
a society woman's divorce from a violent husband and
her affair with a younger man. Like so many of Whale's
melodramas, it benefits from his ability to ground the
material in well-crafted detail, whether imagined or, as in
this case, remembered from his life in England. The
Production Code went into effect while Whale was making
the film, and he was forced to cut a scene wherein the
sadistic husband attacks his wife. Whale's camera, highly
mobile as usual, is especially brilliantly deployed in the
film's climactic courtroom sequence. 

Directed by James Whale. With Diana Wynyard, Colin Clive, Mrs. Patrick

Campbell

US 1934, 16mm, b/w, 85 min.

Sullivan’s Travels Revisited. A Conversation with Greil Marcus
and Werner Sollars
September 25

Greil Marcus and Werner Sollars in Person
Special Event Tickets $10

Sullivan's Travels
Friday September 25 at 7pm

To what degree can a joke seduce not only an audience
but its author? Sullivan's Travels is about a comedy director
– Joel McCrea, who we meet wearing pants that come up
to his armpits, and with such blustery conviction you 
figure maybe you ought to try it – who wants to make a
serious movie about real people and real problems, a
Movie with a Message, and he's got a title: "O Brother,
Where Art Thou?" which nearly sixty years later actually
did get made, and for all we know pretty much as Sturges
himself (1898-1959) might have made it.

With a hungry Veronica Lake as a teacher, Sullivan hits the
road to discover the bitter truth about America and its
people; riding the rails, his resentment rises along with
his confusion. He's about to return to Hollywood, to do
what he can, but one last Hollywood gesture – handing
out money to his erstwhile fellow bindlestiffs – lands him

in a prison camp. There, his identification gone, Sullivan
disappears into an America that he never knew existed,
part of a miserable crowd – until, one day, he is taken with
the rest to see a movie, a cartoon that soon enough has
everyone laughing their heads off, and he resolves to go
back to comedy.

It's a wonderful movie, but its premise isn't quite 
convincing – nor did it, it seems, altogether convince
Sturges. For the climax of Sullivan's Travels is precisely the
Serious Message the picture has so effectively discredited.
Sullivan, we barely remember by the end, wasn't falsely
imprisoned; he'd smashed a railroad cop over the head.
But the moment it's discovered who Sullivan is – the
famous Hollywood director all America has been looking
for – he's out of jail, free and clear, the legatee of the
magic of peekaboo American justice. The other prisoners,
left behind, can watch comedies.
You be the judge.
– Greil Marcus

Directed by Preston Sturges. With Joel McCrea, Veronica Lake, William Demarest

US 1941, 35mm, b/w, 91 min.

Preston Sturges Sullivan’s Travels 1941
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Sharon Lockhart in Person
Special Event Tickets $10

Lunch Break
Friday September 18 at 7pm

For the first time in her films Lockhart unleashes a mobile
camera, although one fixed to a carefully calibrated path
that cuts a carefully timed cross-section through the Bath
Iron Works in coastal Maine during the midday repast, as
workers sit along a central passage to eat and talk. By
deliberately slowing the film down, Lockhart opens up the
wealth of details, textures and gestures captured by each
frame and echoed by the richly evocative and complexly
multilayered soundtrack designed by Becky Allen and
filmmaker and Lockhart mentor James Benning. Lunch
Break's gradual passage through the aged factory offers a
meditative and melancholic reflection on the architectural,

social and phenomenological space of a notably anachro-
nistic mode of industrialized labor. 

Directed by Sharon Lockhart.

US 2008, HD, color, 80 min.

Followed by

Exit
Like the Lumière brothers before her, Lockhart steps 
outside the factory in order to film her lyrical companion
piece to Lunch Break. Structured around five separate
takes filmed across the work week, Exit captures the 
temporal and physical "shift" from labor to rest of workers
exiting the iron works and observes the subtle differences
and symmetries that sustain the rhythm of factory labor. 

Directed by Sharon Lockhart.

US 2008, HD, color, 40 min.

Sharon Lockhart in Person
Special Event Tickets $10

Goshogaoka
Saturday September 19 at 7pm

Lockhart spent an extended residency in the Tokyo 
suburb of Goshogaoka, closely observing and getting to
know the local girls basketball team that is the subject of
her structurally complex study of ritualized motion, collec-
tivity and cultural difference. The uncanny presence of a
curtained stage within the high school gymnasium, and at
the background of the static long takes that structure the
film, lends a theatrical weight to the team's rhythmic 
practice and the exercises carefully choreographed by
Lockhart in close collaboration with the girls. Matching
the intensity of the girls' practiced drills is Lockhart's
immobile framing, which gives almost Olympian gravity
and beauty to the young athletes while also hinting 
ironically at the inherent heroization of subject cast by the
predominately Western ethnographic gaze. 

Directed by Sharon Lockhart.

US 1997, 16mm, color, 63 min.

Followed by

Teatro Amazonas
Teatro Amazonas reverses Goshogaoka's frontal tableau by
placing a static camera on the stage of the eponymous
opera house, a beautiful architectural folly built in
Manuas, in the heart of the Brazilian jungle at the height
of the rubber boom. Lockhart's film stages a brilliant 
conceptual gambit that bridges geographic and cultural
distance to bring two disparate audiences face to face; the
cinematic audience meets the eyes of Manaus locals who
were each individually interviewed and invited by Lockhart
to hear a minimalist choral work specially commissioned
from American composer Becky Allen. Deflecting the 
traditional perspective of ethnographic cinema Teatro
Amazonas celebrates the artifice and absurdities of 
ritualized culture and engenders a mode of heightened
visual spectatorship. 

Directed by Sharon Lockhart.

US 1999, 35mm, color, 40 min.

As one of the very few contemporary artists equally talented and influential in both still photography and cinema, the work of Sharon Lockhart (b. 1964) has engaged a rich and
fascinating dialogue between two media whose deep affinities are all too often misunderstood. Lockhart's early work drew frequent inspiration from the Seventies art cinema canon
so central to her aesthetic, restaging key emotional moments into abstractly theatricalized tableaux, from the first kiss of French school children in Truffaut's Stolen Kisses (1968) –
reimagined in Auditions (1994), her enigmatic serial portraits of Los Angeles youth – to the defamiliarization of late Cassavetes in her short film, Khalil, Shaun, A Woman Under the
Influence (1994). 

Favoring a static camera, and dynamic mise-en-scène that plays with depth and surface and renders ambiguous the distance between theatrical and natural gesture, Lockhart's 
subsequent film work balances its polished, high art aesthetic and formal rigor with a keen and politically astute ethnographic attention to its arresting and markedly "foreign" 
subjects – the Japanese small town girls basketball team in Goshogaoka (1998) and the largely indigenous population of a tropical Brazilian hamlet in Teatro Amazonas (1999). Using
nonprofessional actors these two films make bold, unexpected use of the overtly theatrical space of the basketball court and the lavish titular opera house to discover cinemato-
graphic majesty and mystery within the everyday. 

With her latest work, Lunch Break (2009), and its companion piece, Exit (2009), Lockhart's camera turns upon her native New England, using an iron works in Maine to offer an
arrestingly tactile vision of the rhythm and space of labor in the 21st century. The Harvard Film Archive is pleased to welcome back Sharon Lockhart for the opportunity to discuss
her latest work and two seminal early films. 

In recognition of her extraordinary contribution to cinema, Sharon Lockhart has been invited to Harvard to honor Richard P. Rogers, wondrous teacher, filmmaker and friend.

Timestage. The Cinema of Sharon Lockhart
September 18 – September 19

Sharon Lockhart Exit 2008
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Milestones
Saturday September 26 at 7pm

Following the ambiguous reception of Ice and the
upheaval within Newsreel, Kramer left New York for a 
collective community in Vermont, an experience that
inspired the fictionalized fantasia of his next film, five
years later, Milestones. An epic and a mosaic, Milestones
features dozens of characters gathered at a rural New
England commune, refugees from the radical 1960s and
allegorical figures for the country's disillusioned entry into
the 1970s. A visually striking work of seemingly improvi-
sational form, Milestones bears comparison to the work of
both Cassavetes and Altman, and especially Nashville,
Altman's nearly contemporaneous study of Americana.

Directed by Robert Kramer.

US 1975, 35mm, b/w & color, 195 min.

Route One USA
Sunday September 27 at 6pm

After living abroad for a decade, Kramer embarked on the
extended road trip which gave way to Route One USA, an
engrossing portrait of Eighties America and one of
Kramer's finest works. Kramer introduces the fictional
protagonist "Doc" to tie together the unscripted footage
shot along the eponymous highway stretching from the
Canadian border to the Florida Keys. Played by Newsreel
associate Paul McIsaac, who first created this character
for Kramer's 1987 Doc's Kingdom, Doc becomes a sort of
Odysseus figure, returning wearily home from the wars of
radical politics and expatriation, puzzled by the state of
the nation he barely recognizes. 

Directed by Robert Kramer.

US 1989, 35mm, color, 240 min.

Ice
Monday September 28 at 7pm

Kramer's first film to hybridize fiction and documentary
imagines an alarming near-future in which the U.S. has
become a repressive police state. Made in a pseudo-
verité style, Ice matter of factly documents the prepara-
tions for a violent overthrow of the state by a group of
young New York City radicals. Featuring animated debates
about politics and tactics and vivid "footage" of the 
radical’s daily lives, Ice initially drew controversy in U.S.
leftist circles for its apparent endorsement of armed
struggle. While Ice is a meditation on the mesh and clash
of experience and ideology, today it seems both a work of
fierce political commitment and an ambiguous statement
about the dissent. 

Directed by Robert Kramer.

US 1969, 16mm, b/w, 135 min.

In a letter to Bob Dylan, suggesting a collaborative project that never took place, Robert Kramer (1939-1999) began by summarizing his life: "I'm from NYC. The 50s were bad. I
got reborn in the 60s. I left the states at the end of the 70s. I've been living around, mostly based in Paris, and I make movies."

The "rebirth" Kramer speaks of was his involvement in political activism. Kramer entered the political arena straight from Stanford University in the mid-1960s, first as a 
community organizer in Newark and then as a reporter in Latin America. After participating in the making of a documentary about the guerilla movement in Venezuela, Kramer
returned to the U.S. to devote himself to filmmaking. In 1967 he helped organize the collective known as Newsreel in which he worked over the next four years documenting leftist
political activity. 

With the goal of better understanding the intersection of people's public and private selves, Kramer developed a style of radical filmmaking that melded fiction and nonfiction 
traditions and techniques and whose first expression was the still shocking pseudo-documentary Ice (1969). Newsreel ultimately fractured, partially because of the perpetual struggle
over the unyielding, dominant presence of its white male members, including Kramer. Some of the dissatisfaction seems also to have been stemmed from Ice and the discomfort
of many of the group with that film's apparent endorsement of violence. Billed as a collective project, Ice was clearly Kramer's film.

Kramer retreated from Newsreel and the political activist community to a commune in Vermont, where over the next five years he prepared his next film, Milestones (1975),which
drew upon his communal living experiences. By the end of the 1970s, despairing of being able to make films in the U.S., Kramer moved to Paris, where he was better known and
already recognized as an important filmmaker, and remained there for over twenty years, working more or less steadily across Europe, with occasional travel to the U.S. and Vietnam. 

A major yet politically charged question running through Kramer's work is how a group of individuals becomes a community, and how a group of communities becomes a nation.
Kramer's work is also united by his own deeply ambiguous feelings for his homeland, emotions captured in the same letter to Dylan, written near the end of Kramer's life:
"Throughout this life you've been one of the voices in my head. We've walked together through a history, for better or worse. I like Time Out of Mind a lot. Maybe you are talking
about someone, her, but what I hear (my story) is that love gone wrong, or gone just the way it's gone, is Am*r*c*, the USA dream, is just us trying to navigate the river. Love sick."

Special thanks: Jared Rapfogel, Anthology Film Archives; Mathilde Trichet, Capricci Films; John Gianvito. 

Robert Kramer’s Reports From the Road
February 26 – February 28

Robert Kramer Ice 1969
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Director Avi Mograbi in Person
Special Event Tickets $10

One of Israel's most celebrated nonfiction filmmakers,
Avi Mograbi (b.1956) specializes in urgent, impassioned
diagnoses on the state of the nation, and the ongoing
Israeli-Palestinian conflict in particular. Mograbi is known
for prominently inserting himself into his films as a 
director and concerned citizen struggling to understand
or meaningfully synthesize all that he's witnessing and
filming. Another Mograbi trademark is the shocking 
eruption of humor in the midst of reflecting on the
region's injustices. Mograbi's latest film, Z32, returns to a
major theme of his previous work and especially Avenge
but One of My Eyes (2005): an investigation of the way the
military dehumanizes both soldiers and "the enemy" and,
by extension, Israeli society as a whole.

This program is presented in conjunction with Department of
Visual and Environmental Studies (VES) at Harvard, the
Consulate General of Israel to New England and Balagan
Films. Special thanks: Alfred Guzzetti, VES; Udi Urman,
Galia Shoshani, Consulate General of Israel to New
England; Jeff Silva, Balagan Films.

Z32
Sunday September 20 at 7pm

Z32 is built around a confession – a young man's account
of his participation in the revenge killing of two
Palestinian police officers by the Israeli army in the occupied
territories. Around the soldier's account Mograbi inter-
weaves a couple's extended and often agonizing discussion
of their relationship, punctuated by Mograbi himself 
characteristically addressing the camera. Adding further
layers of complexity are the use of a digital "mask," both
to disguise the young soldier's identity and foreground
the politics of the camera as witness, and Mograbi's 
radical decision to perform his own musings as Brechtian
songs, set to Weill-ian music. The radical elements of
Mograbi's project combine to raise painful and unsettling
questions about responsibility, forgiveness and shape of
cinematic truth.

Directed by Avi Mograbi. 

Israel/France 2008, 35mm, color, 81 min. Hebrew with English subtitles

Avi Mograbi Z32 2008


