Yale Filn Bulletin

PUBLISHED BY THE YALE FILM SOCIETY

MARCH 1968

NO. 1

- -

» ’Nﬂvdm,&%&“"wt,.‘ e

eyt

'.ﬂ}
v
S,
WA
o
¥
.
%
-
[0S
T
»
Rn
A
oo 2
.8
oot
e
>
f
.



A GREETING AND AN EXPLANATION

The Yale Film Society has for some time considered the possibility of pub-
lishing a film magazine, whose goal would be to give fuller expression to the
fhoughts of those at‘Yale interested in tﬁe cinema. Ve would like first to em—
phasize, therefore, that this is not the "Yale I'ilm Society Film Bulletin," but

" simply the "Yale Film Bulletin." Authorship of articles is by no means restric—
ted to mombers of tﬁe Pilm Societys in fact, they will be ardently welcomed
from any source. Because the gnal of this Bulletin is to establish a critical
atmosphere, and not to impose any single set of standards on its readers, we
will gladly publish any article of suitable size givq# to us, on the sole cone
dition that it appear to have been written in good faith.

Vle hope, also, that those who read this issue will tell us their impres-—
sions of it, their Suggestions and criticisms, Interesting letters will be
printed in the next issue, which will appear some time in April. It need hardly
be said that we hope soon to expand our format, including reviews of films
showing at the New Haven theaters, notes on films presented by the Film Society,

and so forth,
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Nntes from the Editor

The sories of films by David V. Griffith presented rccently at the Film g,
ciety has proven, I hope, not only.Griffith's historical stature in the develop.
ment of the cinema, but a.lso, more :meortantly, his unsurpassed artistic ss‘l;atu,‘I
ﬂ'oth:mg is more false than to concedo his historical 1mportanco and yet to cop.
sider "his films outdated museum piecos. Their grecat visual strongth and eme-
tlona.l powoer arc still ovorwholmlng. Unlike the Russians, whom he greatly in-
fluenced., Grlfflth is not a theoretician or an intellectual. It is, rather, hj,
sonsitivity, his profound understanding and love of his neople and of their
-world, which mark his genius, No dircctor can surpass him in handling of actop
and decor; cach of his landscapes is somehow a revelation., These virtues seem
most in evidence in True-Heart Susie, surely the most profound and meving, yet

also tho simplos;f, of all the romances in the cincma's history., The shot wherg

William pauses in a large, barren ficld, with a cow in the distance, always
reminds mo of Antonioni,

This film, like all ef Griffith's work, is all the stronger in that Griffii
is himself a part of the world which he is precsenting. This beautiful world is
his own, so that therc is no nostalgia in his trecatmont of it. One nced only
compare Griffith's approach to John Ford's to rcalizec this. t/hile Ford's films
arc a rceconstruction of a society. and a decor which are forever vanished, Grif-
fith's films present this s.ame world as the present one, in which the directer
himself is living, so that they possess a truth and a dignity which Ford can

_never attain. It is the same sort of difference, if you liko, as cexists betwoer
"a nowsroel and a reconstructod documentary.

The vision of Howard Hawks, on the other hand, is completely diffoerent. Al
though his subjects are similar to Ford's and Griffith's, his troeatmont is very
difforent - far more abstract, somehow morc European. I hepe that a large audi-
once saw his magnificent Rio Bravo on television last week. Vhile Ford and Grif-
fith want to present a precise view of a certain socicty, so that thce decors,
the costumes, tho landscapes, and the social backgrounds all assume a great i
portance in their films, Hawks is concerned only with the moral stature of the

individual, He is now maklng a film on auto racing, Red Line 7000, perhaps t¢

bo releasoed next summer.

I suspcct that most people don't realize the large nuwabor of oxcellent
films which may be scen on television. Judicious television viewing can give @
better ideca of the history of the American cincma than the iluseum of lodern Art
could imagine, If this Bulletin is successful, wo would like t¢ inaugurate @
Periodical listing of worthy films to be shown on tclevision.

To make a sudden jump from tho classical cinema to the modern, our cover is



a still from Jean-Luc Godard's Le Mépris (Contempt). We havo chosen it partly
as a protest against the unspeakable trcatment given the film by the New York
critics and partly in the hope that the film will. soon bo shovm in New Haven and
well appreciated (although this last hope, admittedly, is a rather feeble one,
since the Now Haven theaters could hardly be more irresponsiblo). Contempt is
surcly a major work of onc of the contemporary cincma's major artists. I would
say that its main themo is the lostness of modern man, although the film con-
tains nonc of the triteness which such a subject almost inevitably loads to.
The characters wander through strange landscapes, speaking mutually unintel-
ligible languages, watched over by gods made of stone and paint, sccking, like
Ulyssos, their homeland, Ithaca, which, in the film's final shot, turns out to
be a vision .of endless space. The film also well reveals the nostalgia which
runs through all of Godard's work, rcoresonted herc by the prescnce of Fritsz
Lang playing Fritz Lang (although Godard insists that it is not cinéma-verité)

and by the many rcferences to gredt films and dircctors of the past (a2lthough

the film does not contain a single "private joko," as most of its dotractors

have claimed). A final irony is that, while the film was a complete critical
and popular failure in tho United States and Italy, it vas ono of the yocar's

biggest box—office smashes in TFrance. - Gary L. Davis, Editor
2005 Yale Station

BONUS FILM
The Yale Film Society is plbasod to
announce the selection, by a poll of
its Associate Mombers on February 26

and 27, of Ingmar Bergman's
THROUGH A GLASS DARKLY

as its Spring Bonus I'ilm, te be
showvm at 3:00, T7:00, and 9:30 P.l.
on May 12 and 13, 1965.




Crab Honsters, lasques, Tombs, and the Undead

Unless that critic from Newsweek who suggests that Roger Corman's mind has
been taken over by the insanity of his films proves correct, Corman is willfully
elevating the status of the horror film to a new sophisticated high. Included on
Jvergreen Review's list of new esoterids for the cafe intellectuals, Corman also
takes. honors as being yepresented in the lfuseum of Modern Art's series honoring

the horror genre - with his recent The liasque of the Red Death,
| Corman joins that small group of American directors (including Stanley Kub-
rick and Blake ldwards) who began work in the mid 1950's and have now reached that
lucrative producer-director-writer position that marks popular and critical suc-
cess, Yet, unlike the others, Corman has directed over forty-fouv films in the
last ten years, with production schedules as short as three days. 1llo oae, in fact,
ever saw cause to take him seriously until a considerable way through his series
of roe adaptions, Of course the horror gemre has always held a Saturday matinee
sort of position in the cinema, It is Corman's career that makes us now consider

the zcathetic possibilities of his genre., Corman's early films such as Attack of
ihe Crab fonsters, She-zods of Shark Reef and Var of the Satellites were not part-
icularly visually significant and are, as they sound, rather typical of the 1950
monster revivals. However, in view of his recent maturity, these early films do

——

ROGER CORMAN'S MASQUE OF THE RED DEATH




mark the beginnings of a thematic consistoncy out of which such as his current
Tomb of Ligeia arisc.

Corman's films almost always decal with tho nocessity of man to accept
life's limitations, IHis themes inevitably involve th case of tho man who de=
fies tho natural laws of tho universo- the constants of timo (Thoe Undead),
light (X, tho Man with X-Fay Byos); and doath (The Tomb of Ligeia). It is in
thesoe characters' success in dofying these univorsal laws that the "horror" is
gencrated and in this now, sceret vision that his choracters meet their doom.
Ray Ililland in X discovers a prdcess by which he can sec beyond the normal

bounds of vision into a new uncarthly dimensionj but in his own inability to

bear the ultimatc scecrots of his now vision, he gouges his own eycs out. The
hero of The Undecad devises a method by which he can go back in time via a hyp-
notic state and actually alter history by his mancuverings in the 15th century;
but he finds that he cannot return to the presont, and he and all of his re-
incarnatod lives dic forever in the past. And it is Vincent Price's belief in

The Tomb of Ligeia that his wife's will to life has granted her power over

death that precipitates his wife's rosurrocfion and his dcath.

Superimposed upon all his works, then, is a religious morality, a commit-
ment to powers that arc beyond thosc of the scope of man and that are to rcmain
bejond man. A prime question might be as to whether Corman considers this power
to be good or cvil. Is the universal ordor controllod by a bencevolent diety or
an evil nne? It scems that the power may well be evil - although Corman scems
to worship this powor as a necessity toward earthly order. It secoms that Corman
ig literally in allianco with the Dovil, It is the Dgvil who gives the prologue
of The Undcad and cortainly messangers of tho Devil who sprecad the plague of
The HUasque of the Rod Death., That Corman should save thosc charactors who pro-—

fess belief in the traditional god scems more to valuc theoir acceptance of a
life limited and controlled by some power than this belief in a bencvolent
power. Tho main characters arc destroyed not bocausc they belicve in an ovil
power, but becausc thoy darc attempt to'soe beyond what they arce limited to on
carth into tho rcalm of this power.

This thematic stand begins, as mentioncd beforce, in some of Corman's car-—

lier films. It is not until his scries of Pgoe adaptations (Pit and the Pondulum,

Tales of Terror, The Fall of the House of Ushor) that his visual style rcally

begins to develop. Vith the critical suecess of The Raven, a spoof on the tra-
dition of the horror genre, the thematic consistency and the visual style begin
to morge into artistic maturity. The liasque of the Red Death and Tho Tomb of

Ligeia arc his two most recent and most maturc works, in which tho pure horror

evolves into a vivid surrealism of gymbolic color and cvent. Vith a certain



-

Satanic attraction, Corman pulls the vicwer into communion with the blood and
ambiguity of his undecad, his unliving. Sec The Tomb of Ligeia; sce if you can

deny the attraction. ~ John H. Dorr

.

Tho Four Fallaqics of FPilm Art

Cincma is the youngest of the visual arts. It wvas born into a community of
artistic media that worc centiries. The otler visual modos, as painting, sculp-

ture, and architecturs, existed in pre-historic times, and appecar to havo evolved
from a basic human nced for graphic cxpression. Film, however, was deviscd as a
technical novelty of a highly materialistic era, and gradually sought to enter
the rcalm of visual art. Born, in a century when the hoary and traditional
~‘yisual media began te question their own identities, the cinoma groped about
like a young child trying to determine its naturc and porsonality. Cinema has
sought to asuert itsclf as an autonomous being, not at all dependont on the
older arts as painting or thoater, who weroc in no way its ancostors. The young
films rcached pubcrty and began to rcad at too carly an age, and oven the more
maturc cinema suficrs often from coxtrcmes of scensationalism or liferaryism.

WVhat is cinema? "Not theator, Not literaturo, Not painting'; this is the
title of an article about films written in 1927. Thesce distinctions are quite
valid, for Film, as any modium, must maintain its intogrity, its endomic mode
of perception. Of the four major fallacies of films, the Theatrical Fallacy
scoms to have the most impact. Tho basic terminology of the popular vernacular
in reference to films contains such terms as: dircctor, actor, scrcenplay. Film
is not a simple translation of thecater into rccorded document.

-:.Theator is a rather literary mnde prescnted in an unrcal, connotative sct-
ting (tho stage) with actual people assuming falsce identitics: It is fixed in
soace and can only givo the illusion of movement by changes of scenery.The
playvright communicates his literary mcaning through the rapnort crecated bet-
weo actor and audience. Film is quite a different casc and presonts only the
images of the physical world. The scttings used may be connotative, but can be
chosen from any site, and brought to the audicnce via a recorded image. A film
" ‘ecan move frecely in space and change locus with completc liberty and spontaneity.
The basic meoans nf communication in a film arc visual and ncecessitate a visual
liaison between the eye of the filmmaker and-that of the viower. The theatrical
fallacy will be discussed again bolow in another context.

The Literary Fallacy invnlves the problem of literary clements in the vis-

ual arts as discussed by such vriters as Scott and Fiedler. Film is obviously



.-visual art, end, as such, is not a mode appropriate to tne saire
tooics as the literary arts, Cinema involves the transmission of
yisual derceptions taroush the camers, waile literature is based oa
cormunication throuzh tie more intellectvel 2ad abstract zedium of
fil'se (e most prevalent manlifestatioan is the story filn, which
2150 lavolves the theatrical lallacy. In sucn films zall visually
sensitivity is subjuzated to the primary fuaction of narratioan. Ihe
istoria of the film is the ead; all viswval conceras are tae m22ns to
tals end, =20llywood, capitalizianz on the icaterialistic —eatality of
its audience, stresses story znd star in a deluze of films, devoid ‘
of vision, 'tnis concern for istoria 2lso influences sditinz teca-
niques so tizat 2ll splices are made for their lite}ary si~anifllicance,
Otcer rarifications ol literaryiss ianclude the symbolic, aad jrailo-
sopaicel fallacizs, In tne syrcolic fzazllacy vision is nor the ser-
vent of a literary iconolozy. Cuttiag techniques are a2zaian licited
to non-visuzl concerns, and the methods of selection and arrangeaent
ol rotifls sre restricted to literzsry conpositions.

he panilosovnhiical fallacy, &s the symwbolic fallacy is vased oa

)

t;.g false beliefl tanat addition of thesc non-cianeratic clerents will

dve 2 nizher guvrpose to filias, Joctezu, for exsanle, will often

juxtapose zilted vision witin wel:hiy pnilosopalcal discourse, the

o

result bein:: a nezation of vision, Tne cye carniaot reczive a‘ttentiibn"
aecessary for percevtion while the vsycinie enersy ls velny drained
b 2 juzzled intellect, itnese distracting literary elecents detract
Iro. any cinemetic seasitivity =zad nerate the essentizlly visual
lature of Jilwi,

fme lailnterly Fellacy is soaewhetl subtler tnan the two aneatlionead
2ove, It involves a basicelly visuzl aporoach to Tila, but a sort
of viston whicih 18 miore apyroosriate to naiatins thaa to cinema,

aile pailatin:,, no watter aow nucit motion it may denict, usually



occurs-as a single momen®“in time and spacey film exists in 2 time-
Spacé continuum, - Cinematic¢ vision sheuld operate in this coantinuua,
and not éxist as-a-sequenee ‘of paintings, For example, Sergei
Iisenstein composes according to a rather painterly aesthetic. He
uset’a veryfstill“Sensitivity in his arrangement of fisures anda set-
tings in *any scenes, sach frame seems to-be-calculated with a sort
of painterly eye. The camera will concentrate on fixed segments of
space-tine Tor Tany frames, Svace is not cinematically explored,
Composition is considered in terms of the  freme, not in terms of a
continuous montage., Ils compositional technigues, in other words,
are not an attempt to fulfill the time-space continuum of films.

The fourth fallacy is derived from a complete misunderstanding
of the creative process of the arts, Tais is the ealistic fallacy.
This type of thouzht #ill not recoghize film as a.mode of art, since
the photographic process involved in film-rmeXkxing is viewed as a
sirple record of reality. This fall=cy overlooks the selective and
compositionzl process involved in artistic productioan, liarcel
Duchamp vividly proclaimed the neture of artistic selection in his
famous urinal sculpture, By the simple z2ct of his selecting = urinal
for inclusion in 2 Dada show he felt that he had made tanis rataer
mundane object an object d'art, The role of the artist in relation
to the physiczl world was less bizarrely expounded by Paul Xlee in
als meteznhor of the tree, - He saw the artist as the trunk of a tree,
gathering materisls from tae roots--the vnysiez2l world--and trans-
forming them into the worik of art-~-the foliaze above, The branches
of course cannot be an exact duplication of the roots, and the artist
therefore transforms what exists in the physieal throuzh the »redi-

lectioas of ais vision into a work of art,

This process also holds truve in cineme, The selectioa of vision

end the editing of photographed ecenes, as irell a2s the singular uses



of caizera transform tae physical world inte =rt, Jven the most dia
dactic docwientaries involve the selcecction znd arranzement of shots
and therefore distiazuisn ther {rom simole records of eveais or
olaces, The cinemctic glamiek is a grossly obvious example of thais
trensforme.tion, Cocteau, also guilty of gimmickery, can create the
illusion of flozting by slow motion technlgues as by sslicing in o
section of f£ilm beekwards. In his Ornhee, a glove juans on a hend,
as 1 by its owm free will through this latter technique, 411 filas
neve this invrinsic quolity of transformation beyond reality in the
selective -nd editiangr processes; and, when controlled by a sensitive
eye, become visuv=l art,

Silms theca ere the ariisticzlly controlled composition of imeges
of the paysical world. Cinemsa is ca incepencdeant artistic mediua with
its own aesthetic. The »rocess of film-making, zs defined by :isen-
stein, simply consists of:

crimo: photo-Ifrazments of nature arec recorded,

Secundo: these Irzgments sre combined in various ways,

Tous the snot (or frcne), =nd thus, mont:ga,
fMlms are & 3ublic =zrt, Thac excessively esoteric nature of the otaer
convemlorsry 2rits has clienated the majority ol the rcodern commuaity
from artistic crestions., The ~rt of pre-3iomantic times, beiore the
cult of the zeaius, was aveilible to some extent to =1l strata of
mantind, The Jothlc cathedrzl and the ienalissance Ifrasco cycles
sacre < splritual bond with thelir respective comnunities, The tven-
tieth cecatury has evolved a mass-~-prodnced culturc whieh 3hils a..s
leheled the "brute culture" of the coimoa min, M1 _rciists like
iitciacock, however, hive provea ti:.U cesthetic sensitivity neecd not
e szerilficed to aroduce orts of 4rt suivoble to our »oeosle, Lith
¢ shift in tue zrits bre’: tosard o iore universclly - ooreciated mode,
it is the filw, the most Hublic art, waich saould provide the ven-
guard, «.gsert 2 Slra . .esthetic system ol its owu, cad restore tae

forner :rontness of Jublie crw,

- Harvey F. Bellin



