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Harvard Film Archive

Carpenter Center for the Visual Arts, Harvard University, 24 Quincy St., Cambridge

Tel: 495-4700

HARVARD FILM ARCHIVE BULLETIN, Vol. I, No. 2 (April-May 1989)

GENERAL INFORMATION

All films are screened in the Lecture Hall and Room B-04 of the Carpenter Center for the Visual Arts. Films are presented in their original language with English subtitles,
unless noted otherwise. All programs are subject to change. To receive future mailings, send your name and address and $5.00 to cover postage.

TICKETS:

Individual Admission: $3.00; $2.00 (senior citizen/children under 12)
Double Feature: $5.00; $4.00 (senior citizen/children under 12)
Series Ticket (admission to 15 tilms): $35.00; $25.00 for students/seniors

FRIENDS OF THE HARVARD FILM ARCHIVE:

Contributor ($50-$99); Donor ($100-$249); Sponsor ($250-$499); Patron ($500 or more)

All Friends will have their names printed in future HFA calendars. Additionally, all Friends receive a 15-admission series pass and invitations to meet with guest filmmakers
and scholars. Sponsors and Patrons will receive a special pass allowing them free admission to all Archive events as well as access to the Film Study Library. For more

information: 495-4700.

PARKING:

Avaitable on weekends at the Broadway Garage, the corner of Felton St. and Broadway, third level or above

APRIL-MAY 1989

THREE DIRECTORS: HITCHCOCK,
DREYER AND GODARD

(Mondays, 5:30 & 8FPM)

In this auteurist approach to viewing
international cinema, the works of three
directors—Alfred Hitchcock, Carl Theodor
Dreyer, and Jean-Luc Godard—are
presented to reveal the differing styles and
production methods of individual artists as
well as toilluminate important movements in
the history of film.

NARRATIVE APPROACHES

(Tuesdays, 5:30 & 8PM)

Various approaches to narrative are
explored in this series which focus on the
films of some of the most innovative
international directors, including Patricia
Rozema, Andrei Tarkovsky and Chantal
Akerman. [See related article in this issue].

SHAKESPEARE ON THE SCREEN
(Wednesdays, 5:30 & 8PM)

Seven dramatic texts are represented by
fourteen films realized by outstanding
filmmakers (including Welles, Kozintsev,
Kurosawa, and Brook) from various
countries.  The films are not shown
chronologically but in groups related to the
specific play, thus permitting the viewer to
compare two or more renditions of the same
play. (All prints are 35mm). A special essay
analysing the Shakespearean films, written
by HFA curator Viada Petric, is available
during the screening of the series ($4).

OPEN COURSE SCREENING

The Archive occasionally presents films
from film study courses, other than those
described in the above series. Please
consult the schedule.

SATURDAY MATINEE

Many pecple have fond memories of
Saturday afternoons spentin the local movie
house enjoying a program of newsreels,
animated films and feature presentation.
The Archive reconstructs this Saturday
experience with programs for the young and
the young at heart. [sorry: no popcorn!]

THE ANNIVERSARY LECTURES

In celebration of the Tenth Anniversary of
the Harvard Film Archive, curators and
scholars continue to present lectures
addressing various issues of film
preservation and collection. [Note: the 8PM
lecture (free-of-charge) is always preceded
by a screening at 5:30PM ($3) related to the
topic of the presentation].

THE FRENCH REVOLUTION 1789-1989
In commemoration of the 200th Anniversary
of the French Revolution, the Archive
continues to screen cinematic portrayals of
this great historic event, including Renoir's
La Marseillaise, Wajda's Danton, and
Scola's La Nuit de Varennes. [See related
article in this issue].

BEYOND DOCUMENT: A SEMINAR

The first lecture, "Fade to Black: Returning
to the Death Image,” of an ongoing seminar
will be presented by Jay Cantor in April. The
topic is the nature of non-fiction filmmaking.
[See related article in this issue].

HARVARD FILMMAKERS

Several Harvard graduates return to present
their films and to discuss their work as
filmmakers, including Mira Nair with Salaam
Bombay!! and Amy Greenfield with her new
film, Antigone.

TWO YUGOSLAV FILMS

Two controversial Yugoslav films, with
political significance, close the HFA Spring
program: the uncut version of Dusan
Makavejev's Sweet Movie, and the Boston
premiere of A Film with No Name with
director Srdjan Karanovic in person.

Gardner's Forest of Bliss (April 9)
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APRIL

m[ 3] GERTRUD (Denmark 1964) 115 min.
O Dir: Carl Theodor Dreyer. With Nina Pens Rode,
N Bendt Rothe.

An astounding final tribute to the genius of one of cinema’s
boldest artists, this film is a work of the most classical kind of
perfection. A veritable treatise on the illusory nature of love,
its basic plot is conspicuously straightforward: a middle-
aged woman abandons her husband for a young musician
with whom she has fallen in love, only to discover that he
cannot love her. {5:30 & BPM, Three Directors)

T[C4] THE MIRROR/Zerkalo (USSR 1374) 105 min
U Dir: Andrei Tarkovsky. With Margarita Terekhova,
E Philip Yankovsky.

A powerful biography of a boy in the Stalin era,
Tarkovsky's masterpiece is many-layered, jumping back
and forth in space and time, from objective to subjective
visualizations. This poetic reworking of the director's
childhood, suffused with an “oneiric air,” is considered one of
the greatest persenal films in modern cinema. (5:30 & 8PM,
Narrative Approaches )

w [E] JULIUS CAESAR (US 1950) 90 min.
E Dir: David Bradley. With Harold Tasker, David
D Bradley, Charlton Heston.

Produced on a meager budget, this student film brought
Hollywood to the doorsteps of both its director and the lead
actor. Bradley uses the columns and colonnades of
numerous Chicago buildings to create the illusion of a stark
classical setting for Shakespeare's political tragedy,
rendered with an obvious Wellesian cinematic sensibility.
(5:30 & 8PM, Shakespeare)

7 [[6] THE BANDIT// Bandito (Italy 1946) 77 min.
H Dir: Alberto Lattuada. With Anna Magnani, Amedeo
y Nazzari, Carlo Campanini, Eliana Banducci.

The return of a prisoner of war and his difficulties in finding
his place in sociaty becomes the background for the gripping
story of Ernesto and Lydia, two bandits on the run. A social
melodrama and thrilling action film, it is conceived in the best
tradition of early ltalian neo-realism. (5:30PM, Anniversary
Special)

PRESERVATION OF FOREIGN FILM: ITALIAN
CINEMA

A lecture by Stephen Harvey of the Museum of
Modern Artin New York. The presentation willinclude
a screening of the Anna Magnani segment from the
famous film, WE THE WOMEN/Sjamo donne (ltaly
1953) directed by Luchino Visconti. (8PM,
Anniversary Lecture, free)

Anna Magnani

F BELLISSIMA (ltaly 1952) 115 min. Dir:
R Luchino Visconti. With Anna Magnani, Tina
| Apicella, Gastone Renzetti, Walter Chiari.

Anna Magnani's real ‘revenge™ a film about the
iconography of the Mother and Child, about the illusions of
post-war reconstruction, but also about cinema and show
business. The film reveals Visconti's sophisticated
directerial style, especially in the visual execution of shots.
(7 & 9PM, Anniversary Special)

s [B]STEAMBOAT WILLIE (US 1928) 10 min.

A Dir: Walt Disney.

T In this first cartoon to feature a fully synchronized
sound track, Mickey and Minnie transform the cargo of
a riverboat—including livestock—into an orchestra.

MONKEY BUSINESS (US 1831) 77 min. Dir:
Norman Z. McLeod. With Groucho, Harpo,
Chico and Zeppo Marx, Thelma Todd, Harry
Woods.

As stowaways on an ocean liner, the Marx Brothers
emerge from four barrels marked “Kippered Herrings,”
and anarchy ensues. Amidst the chaos is a love story
and a gangster feud—a typical “Marxian” stylistic
“cocktail” of the absurd. (2 & 3:30PM, Saturday
Matinee)

MARAT/SADE (THE PERSECUTION AND
ASSASSINATION OF JEAN-PAUL MARAT AS
PERFORMED BY THE INMATES OF THE
ASYLUM OF CHARENTON UNDER THE
DIRECTION OF THE MARQUIS DE SADE)
(Great Britain 1967) 115 min. Dir: Peter Brook.
With lan Richardson, Patrick Magee, Glenda
Jackson.

Brook’s imaginative cinematic recreation of the Royal
Shakespeare Company performance of the play by
Peter Weiss is a daring production, skillfully
photographed by David Watkin. The confrontation of
the revolutionary Marat as the apostle of social
improvement and the cynical individualist, the Marquis
de Sade, is set against a chorus of responsive inmates,
residents of an insane asylum. (7PM, French
Revolution )

DANTON (France/Poland 1983) 136 min.
Dir: Andrzej Wajda. With Gerard Depardieu,
Wojciech Pszoniak, Anne Alvaro, Roland
Blanche

Wajda feels that his film illustrates "one of the
tragedies of every revolution: the point when those who

bring it about are no longerin a position to determine how
it should develop.” This 1982 release, however, was
seen by many as being more the filmmaker's response
to contemporary events in Poland than a historical
analysis of the struggle between the forces of zealotry
and moderation during the French Revolution—a
conflict embodied by Robespierre and Danton.
(9:15PM, French Revolution )

S [[9] DANTON (see April 8 listing; 4PM, French

U Revolution )

FOREST OF BLISS (US 1987) 90 min.
Dir: Robert Gardner.

Gardner's internationally acclaimed portrait of
Benares—the ‘holy city” in India— elicited these
comments from poet Seamus Heaney: "It is hard to
distinguish the beauty of this film's technical means from
the strengths of its subject matter, which is always a sure
sign of achieved artistic purpose. Robert Gardner
transmits the sensation of the deep and literate gaze and
does this with an intensity that passes from the
documentary into the visionary.” (5PM, Open Class
Screening)

MARAT/SADE (THE PERSECUTION AND
ASSASSINATION OF JEAN-PAUL MARAT AS
PERFORMED BY THE INMATES OF THE
ASYLUM OF CHARENTON UNDER THE
DIRECTION OF THE MARQUIS DE SADE)
(see April 8 listing, 7PM, French Revolution )

M [10]BREATHLESS/A bout de souffle (France
0 1959) 82 min. Dir: Jean-Luc Godard. With
N Jean-Paul Belmondo, Jean Seberg.

One of the most significant films of the French New
Wave in which Godard literally rewrote the grammar of
film. His first full-length feature demonstrates that the
manner in which a story is told can be more important
than the story itself, Belmondo's first major role, a
parody of Humphrey Bogart's anarchic gangster, made
him famous. (5:30 & 8PM, Three Directors )

T[11] BLOW-UP (Great Britain 1967) 108 min.
U Dir: Michelangelo Antonioni. With Vanessa
E Redgrave, David Hemmings, Sara Miles.

Antonioni's first international success recounts the
stery of a young London photographer who takes some
pictures of a couple in the park, and, after blowing the
pictures up, discovers what looks like a corpse! The
director's observations become a statement of art itself as
a consuming passion of the artist's life. (5:30 & 8PM,
Narrative Approaches )

W[ 12]JULIUS CAESAR (Great Britain 1969) 116

E min. Dir: Stuart Burge. With Charlton Heston,

D Jason Robards, John Gielgud, Richard
Chamberlain.

One of the more memorable film versions, falling
between a Roman spectacular (with the usual “production
values" of battles, panoramic vistas, and crowds of
extras), and a masterful interpretation of the play itself.
Unfortunately, the emphasis on narrative and action is
hardly inspired and of a pedestrian design. An example of
an uneven transposition of Shakespeare’s vision on the
screen, deadlocked in between theatrical conventions
and filmic intentions. (5:30 & 8PM, Shakespeare )

T[13] OPTICAL POP: OPENING THE

H MIND’S EYE

U Independent filmmaker and teacher, Bruce
Posner, traces the evolution of the avant-garde,
mostly abstract cinema, through the works of
Moholy-Nagy, Vertov, Fischinger, Kren, Conrad,
Lye, Breer, Kubelka, Avery, Brakhage, Sharits, and
Petric. “Waming: All flickering light is potentially
hazardous for photogenic epileptics or photogenic
migraine sufferers.” (Posner) Discussion follows.
(5:30PM) [see box with Optical Pop full program for
titles]

P LES MISERABLES (US 1952) 106 min.

R Dir: Lewis Milestone. With Michael Rennie,

! Robert Newton, Edmund Gwenn, Debra Paget.

Rennie is “Jean Valjean™ and Newton is his nemesis

“Javert”in Milestone's solid adaptation of Hugo's classic
novel, which focuses eon the personal involvement of
ordinary people in a great historic event. (7PM, French
Revolution)

DESIREE (US 1954) 110 min. Dir: Henry
Koster. With Jean Simmons, Marlon Brando,
Merle Oberon, Michael Rennie.

Marlon Brando plays Napoleon and Simmons his
lover in this lavish Cinemascope spectacle of romance
and empire. Using the conventions and the technique of
the Hollywood studio, Koster produced a typical
romantic melodrama in which the image of the stars
overshadow the characters they interpret.  (9PM,
French Revolution)

S [15]LINDBERGH’S FLIGHT FROM N.Y. TO

A PARIS (US 1927) 12 min. Produced by Jack

T Connolly for Fox Movietone Entertainments.
With Charles Lindbergh, Calvin Coolidge.

One of the first sound newsreels, this issue
documents Charles Lindbergh's take-off on May 20,
1927 on his historic transatlantic flight. Upon his return,
Fox Movietone recorded the welcoming ceremony in
Washington, D.C.

THE BRAVE LITTLE TOASTER (US 1988)
90 min. Dir: Jerry Rees.

This animated adventure, based on the novella by
Tom Disch, concerns five household appliances, who
have lived in a mountain cabin for years waiting for the
young “Master”to return. A*for sale” infront of the cabin
prompts them to seek out their friend. (2 & 4PM,
Saturday Matinee)



S [[15] DESIREE (see April 14 listing; 7PM; French
A Revolution)
&

LES MISERABLES (see April 14 listing; 9PM;
French Revolution)

S OEDIPUS REX/Edipo Re (ltaly 1967) 110
U min. Dir: Pier Paolo Pasolini. With Franco Citti,
N Silvano Mangano, Alida Valli.

A powerful vision of mankind and its unchanging nature,
Pasolini's interpretation of the Sophocles play is profoundly
timeless and visually stunning. This new 35mm print is
Pasolini's original version, revealing the director's unique
style with full cinematic splendor, (4, 7 & 9PM)

M VIVRE SA VIE/My Life to Live (France 1962)

O 82 min. Dir: Jean-Luc Godard. With Anna Karina.

N  Using Brechtian-style (alienating) intertitles to enhance
the sequences, Godard provides a rich and detailed
characterization of the protagonist, Nana, through an
expressive milieu. Followng documentary style, he involves
the viewers emotionally inthe story, making them reflect on
the characters’ emotions, especially by intermittently using
a highly romantic musical scare. (5:30PM, Three Directors)

THE MARRIED WOMAN/La femme mariee
(France 1964) 94 min. Dir: Jean-Luc Godard. With
Macha Meril, Bernard Noel, Phillipe Leroy.

Thefilm's intertitle refers tothe work as “fragments of afilm
shot in 1964—in black and white." Through personal
encounters, intimacies, associations, conversations,
imaginings and impressions, Godard presents a portrait of
24 hours in the life of a typical French woman through a de-
dramatized narrative structure. (8PM, Three Directors)

T[18]1 HEARD THE MERMAIDS SINGING

U (Canada 1987) 81 min. Dir: Patricia Rozema. With

E Sheila McCarthy, Paule Baillargeon, Ann-Marie
McDonald.

Set in contemporary Toronto, the film recounts the
charming story of a passionate amateur photographer and
her creative encounters with the outside world. Resisting
assumptions of gender, Rozema defines the women in this
film in relation to each other, not in their opposition to men.
(5:30 & 8PM, Narrative Approaches)

W[I9]KING LEAR/Korol’ Lir (USSR 1975) 136 min.
E Dir: Grigori Kozintsev. With Yuri Jarves, Elsa
D Radzina, Galina Volcheh.

Shot in a fifteenth-century castle in Estonia, Kozintsev's
version of King Lear was completed in 1970, shortly before
Brook finished his own film version of the same Shakespeare
play. Released in the West five years later, the film is
considered one of the finest adaptations of the famous
tragedy. Shostakovich composed the score, using period
instruments to invoke the atmosphere. (5:30 & 8PM,
Shakespeare)

[20] BEYOND DOCUMENT: A SEMINAR

Jay Cantor (author of Death of Che Guevara and Krazy
Kat) will deliver the first lecture of the ongoing seminar
under the title, “Fade to Black: Returning to the Death
Image.”

“Film can be used to screen us from our own violence—the
ways we make ourselves and our world pass away. Or film
can help restore us to full complicity in our lives: our death;
our history” (Jay Cantor). Stanley Cavell, professor of
Philosophy at Harvard, will introduce the lecture as well as
the entire series. (5:30PM, Beyond Document, free)

gt o |

KING LEAR/Koro!l' Lir (Dir: Grigori Kozintsev.)
(see April 19 listing) (8PM, Shakespeare)

F [ 21] KING LEAR (US/Switzerland 1987) 91 min.

RDir: Jean-Luc Godard. With Peter Sellars, Burgess

| Meredith, Molly Ringwald, Norman and Kate Mailer,
Woody Allen, Jean-Luc Godard.

Cinema's great modernist collides with Shakespeare'’s
dramatic text generating predictably explosive—and
ambiguous— results. Using his innovative style of sound
mixing, Godard’s version is no less eccentric than its cast.
His film is definitely the most subjective screen
transformation of Shakespeare's text. (7PM, Shakespeare)

RAN (Japan 1985) 160 min. Dir: Akira Kurosawa.
With Tatsuya Nakadai, Akira Terao, Jimpachi Nezu.

The title of this film means “chaos” in Japanese; yet there
is nothing chaotic about Kurosawa's continuing mastery of
his medium. One of the greatest epic films, it marks a climax
of Kurosawa’s directorial energy—a compelling visual and
visceral experience of the most elaborate orchestration of
mass movement and camera tracking.
Shakespeare)

S[22]KING LEAR (see April 21 listing; 7PM:
? Shakespeare)

RAN (see April 21 listing; 9PM; Shakespeare)

S HFA FRIENDS CELEBRATION in honor

U ofthe 10th ANNIVERSARY. Animator Suzan Pitt will

N discuss her recent experience designing the animated
backdrop to the opera Faust in Hamburg, Germany,
showing examples of her acclaimed work.The
presentation will be followed by a buffet reception. For
Friends of the Harvard Film Archive only [see Box Office
Information for membership details]. (4PM)

~ RAN (see April 21 listing; 7PI\_J!;_$I]akespearg)

M["2a]2 OR 3 THINGS | KNOW ABOUT HER/

O 2 ou 3 choses que je sais d'elle (France 1966) 85

N min. Dir: Jean-Luc Godard. with Marina Viady,
Roger Monsoret.

Godard presents one day in the life of a working-class
housewife who resorts to prostitution to "get along.”
Merging concrete social commitment and
phenomenclogical set pieces within a non-linear
structure, the film fashions a powerful vision of consumer
society as a huge brothel. Still an unsurpassed
experiment and uncrthodox achievement inthe narrative
genre. (5:30PM, Three Directors )

WEEKEND/Le Week-End (France 1968) 95
min. Dir: Jean-Luc Godard. With Mireille Darc,
Jean Yanne, Jean-Pierre Kalfon, Jean-Pierre
Leaud.

This apocalyptic vision of a society at the end of the line
is as topical today as it was in France during 1968.
Godard creates a portrait of “civilization” that is doomed
to devour itself, providing disturbing images of our
modern time. (8PM, Three Directors)

T TURN OVER/Krougovorot (USSR 1987)

U 90 min. Dir: Lana Gogoberidze.

E A former actress chances to meet an old friend, a
psychologist facing her own mid-life crisis. The destinies
of a dozen characters come together via a series of
conflicts and resolutions in a Georgian Rules of the
Game. Gogoberidze’s film has been acclaimed at the
1988 Cannes Film Festival, the 1988 Filmes des
Femmes Festival in Creteil, France, and the 1988
International Women's Film Festival in Montreal. (5:30 &
8PM, Narrative Approaches)

W[ 26 |KING LEAR (Great Britain/Denmark 1971)
E 137 min. Dir: Peter Brook. With Paul Scofield,
D Irene Worth, Patrick Magee.

Conceptually prempted by the ideas expresed in Jan
Kott's essay, "King Lear and or Endgame,” which
interprets Shakespeare's tragedy as a grotesque,
Brooks’ controversial film relies on a dense atmosphere
of both interior environment as well as exterior scenes.
The dramatic tension of the original text is revealed
through extremely graphic shot compositions. With this
version of Shakespeare's play, viewers have a unique
opportunity to compare four renditions of the same text
(Brook, Kozintsev, Kurosawa and Godard). (5:30 &
8:15PM, Shakespeare)

T[27]SALAAM BOMBAY (India 1988) 113 min.
HDir: Mira Nair. With Shafiq Syed, Sarfuddin
UQurrassi, Raju Barnad. NAIR IN PERSON.

Mira Nair's first feature film explores—in an emotional,
yet realistic manner—the squalor and desperation of
Bombay's demimonde through the eyes of Krishna, a
resilient ten-year-old homeless boy. Winner of the
prestigious Camera d'Or at the 1988 Cannes Film
Festival, thisfilm has been compared favorably with other
classics of rootless children, such as Pixote and Los
Olvidados. (5:30PM, Harvard Filmmakers, $5.00)

T JAMA MASJID STREET JOURNAL (US
H 1981) 30 min. Dir: Mira Nair. NAIR IN
U PERSON.

Nair's senior thesis film presents a documentary
portrait of street life in India. The screening will be
followed by a discussion with the director. (8PM, Harvard
Filmmakers, $5.00)

F 28] ANTIGONE/RITES FOR THE DEAD (US

R 1989) min. Dir: Amy Greenfield. With Bertram

| Ross, Janet Eilber, Amy Greenfield.
GREENFIELD IN PERSON.

Greenfield's first feature film stretches the boundaries
of narrative cinema to bring to the screen the legend of
the daughter of Oedipus. Photographed by Camerad'Or
winner Hilary Harris, the epic figures move in
monumental locations of stone, marble, forest and
desert to create adynamic visual effect both sensual and
stark. (7 & 9PM, Harvard Filmmakers, $5.00)

THREE RECENT VES GRADUATES
DISCUSS THEIR WORK IN FILM.

SEMPER FI (US 1987) 12 min. Dir: Geoffrey
Luck.

Completed as a senior honors thesis in Visual and
Environmental Studies, this poetic essay on friendship,
memory, subjectivity and cinema was recently shown in
the New Directors/New Films program at the Museum of
Modern Ar. Its kaleidoscopic imagery, collected from
many places, times and emotional environments, is
rhythmically and associatively counterpointed by a first-
person, non-fiction narration.

NORMALITY (US 1989) 30 min. Dir: Cecilia
Miniucchi.

A successful genetic engineer of ltalian origin seeks
out the services of a computer dating agency to
compensate for his lonely personal life. The humorous
moments in the film are achieved through a burlesque-
like mise-en-scene and the characters' behavior which
combines Hollywood routine and European
psychological comedy.

NIGHT TRAIN (US 1987) 37 min. Dir: Phillipe
Browning.

Created in both film and video, and featuring a cast of

New York City homeless, Browning made his senior
thesis film in conjunction with a workshop he conducted at

the mid-town Salvation Army. Itis the stery of John Dow,
a young murderer who haunts the forgotten rail tunnels
under Manhattan.

(All three films, TPM, Harvard Filmmakers)

= >=n

BELIZAIRE THE CAJUN (US 1986) 114 min.
Dir: Glen Pitre. With Armand Assante, Gail
Youngs, Michael Schoeffling, (cameo appearance
by Robert Duvall). Music by Michael Doucet.

Set in the Cajun country of Louisiana's Vermillon
Parish during the 1850s, the film recounts the exploits of
Belizaire Breaux, a Cajun herbalist and traiteur (faith
healer). Pitre's firstfeature was produced with assistance
from Robert Redferd’s Sundance Institute. This unique
film was conceived, financed and produced by
Louisianians, giving the one and a half millien Cajuns their
first cinema hero in half a century. (9PM, Harvard
Filmmakers)

S [[30]LA MARSEILLAISE (France 1938) 135
U min. Dir: Jean Renoir. With Pierre Renoir, Lisa
N Delamare and Louis Jouvet.

A great confirmation of cinema's capacity to represent
historic events with an artistic vision, involving 150
revolutionary volunteers from Marseilles at the time they
assembled and adopted a new marching song for their
journey to Paris, Renoir's aim was to create a kind of
‘documentary’ about the people who took part in the
Revolution, while the final result proved to be both
authentic and highly poetic. (4 & 7PM, French
Revolution)



BEYOND DOCUMENT

On April 20the Archive will hold the
first lecture of the ongoing seminar entitled
BEYOND DOCUMENT. This series of
lectures and discussions on seldom-
considered dimensions of non-fiction film is
sponsored by the Billy Rose Foundation of
New York.

The titte, BEYOND DOCUMENT,
is chosen with the hope of stimulating new
ways of thinking about this genre’'s
imperfectly understood affinity to
phenomena other than mere information
and the mechanical recording of facts. In
contrast to traditional attitudes toward the
non-fiction cinema, great filmmakers such
as Jean Vigo, Dziga Vertov, and Luis
Bunuel, have vividly demonstrated the
capacity of the non-fiction film to meditate
upon aspects of inner experience such as
philosophical meaning and personal
emotions. More recently, such filmmakers
as Werner Herzog, Viatko Gilic, Robert
Gardner, Chris Marker, Shohei Imamura,
Peter Watkins, Claude Lanzmann, Marcel
Ophuls, Leszek Wosiewicz, and Kazuo Hara
have made films which seem confidently to
confirm the notion that non-fiction film has a
special faculty for exploring ideas. The
seminar is conceived from a desire to know

R

more about how the camera interrogates,
and does not simply reflect, the world of
actuality, and how imaginative editing can
use the evidence derived from that
interrogation to express thoughts on such
matters as the human spirit.

Ultimately, we hope to assemble a
book of essays based on the presentations,
edited and with an introduction by Stanley
Cavell. Among the presentors will be Jay
Cantor, professor of literature, writer (Krazy
Kat) and essayist; Eliot Weinberger, poet
and essayist; Terrence Rafferty, film critic
and writer; and William Rothman, film
theorist and professor of cinema. Carlos
Fuentes has alsobeeninvited andistrying to
arrange his schedule to attend.

The essays will address such
general topics as cinematic illusion and
reality, the relationship between fiction and
factuality in cinema; some will focus on
specific non-fiction films and filmmakers.

In addition to the presentors, a
group of about twenty scholars and artists
from New England and New York will be
invited to participate in a closed discussion
following the presentations and hopefully
contribute to the content and interest of the
planned book.

Vlada Petric, Curator of the
Harvard Film Archive, is coordinating the
project.

LITERATURE AND FILM

The selection of films for the series
“Narrative Approaches” is not meant to
illustrate various metheds of adapting
literary texts forthe screen, let alone to prove
how faithfully or unfaithfully the literary work
is translated into film. Any attempt to do so
reveals that our own ways of talking about
visual and verbal media are impure,
convoluted and mutually contaminated: we
speak of “images” in a poem or a novel and
“narrative” in film, of the writer's “vision,” and
of the filmmaker’s “language.” Thus, we are
caught up in a vicious circle, neither knowing
what is actually "adapted” into what nor
whether one translates ‘visions” into words,
illustrates words with images, or vice versa.
As a result, the whole issue of “adaptation”
becomes obsolete: instead of speaking
about adaptation itis more useful to address
the problem of representation and focus on
different techniques of representation used
in film and literature, as well as the ways in
which they form and are informed by
contemporary cultural mythologies.
Examination of the chosen films vacillates
between microscopic and telescopic
perspectives for the most part; it consists of
a close analysis of text and film in light of
crucial theoretical issues. Those issues will
not be imposed on the artistic works but
rather read “dialogically” together with them,
in order not to destroy the pleasure of
reading and viewing, but to enhance it.

These are some of the topics and
issues that will come to light through the
analysis of films; they will address the
question of what constitutes the
“literariness” of literature and the cinematic
quality of film. Further discussion will follow
on how, onthe one hand, some literary texts
point at the limitations of verbal language, as
if searching for something that can be called
“prato-cinematic” vision” (in fact, the film was
first “discovered” in the fantastic story of
Villiers d'Isle Adam), while on the other
hand, some films rely heavily on the verbal
message and are organized on the same
principles as the literary texts. The debate
around film challenges the notion of
“artwork,” making us rethink some
fundamental questions: does a literary work
or a film reflect, record, represent, or
recreate “reality”? (According to Nabokov,
the word “reality” should always be used in
quotation marks.) Or does itcreate a “reality”
of its own? These questions lead us to
redefine the term “real,” frequently used in
film criticism from Bazin's “integral realism of
cinema”to Barthes' “effect of the real” as he
elaborates it in his analysis of the stills from
Eisenstein's Ivan the Terrible (1944-46).

The approaches to narrative, as
well as textual and visual resistance to
narrative, is perhaps best exemplified by
Dziga Vertov's The Man with the Movie
Camera (1928-29), as well as by surrealist
films and poems, Gogol's short story The
Qvercoat and the silent Soviet film made “in
the style of Gogol” by Kozintsev and
Trauberg. Then, the focus of the study must
shift to the issues of pleasure and power,
voyeurism and authority. What constitutas
our pleasure in consumption of film and
literature? Who is a master of the gaze and
who is the object of the gaze? How are
cultural paradigms of power implicated inthe
act of viewing and in what way is the
spectator “engendered” as a result of this?
Is the “scopophilia” (the pleasure of looking)
culturally conditioned or universally human?
The examination of two Lolitas, one by
Nabokov and the other by Kubrick, and later
of a number of films made by women
directors, including I've Heard the
Mermaids Singing (1987),
Turnover(1987), and Les Rendezvous
d’'Anna (1978), will help us address the
relationship between gender and
representation.

Lolita (1962) also prompts the
viewer to think about cross-cultural
voyeurism, and specifically, about the
discovery of America and American myths
from an estranged perspective; this can be
further explored in Stranger Than Paradise
(1984) by Jim Jarmusch.

Another topic for consideration
throughout this series is the relationship
between fact and fiction, documentary and
stylization, where films dealing with the
representation of history (Scola's Le Bal
(1984) and Tarkovsky's The Mirror (1974))
will be analyzed.

The basic rationale for composing
this series is to introduce different kinds of
cinematic and literary attitudes, taken from
various countries and periods, from the
silent erato films of recent years, from short
experimental to full feature narrative films,
and from poems to novels. Using films from
different countries—from Canada to Soviet
Georgia—it is also possible to arrive at
cross-cultural comparisons and to discover
various, often opposing, concepts of
cinema.

[Excerpts from the introductory lecture by
Svetlana Boym for Comparative Literature
168; the Archive's Tuesday series,
Narrative Approaches, corresponds to this
course.]

“Cinema is writing history with light.”
Thomas Dickson
“Cinema is for us the most important art.”
V.1 Lenin

THE FRENCH REVOLUTION
ON THE SCREEN: THE NEXT
PHASE

Since the earliest attempts by
human beings to record their lives and time,
great historical events in particular have
caught the imagination of artists. From
primitive cave drawings to complex modern
painting, the most popular form has been
graphic. With the inception of written
communication, the most elaborate
descriptions of historical events were to be
found in literature. The invention of cinema,
however, has provided the most dynamic
means of allfor chronicling epochal events in
history.

The Harvard Film Archive will
continue to show (in April and May) films
dealing with the events of the French
Revolution (1789), featuring directors such
as Jean Renoir, Peter Brook, Andrzej
Waijda, Ettore Scola, Lewis Milestone, and
Henry Koster. The selection will
demonstrate how this important moment in
history inspired filmmakers from various
cultures in entirely different ways: Renoir
(La Marseillaise) used the Revolution as a
powerful mirror of the socio-political fervor of
the time, while expressing his personal,
intensely poetic view of the event; Brook
(Marat/Sade) portrays the revolutionary
leaders in subjective terms emphasizing the
moral aspect of the individual's
responsibility to society and history; Wajda
(Danton) transposes the actual historical
events into a broader political metaphor that
reflects poignantly his own country’s political
situation (the Polish Communist revolution);
Ettore Scola (La Nuitde Varennes) uses his
well-known documentary style of

reconstructing historical events to present
the ill-fated flight of Louis XVI and Marie-

SRS

THE HISTORY AND
LITERATURE/V.E.S.
CINEMATIC
COLLABORATION

This interdisciplinary series has
been ongoing since the 1982-83 academic
year. The idea came originally from
Protessor John Brewer, former Chairman of
History and Literature and a lively presence
on the Harvard scene. The purpose was to
screen films and have discussions, making
the occasions free and open to History and
Literature and V.E.S. students and faculty. |
worked out the original programs with
William Rothman and Marian Keane. John
Brewer found some money for the purpose,
and later History and Literature Chairmen,
Barbara Lewalski and James Engell, and a
series of Head Tutors from Jane Burbank to
Patricia Yaeger, have continued to support
and encourage the series.

One memerable early event was
an afternoon screening of The Birth of a
Nation, followed by a southern-style meal
cooked by Bill Rothman, then a heated
evening discussion of the film led by
Rothman, that went on until nearly midnight.
Another time Marian Keane talked about
John Barrymore, with Stanley Cavell
providing lively repartee from the audience.
Some interesting outside guests were
brought in to talk after screenings: William
Paul on Sternberg; Gilberto Perez on John
Ford; Leonard Quart on Capra. | myself led
discussions of films by Orson Welles, F.W,
Murnau, King Vidor, and Max Ophuls. More
recently we have had remarkable series of
films on World War | and World War Il, and
films making radical critiques of their own
national cultures, from the U.S., Cuba,
Europe, India and China.

The series has certainly stimulated
interest in film in History and Literature,
where | have taught seminars on film in
recent years, and where film study has

Antoinette from their house of arrest in Paris
to the border town of Varennes where their
bid for royalist resurgence is foiled. The two
American directors fictionalize the history of
the French Revolution in atypical Hollywood
style: Koster (Desiree) engages the full
capacity of the studio system to produce a
spectacular costume piece; Milestone (Les
Miserables) uses the already existing
narrative—Victor Hugo's famous novel—to
build a romantic dream focused on Jean
Valjean's life following his unjust sentence to
years in the galleys.

The selected films on the French
Revolution provide an opportunity to
compare them with the great films about the
Soviet (Bolshevik) Revolution of 1917,
which inspired directors such as Eisenstein,
Vertov, Pudovkin and Ermler to present on
the screen the most significant event of
modern history in a unique cinematic way.
Like Abel Gance, who idealized Bonaparte
in his masterpiece Napoleon (which ranks
among the greatest achievements of the
silent era), Sergei Eisenstein glorified the
revolutionary masses led by Lenin in his
October (to be shown next Fall). Renoir's
La Marseillaise—another true masterpiece
of the sound era—can also be compared to
Eisenstein's cinematic ode to the Mexican
revolution, Que viva Mexico (to be shown in
the Fall).

HFA will continue to present films
which highlight historical and social events,
particularly if they happen to commemorate
anniversaries, or are the subject of a course
offered at the University. Films such as
these are an important means for achieving
interdisciplinary collaboration between
different departments, thus enabling
students to gain a more complex
understanding of the materials under
research.

—V.P. and L.G.

[This series is funded in part through the
generosity of the Center for European
Studies and the Core Curriculum Program]

Glen Pitre's Belizaire the Cajun (April 29)

become a solid option of the program. There
have been a number of Histery and
Literature Senior Honors essays on film
since 1982. | think it is safe to say that
History and Literature and V.E.S.
understand each other better after all these
years, and that History and Literature, taking
anaturalgeneralinterest in film, has come to
benefit from getting acquainted with the way
committed students of film, represented by
the people working in the Carpenter Center,
think about and analyze film—this
fascinating twentieth-century subject.
—Charles Warren

[Note:  Screenings of this series are
announced by flyers in the VES and History
and Literature Departments).
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M[ 1] TOUT VA BIEN/Just Great (France/ltaly 1972)
QO 95 min. Dir: Jean-Luc Godard and Jean-Pierre
N Gorin. With Yves Montand, Jane Fonda.

Thistime Godard dramatizes the shattering events of May
1968 and then examines their impact on a leftist married
couple—Yves Montand, a serious filmmaker who has
lapsed into the dolce vita of television commercials, and
Jane Fonda, an American reporter whose decision to quit
Establishment journalism represents the first step toward
liberation. A prime example of the ‘ideological cinema”
associated with the French Nouvelle Vague . (5:30 & 8PM,
Three Directors)

T[2]LES RENDEZVOUS D’ANNA (Belgium/France
U 1978) 122 min. Dir: Chantal Akerman. With Aurore
E Clement, Jean-Pierre Cassel.

Following the success of her Jeanne Dielman (1975),
Akerman was given the opportunity to make, for her, a
relatively large -budget feature. The film follows adirectoron
a promotional tour of her new work. Considered one of the
most gifted and experimentalfilmmakers to emergein recent
years in European mainstream cinema, Akerman
demonstrates in this work all the features of her “minimalist”
directorial style. (5:30 & BPM, Narrative Approaches)

WFALSTAFF/CHIMES AT MIDNIGHT/

E Campanadas a medianoche (Spain 1967) 119 min.

D Dir: Orson Welles. With Orson Welles, John
Gielgud, Jeanne Moreau.

Thisisthe realization of Welles' lifelong dream: torecreate
on screen the character of Falstaff, using scenes from
several Shakespearean plays in the course of which this
“jovial hedonist” grows into a sympathetic and tragic figure.
Welles' *nostalgic inspiration based on Shakespeare”
represents acreative cinematic transformation of the spirit of
Shakespeare's dramatic vision without being subservient to
the literary text or stage mise-en-scene” (Prof. Pefric in
“Shakespearean Cinematic Vision") (5:30 & 8PM,
Shakespeare)

F[C5]A FILM WITH NO NAME/Za sada bez

R dobrog naslova (Yugoslavia 1988) 90 min. Dir:

| Srdjan Karanovic. With Meto Jovanovski, Mira
Furlan. KARANOVIC IN PERSON. NEW
ENGLAND PREMIERE.

The first Yugoslav feature film that cuts directly—and
openly—into the complex political issue of the
nationalistic bickerings between the Serbs and the
Albanian minority in the restless region of Kosovo. An
imaginative and sometimes poignant approach to
contemporary Yugoslavia: the story concerns a newly
engaged couple of different national backgrounds whose
marriage is tragically foiled by a brutal assault: castration
of the bridegroom. (7PM, Yugoslav, $5.00)

il -
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Karanovic on the set of A Film with No Name

SWEET MOVIE/Slatki film (Canada/US/
Yugoslavia 1974) 130 min. Dir: Dusan
Makavejev. With Pierre Clementi, Carole Laure,
John Vernon.

The East Coast premiere of the uncut version of
Makavejev's extremely unconventional work which deals
in a most uninhibited manner with the politics of sex, the
Marxist concept of freedom, and the Reichian vision of
the “ideal love commune.” To use the author's own
words, this film is “a Springboard to Pleasure and Well-
Being.” Introduction by Viada Petric. (9PM, Yugosl/av,
$5.00)

S [6] A FILM WITH NO NAME/Za sada bez
A dobrog naslova (see May 5 listing; 7PM,
T Yugoslav, $4.00)

SWEET MOVIE/Siatki film (see May 5 listing;
9PM, Yugoslav, $4.00)

S [C7]A FILM WITH NO NAME/Za sada bez
U dobrog nasiova (see May 5 listing; 5PM,
N Yugoslav, $4.00)

LA NUIT DE VARENNES (France 1983) 133
min. Dir: Ettore Scola. With Marcello
Mastroianni, Jean-Louis Barrault, Hanna
Schygulla, Harvey Keitel.

On the evening of June 20, 1791, Louis XVI,
accompanied by Queen Marie Antoinette and their family,
left Paris by coachin a desperate dash forthe border. The
scheme failed when the royal party was recognized and
arrested in the small town of Varennes. The director
assembles unusual characters to reveal the nuances of
social upheaval in eighteenth-century France—"from the
perspective of a foreign observer who sees history as a
tragi-comic pageant.” (Scola) (7 & 9PM, French
Revolution)

The Archive will be closed until the last week of
June; schedules for the summer program will be
available by mid-June. We thank our patrons for
supporting the Harvard Film Archive and
participating in its Tenth Anniversary Celebration.
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HFA TENTH ANNIVERSARY POSTERS

Famous Polish animator, JAN LENICA, has
designed the emblem and poster
commemorating the 10th Anniversary of
the Harvard Film Archive. For sale at the
box office for $6.00 and $4.00.

OPTICAL POP REPERTORY
(Thursday, April 13)

Munich-Berlin Wanderung

(Oskar Rischinger, 1927)

The Man with the Movie Camera, excerpt
(Dziga Vertov, 1928-29)

Light Play in Black, White & Gray

(Lazlo Moholy-Nagy, 1930)

Schwechater (Peter Kubelka, 1957-58)
Free Radicals (Len Lye, 1958/revised 1979)
3/60 Baume im Herbst (Kurt Kren, 1960)
Blazes (Robert Breer, 1961)

Razor Blades (Paul Sharits, 1965-68)

4X Attack (Tony Conrad, 1974)
Midweekend (Caroline Avery, 1985)

Dante Quartet (Stan Brakhage, 1987)
lllusive Presence (Bruce Posner, 1988)
Light Play: A Tribute to Moholy-Nagy
(Vlada Petric, 1988-89)

Photo: Maria Sendra

Moholy-Nagy's Light Modulator

OUR NEW LOOK

Since the Archive began printing a calendar of its film
schedule, several attempts have been made fo create a
format which delivers clear information for a diverse
selection of films. After many alterations, we feel that the
program designed for the Tenth Anniversary (February-
March 1989) has satisfied the expectations of our
patrons. The responses thus far have been decidedly
positive: the “calendar” section (with minor changes in
this issue) conveys the schedule and the articles
illuminate the content of the films.

To comply with this feedback, we have decided to
follow this new format for the four academic year bulletins
(Sept-Oct; Nov-Dec; Feb-Mar; April-May), while the
summer schedule will continue to be printed as before.
The enlarged bulletin will offer a variety of articles about
the scheduled films and their directors together with
information about upcoming events, and from time to time
will include essays on theoretical issues related to the
respective series. Above all, the bulletin will provide an
opportunity for readers to gain insight into the way cinema
is studied at Harvard.

Inevitably, the new format requires not only greater
editorial involvement, but also additional expenses in
design, printing and postage. Because of this, the Archive
will now ask all who wish to remain on the mailing list to
helpdefray some of these costs. Seriesticket holders and
Friends of the Harvard Film Archive will automatically
receive the calendar with no additional charge. Faculty
and staff of Harvard may request calendars sent through
University Mail free-of-charge. The bulletin will be
available free-of-charge at the following locations: the
lobby of the Carpenter Center, the Holyoke Center
Information Office, Coolidge Hall, the Business School
Information desk, Schoenhof's Foreign Books (Mt.
Auburn St.), the Harvard Bookstore (Mass. Ave.) and
Hollywood Express (1740 Mass. Ave.). [Other locations
interested in distributing the HFA bulletin should contact
the Archive office at 495-4700.]

Starting with the Fall 1989 bulletin, the five annual
programs will be mailed only to those who subscribe
by August 15, 1989. Subscription is $5.00 per year.
Please send your name and address with payment (if
check, made payable to “Harvard University”) to
HFA, 24 Quincy Street, Cambridge, MA 02138.




SHAKESPEAREAN CINEMATIC VISION

In his most complex plays, Shakespeare envisions events of vast spatial as well as
temporal magnitude, at the same time indicating his dissatisfaction with the limitaticns of
the Globe Theatre (even though it offered greater freedom than the later Baroque
ilusionistic box stage with its three walls that required a proscenium — i.e., frontal
orientation—inthe blocking of dramatic events). Shakespeare's “disappointment”with the
state-of-the-art reveals the discrepancy between a genius and the theatrical conditions
which limit the expression of his poetic vision, as Shakespeare himself openly
acknowledges in the prologue of Henry V, offering a humorous ‘apology’ to his audience
for putting “so great an object” (i.e., the historical battle between British and French armies)
on an “unworthy scaffold™

IR ST , but pardon, gentle all

The flat unraised spirits that have dared

On this unworthy scaffold to bring forth

So great an object. Can this cockpit hold

The vasty fields of France? Or may we cram

Within this wooden O the very casques

That did affright the air at Agincourt?
(Prologue, 8-14)

Immediately after acknowledging the Globe's “incapacity” to accommodate his
boundless vision — replete with geographical inconsistencies and spatial extensiveness -
Shakespeare appeals to the spectator's own imagination, as he does in violating the
traditional "unities,” to compensate for the shortcomings of the theatrical machinery:

O, pardon! since a crooked figure may
Attest in little place a million;

And let us, ciphers to this great accompt
On your imagination forces work!
Suppose within the griddle of these walls
Are now confined two mighty monarchies

Whose high-upreared and abutting fronts
The perilous narrow ocean parts asunder...

(Prologue, 12-22)

Similar references in other Shakespeare plays can be read as the author's displeasure
with the constraints of the Elizabethan platform stage; apparently he would have preferred
to see the events depicted visually rather than merely described verbally. It does not seem
far-fetched, therefore, to claim that Shakespeare ultimately dreamt of an environmental
presentation of his plays, liberated from all theatrical limitations, as he prophetically
exclaimed in Julius Caesar:

How many ages hence
Shall this our lofty scene be acted
In states unborn and accents yet unknown?

(ILi.111-113)

One may speculate that Shakespeare, by using the word “accent,” meant not merely an
"unknown"toengue (spoken language), but that he foresaw, in metaphorical terms, a new form
of visual presentation for his “lofty scenes.” With visionary anticipation, he thought of his
works as they would be seen by future generations in “states unborn,” i.e., the media that
were then "unknown.” The Bard's prophetic query, “"How many ages hence,” has been
answered in our time by certain film directors dedicated to the unconventional presentation
of Shakespeare's plays on the screen. If one takes this reading seriously, it suggests
something of an 'anti-stage’ attitude on the part of the poet, thereby lending impetus for
inventive treatment of his works in radically different ways, such as cinematic interpretations
that venture beyond the mechanical filming of theatrically-staged dramatic conflicts.

Orson Welles, more than any other filmmaker—together with Grigori Kozintsev and Akira
Kurosawa— has uniquely demonstrated an appreciationfor Shakespeare's resistance to the
spatial restrictions of the Globe Theatre. (As already stated, Elizabethan theatre had fewer
spatial/temporal restrictions than the later proscenium stage, yet the mise-en-scene was
nevertheless physically confined to the thrust platform which limited the oppertunity for using
illusionary scenery.) Welles' three Shakespearean films clearly illustrate such
understanding: in the first, Macbeth (1948), he experiments with the expressionistic
stylization of the set and mise-en-scene, both of which are transposed into a cinematic vision
by low angles and sfumato lighting; in Othello (1951), the verbal communication (dialogue)
is substituted by graphic visual symbols, with a considerable change of the original dramatic
narrative flow (the film begins with the play’s ending), thereby foreshadowing the structure
of his most ambitious project, Falstaff (Chimes at Midnight, 1967), a masterful example of
genuine cinematic transformation of several Shakespearean texts into dynamic screen
events.

Discussing Jean Renoir's directorial method, André Bazin states that this filmmaker
possesses a visual sensibility that enables him to "re-interpret in cinema all that made the
writers and the painters of his childhood great.” (1) A similar statement can be made about
Welles' approach to Shakespeare: he also displays a genuine cinematic sensibility in his re-
interpretations of all that makes Shakespeare great. But while Renoir, to use Bazin's words
again, exhibits a “loving sense of reality,” Welles demonstrates an unprecedented sense for
cinematic stylization and kinesthetic dynamism achieved by the integration of the shot
composition (often enhanced by a low angle) and various sorts of movement (inthe shot and
of the shot), thus contributing to the film's overall visual mood and dramatic intensity.

In most narrative films, including those by distinguished directors, one can find one or
perhaps two sequences thatare truly cinematic, thatis, capable of exciting the viewer notonly
by what is happening or verbalized on the screen, but also by the filmic execution of both the
visual and auditory elements. In Welles' work, however, it is difficult to find a shot that does
not possess these features: without subordinating the visual expression to the narrative
meaning of speech and sound, Welles infuses every level of the film's structure, including the
narrative, with genuine cinematic impact, particularly kinesthetic impactas well asontological
authenticity. (2) His Falstaff is most exemplary of such a complex cinematic vision: it is
a rare Shakespearean film in which the poet's imagination is transposed into an auditory-
visual structure that conveys the essence of the criginal dramatic situations through a re-
ordering of the narrative flow, and by bringing various characters into a new relationship with
the protagonist, Falstaff. The succession of sequences in the film is determined according
to their individual and often contrasting moods and tensions, s3 much se that the rhythmic
current built up by them forms a symphonic pattern that perfectly fits what Welles terms a

“lament for Merrie England.” Yet, in spite of the frequent changes in location and action, as
well as the constant juxtaposition of diverse tempos in the adjacent sequences, the
transitions from one segment to the other are seamless. It is virtually impossible to detect
clear visual breaks (pauses), typical of conventional movies, which are similarly
overburdened by fade and dissolve techniques (Falstaff contains only one fade-in and
seven brief dissolves concentrated at the end of the “Battle Sequence”).

The non-verbal rendition of a Shakespeare play onthe screen does not necessarily entail
that the literary and theatrical aspects of the dramatic text should be readily eliminated;
instead, it demands (i) adjustment of the literary/theatrical expressive means to the
requirements of the medium, (ii) transformation of the stage devices into the cinematic ones
and, above all, (iii) integration of the cinematic features with allothers, including those that
are essentially theatrical and are intended to create a meaningful contrast through the
juxtaposition with the non-verbal sequences/shots. As a result, the best Shakespearean
renditions on the screen are those in which the cinematic devices work simultaneously
(either harmoniously or contrapunctally) with the literary and theatrical ones—not merely as
their substitution. Only from such a structure canthe complexity of Shakespeare’s playsfind
its equivalent on the screen.

The most latent cinematic potential is concentrated at the climactic points of
Shakespeare's plays, “those moments of drama...[which] build a pyramid or investigate it
vertically.” (3) These poetic leaps of Shakespeare's imagination provide an opportunity for
the filmmaker to visualize the conflict between the characters and their psychology in a
cinematic manner. Welles (who is often accused by the literaryAtheatrical critics of
“destroying” Shakespeare’s poetry by substituting it with illustrative images) supports
Deren’s concept (quoted above) by emphasizing that “the visual must be a solution to what

the poetical and musical form dictates.” (I4) By ‘'musical,’ Welles obviously implies the
rhythmic structure of the poetic dialogue/soliloquies, and the dynamism of the dramatic flow/

conflicts. As exemplified later, in most of his Shakespearean films, the “vertical movements”
of the original text are transposed into cinematic equivalents which are notonly “dictated” by
the dramatic poetry, but alsc include its essential elements.

Welles insists that he "does not begin with the visual and then try to find a poetry or music
[inorder] to stick it into the picture,” but on the contrary insists that “all the plastic effects come
[to him] out of an interior thythm which is like the shape of music or the shape of poetry.” (5)
From this confirmation, it seems evident that for a successful transposition of plays on the
screen it is not sufficient to have a skillful director — not even atalented one; whatis needed,
rather, is the true cinematic poet capable of producing the cinematic equivalent of literary/
dramatic poetry. Once such a cinematic poetic structure is accomplished, the question of
literary faithfulness to Shakespeare’s original becomes irrelevant. If such a transposition is
achieved, then the film viewer will experience it with the same dramatic intensity as
encountered in reading the original text.

The selected films in the Shakespeare on the Screen series are meant to exemplify
various methods of presenting Shakespeare's plays in cinematic terms by:

recording an existing theatrical production without or with little alteration of the stage
mise-en-scene (examples not provided);

transportation of a theatrical production to the studio stage with various degrees of
filmic adaptation (e.g., Richardson's Hamlet, Welles' Macbeth);

transposition of a Shakespeare play into a genuine cinematic vision relatively faithful
to the original text (e.g., Olivier's Hamlet, Kozintsev's King Lear);

transformation of a Shakespeare play (or sometimes several plays) into a new
cinematic structure faithful to the fiimmaker's personal vision rather than the original text
(e.g., Kurosawa's Throne of Blood, Welles' Falstaff);

All Shakespearean films can be placed in one of these four categories or somewhere
between them: with an awareness that the mere faithfulness to the original text does not
necessarily diminish the artistic achievement in cinematic terms.

[Excerpt from an essay by Vlada Petric. The complete text is available at the box office
for $4.00.]

(1) Bazin, Andre, Jean Renoir (New York: Simon and Schuster, 1973), p. 86.

(2) ‘Kinesthetic energy' | use to refer to the unique property of cinema capable of stimulating in the
viewer the sensory experience of motion and presence. ‘Ontolegical authenticity' is inherent to the
nature of the medium in that it elicits in the viewer a belief that the represented world on screen is real
and faithful to the depicted referents.

(3) Maya Deren's statement at "A Symposium with Maya Deren, Arthur Miller, Dylan Thomas,
Parker Tyler" (1963), Eilm Culture Reader, ed. P. Adams Sitney (New York: Pareger, 1870), p. 174,

{4) As quoted in Juan Cobos and Miguel Rubio, "Welles and Falstaff,” Sight and Sound, No. 35
(Autumn 1966), p. 160

(5) Ibid., p. 160.

[A note to our patrons: Godard and Kurosawa's
versions of King Lear are scheduled for Friday and
Saturday (April 21 and 22), rather than the usual
Wednesday screening.]

Orson Welles and Jeanne Moreau in FALSTAFF (May 3)

Many thanks to the most recent members of Friends of the Harvard
Film Archive, all contributors:

The "A” Family
Geraldine Bard
Matthew Duda

Goldie Eder
Gerald O'Grady
Marilyn Zerner

Membership is valid for one year from receipt of gift. Join Friends of HFA
today and support excellence in film programming. All gifts received by
April 15 will receive invitations to the special Friends event on April 23.




