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T'ron the Yale IMilm Society

Wo are very glad to present our moro or less nonthly
magazine to our audience for another year. Should we
repeat cgain that articles are most welcone fronm viewers
however ronotely comnected with Yale (one of our con-

tributors last yoar was so remotoly connccted with Yale
that ho was going to Harvard)?

The Yale Miln Society will hold a Ilceling Mceting
on Thursday, October 21, at T7:30 P.ll. in the Jon-—

athan Edwvards College Loungo for all interested in
nenbership.



Notes from the Editar -~ Gary L. Davis

The best film shown at the recent New York Film Festival was, of course,
Carl Dreyer's Gertrud. It is the story of a beautiful woman's futile scarch
for idcal love, filmed in a perfect and indoscribablo wviaye. The resorvations
which nmany pecople scoir to have about Gertrud are not, I think, admissable:
it is a nasterpiece of one of the cimema's greatest artists, who was, by the
way, present at the screening and given an ovation. Gertrud will be distributed
in the U.S., perhaps soon.

Louis Teuillade's Les Vampires, also shown at the Festival, is o remerkable

case., It consists of nine 40-ninutc episodes of o sefial from 1915. The plot

is extrenely involved ond weird, and the absence of the original titles nakes

the filn even nore a comnletely baffling nightmarc. Tho beauty of The Vanpires

lies in the absolutely rcalistic style in which its incredible cvents are

shotm: dcep-focus photography, long shots, and natural scttings are beautifully

used throughout. This nixturc of the drcanlike and the documentary constitutes

the groatness of The Vawmpires, links it with such a recent f£ilm as -Alphaville ,
and explains, I think, the very high praisc vhich such authoritics as Andre
Bazin, Alain Resnais, and iany of tho Surrcalists gave it.

I an sorry to admit that I missed Godard's Alphaville at the Festival, vhich
scens to be onc of his best filus. Later in this issue o summary will be found
of a confercnce vhere Godarc.i‘ gnoke of. Alphaville and othor uatiors.

The following arc recoimionded films which nmay be scen now or soon:

These Are the Danned: A bizarre scicnce-fiction fantasy, wonderiully dirccted
by Joscph Loscy, it should qhow gsoon at the Crowm Theater.

Stromboli: Rogsellinil's great filom vith Ingrid Berguan vies badly altercd
for Anorican reclecasc. It will be shovm next Tuesday, October 19, at 2:00 P.ll.
on Channel 9.

The Inforumcr: Although its rceputation as one of John Ford's best filos is

oxaggerated, The Inforuer is oxcellent, Monday, October 18, at the Yalo Law
School T"ilm Socioty

In llew York City:
Alphaville should opcn soon at the Paris Theater,; and Godard's marvelous

attenpt ot an cthnological view of nodern society, The llarricd Voman, is now
at the Art Thoater.

La Terra Trema: Shovm for the first tine in this country, Luchino Visconti's
farious study of Siciliaon fisherman is now at thoe New Yorker Theater.

The Garricic Theator will present another cxcellent doublo-bill this honday
and Tuosday: Ray's The Lusty llen and Fulleor's Shock Corridor.




" Nat®s on Godard at the Third New York Film Fes@ival

The Third New York Film Festival was opened with the first U.S. showing of
Aphaville, the ninth film of Jean-Luc Godard. - Godard, who had introduced A Woman
is a Yoman and Band of Outsiders when they were first shom here at last year'
festlval, was in New York for the opening and remained in the city through the -
day of the first U.S. screening of Godard's second film, The Little Soldier at the
festival about one wsek later. With The Married Woman playin,g’ simul taneously in
New York to surprisingly large audiences and a triple bill of older Godard films
having been r=cently revived, it was parti-ularly appropriate that one of the pan-~
el discussion; s on film, initiated this uear by the festival, should include a pan-
el interview of the famed French director.

The panel included critics Pauline Kael of Partisan Review, Hollis Alpert of
the Saturday Review, Andrew Sarris of the Village Voice, and historian and critic
Parker Tyler, with Arthur Xnight moderating and director James Ivory on hand for
brief remarks on his own film, Shakespeare Wallah, later shown at the festival.
ixcept for Sarris, the wembers of the panel, as most of the New York paper critics,
seemed either baffled or annoyed by Alphaville and evidently felt the same way -
about most of his later films, if not all his films since Breathless, his first.
In consequence, the interview was of a very uneven quality, and what follews are
mre isolated remarks by Godard on various aspects of his technique rather than
any kind of complete portrait of the film-maker today. To clarify the discussion
of Alphaville, personal observations have been supplemented.

Alphaville portrays the society of another planet in which science and com-
outer control have superseded all human values and emotions, the vicissitudes of
free will. Life in every part of the planet is dominated by the all-governing
mchine, Alpha 60. It is a sterile, unyielding world, whose inhabitants are con-
scious of no past and no future, their actions rigorously mechanized, their terms
of existence, their language posited for all to know in their ubiquitous diction-
aries—volumes that have replaced bibles in every hotel room. Into this world en-
ters Eermy Caution (Eddy Constantine), the tough earthling gangster-movie here
turned reporter for an earth newspaper The Figaro-Pravda under the alias Ivan
Johnson. His mission is to find out Werner von Braun, the leader of Alphaville,-
and destroy him. The guide assigned to him for his stay, Alpha 60 not anticipating
his ultimate goal, is Natasha Von Braun (Anna Karina), the government chief's
daughter. She,in the end, escapes the nightmare passive existence of Alphaville
with Lermy Caution, having helped him to destroy Alpha 60, and begins to learn frem
him for the first time the meaning of the word love.

Godard was asked if it was true he made Alphaville simply because he wanted
to make a "pop-art, gangster, camp, science fiction" film, with no.essential regard
for the actual content of tke film. The director replied, Alphaville is not science
fiction but a realist film; it had, after all, been shot on locations in Italy and
France, The film, he said, is a fable of rodern man. It is a film shot in the
past future tense,.and may be regarded as the story of a man of the present going
into the future or, with as much validity, a man of the past coming inte the pre-
sent, It is also, he said, the first film in which he had become so vitally con-
cemed with working aut such a tight structure for what was to be his most straight-
forwardly narrative film.

Ihat. so many of the critics had been objecting to as in-jokes on filmmaking
or mere gimmicks -in the film are essential parts of tle film's meaning and style,
Codard's unique personal expression. One such device is the switching to negative
film Godard employs both here and in The larried Woman. Godard explained that
Alphaville is a film of "lights and darks", a society in which humanistic values
were reversed and standardized. This is what he wanted to remind us of in the sud-
den switches to negative. In The Married Woman a similar idea was in mind, plus




Z
4

the fact the negative was used in portraying a photographer taking shots af models,
thus having a more direct iconographic relationship.

Fometa

—_————.

Lemny Crutiom and a- wo.rld of Varner Brothers films of two and three decades ago
nlaced in‘tle context of the numb, sleep-walking, "superior'" society of Alphaville.
Frequent shots through glass, also pointed out as gimmicky, serve beautifully, aside
from their purely visually exciting nature, to.further express the alien nature

of Alphaville.

The general tone of many of the slurs against the film indicated the critics
had expected a fast -and even basically amusing film which Alphaville most certainly
is not. *The-tone is nightmarish. ~Alvha 60 is seen as a glaring circular neon
grill light against -a black background, whose slow, harsh, awful voice, as Godard
mentioned, .was not electronically created, but done by placing a microphone at the
larynx.ef a man whose vocal cords had been badly damaged and who had been retaught
to speak through the use of the microphone. Scenes are dimly 1lit with very few
exteriors, -lending such unusual impact to the beauty of natasha when we first eece
her standing by-a window, 1it by sunlight. The expressionless face, formal gestures
demanded of the. inhabitants of "Alphaville, cannot obscure well enough for Lemmy
Caution the humanity within Von Braun's daughter.

The pace, to critics' dismay, is slow, episodic, with long and scrutinizing
close-ups. The camera is constantly dollying down corridors that seem never to
end. A terrifying sequence near the end of the film depicts Lemmy and Natasha
groning along the walls of the inescapable, unending complex that houses Alpha 60,
trying to find the door, never found before, that can lead them to freedom.

Among 1'iss Kael's numerous objections was the way Lemmy Caution kept shooting
his way out of any desperate-looking dilemmas when Alphaville agents would grow
suspicious ~of him. . This, Godard made clear, is the only way Lem 'y can solve his
problems, and is perfectly valid in the context of -the fable. The violence through-
out Alphaville is as analytic as grim or brutal. A fight scene is followed in
slow motion; an execution of criminals in Alphaville is shown, the condemned forced
t~» jump into -a swimming pool at the firing of rifles, and as they s.:im towards the
end of the pool a row of girls dive after them, always catch up to, and stab the
condemed to dszath, to the appreciative applause of an zudience; —these are no
less realistic, meaningful in the violence they portray as commentary on the nature
of the society than Akim Tamirff's grotesque but more naturalistic death scene.
The machine world has made what once might have seemed like terror become the order
of the day; it is this terrifying robot-like kind of existence, animation that is
given to a series of microphones that move towards and away. from Lemmy in a series
of close shots of him as he is questioned by Alpha 60- as to his purrose in coming
to Alphaville.

Miss Kael was also bothered by Godard's script, as she usually is, and sugges-
ted the director ssek other writers. Godard frankly adrmitted he liked writing his
own screenplays, could not conceive of working with another writer, and believed
his scripts were probably better than others' would be for him to work with anyway.
Sarris backed him up in pointing out how wonderfully and totally are Godard's films
personalized. Alpert suldenly asked Sarris if he thought Godard was the greatest
living director; Sarris expressed his preference for the classics, Hitchcock et. al.
but thought Godard was probably the most exciting new director and autewe in films
today.

.The discussion moved on to more general ‘subjects and other films. liss Kael
was afraid Codard's films had been prograssively dealing-with less and less "truth"
and concentrating too singlemindedly on visual tricks. Godard.said he believed
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his style was not something separabtle from what he was trying to say in his films;
what he aimed a2t were the interchangeable values, truth and beauty, and where he
found one, he found the other. He found it both in Rosselini :nd -in- Hitchcock,
and-a camera -rovement was just as likely to contain as much meaning as a line nf
dialogue. Kael objected to Godard's reference to Hitchcock, stating that his films

‘had also met with a decline since the fifties; —where was the great Fitchcock of

the thirties? Asked to give an example of Hitchcock's decline, Kael offered Ver-

tigo. Godard smiled, evidently in quite fund:mental disagreement; Sarris made clear
* ths opposite poles of criticism at which he and Tiss Kael stood, and the subject

was dropped.

Godard sroke of his early days at the Cinematheéque in France where he and so
many othér filmmakers and critics (Truffaut, Rivette, Rohmer) practically lived
in their attempt "to see everything." He said he still saw about ten movies a week
to k=ep up with what had and was being done by people who knew how to make film.
Kael took the oprortunity to remark that perhaps in seeing so many films he had

learned plenty of "cinematic truth, " but had lost contact with "life itself."
There was no renly.

On early influences, Codard mentioned Preminger's films of the forties. While
confessing he did not like Preminger's later works as much, he maintained great
respect for the man and could not ses how any serious film student would not see
Bunny Lake is lMissing when it opened. Godard was asked about Brechtian influence
in his work “and he said the only Brecht he had ever seen was a production of
Arturo Ui-which inspired him to use the tableau form of My Life to Live.

-- Regarding.-general technique, Godard described his various relationships and
protlems in making films. Concerning actors, Godard confirmed his frequent prefer-
ence for improvisation, which he hasbeen progressively zble to direct with greater
and grsater control (from ths philosophical considerations of Jean Seberg in
Breathless to those of Macha Meril in The larrizd Woman). He likes working with
Tore rrofessional actors, those who can resp nd most nzturally to the roles he wants
realized--those such as Jean-Paul Belmondo, Amma Karina, Akem Tamiroff.

Godard expressed the closzness he likes to maintain setween himself and all
the peonle working under him, attachments that h-ve resulted in such long-artistic
prtnerships as those with Agnes Guillemot, h's editor, and Raoul Coutard, his came
eraman. Oameramen in France are often great dictators, Godard commented, and he

" had at first feared Joutard would be one when the studio had appointed him to Gadard.

But the m~tch did turn out well, Coutard being perfectly willing to adapt his own
creative technical abilities to Godnrrd's style to the extent where Godard, once
having =2xplained the needs of a shot to Cout~ard, feels free in letting Coutard do
his own framing. Asked if he prefers working with a large or handheld camera, Go-
dard said he tri=d to fit the damera to the specific film 2nd scene. Breathless
needed handheld movements ond Contempt had to be filmed with a litchell.

The director was asked if he felt limited by the smallbudgets he had to work
with. He replied that he wasn't at all hampered by this, that he couldn't conceive
of mking The Married Woman for more than a hundred thousand dollars. Sometime
he might want to make a more expensive film, but with the films he is currently
making, he f2els adequately budgeted. Contempt cost over £ 'million.dollars because
of Bardot more than anything else, and probably because Joseph E. Levine had envi-
sioned a different film from thz one Godard gave him. As Godard understood it,
Carlo Ponti had even re-edited much of the film for Italian distribution. Godard
had himself heen forced by Levine to make sare ortistic compromises, but for all
his former telk of ‘withdrawing his name from the film, he does still consider it
his own personal work. g

_ Censorship in France he felt bo be.a gr:ater problem than money, a much greater
restraining influence in France, he believed, than in America. The French govern-



ment forced him to change the title of The Married Woman for French release tm
A Married Women in the hope its pessimistic representation of 2 housewife would
nhot be construed as universally truz in France. Godard expresses 2 desire to make

~a political film but felt hampered by government controls. The Little Soldier had
-~ been banned on its release in France.

e
-

~ "=-  Godard anticipated Pierrot Le Fou, his tenth and newest prizewinning film in
" " widescreen and color and with Jean-Paul Belmondo and Anna Karina to open in New
York by the =nd of the year. In two months he plans to start shooting a new film,
which he did not describe. It should be noted here that Alphaville is tentatively

scheduled to oven at the Paris Theatre in New York by mid-October. It should not
be missed.

——~Robert Edelstein

Doris Day Is Dead

Doris Day is dead, but her memory lingers on and on and on. OQf course, Miss
Day is very much in the living; but the group of situation sex comedizs known rather
pejoratively as "Doris Day" comedies (I'd Rather Be Rich, Bedtime Story, etc.) have
been dead for so long that even their titles lack originality. This goes also ffor
the Italiam Doris Day comedies (Divorce Italian Style, Ceduced and fbandoned,
Cassanova 70) and the French Doris Day comedies (Cartouche, Banana Peel, lale Hunt)
and the British Carry On Doris Day comedies. Every one knows that the CarryOns
are bad and most people have, by now, abandoned the Americ:n entrics, but the Ital-
ian and the French subtitles still sczem to convince people that they are seeing
something new. Of course, the cool "in'ness of Belmondo and Mastroianni engen-
dered in the films of Godard and Fellini helps hide the Doris Day-ness of these

more recent exoloitations. The film that has finally buried J.D. is Clive Donner's
What's New Pussycat?

It is sort of ironic that Pussycat should come from Great Britain, that vast
cinematic wasteland previously ruled by the Corry Ons and equally deadly Peter
Sellers comedies. It is especially ironic since Sellers stars in Tussycat; and,
contrary to public opinion, this is the first time that Sellers has been brilliant
in British comedy (possible exception, The Mouse That Roarad). Pussycat also estab-
lishes its director Clive Donner 2s the hest of the young British directors.
(Joseph Losey and Richard Lester are really Americans, and no one can really see
__exactly what Tony Richardson is). Donner was not really well known in this country,

although his The Caretakers and Nothing But the Best were well received, but not
widely seen. Pussycat was written by “oody Allen and is probably the best screen-
play of the y=ar. A few other '"gre:ts" belong to Paula Prentiss and bravos to the

rest of the cast and physical presence of Ursula Andress, reason enough to see any
film,

~

What's New Fussycat? is the essentigl question thematically 2nd aesthetically

in this amoral sex comedy. I say "amoral" as opposed to "immoral" or just plain
- "moral" these last two better characterizing the Doris Day International style.

When .the Doris Day heroine is faced with bed, the cuestion is one of immorality
and morality. The writer always seems to be saying, "Well, just how sophisticatedly
frank or sacreligious must we be to get our sexually self-conscious audience to
laugh at a traditional moral confrontation." Doris Day is not confronted with the
so-called new rorality but with the enactment of the ever so worn old morality that
has filled dirty-joke books for years. These films are billed "adults only" because
anyone under 18 would be too sophisticated to find them funny. Only pre-World War
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IIers can find comic release in these old jokes. I won't define any "new morality,"
but judging from the brand of humour that we find collegiately popular today fin
our magazines and dining-hall conversations) it ssems that "sex-right ov wrong"
jokes are rzally passe. We accept sex; our jokes are pointed at the humour inher-
ent in sex, not in the morality of sex. The jokes used to end at the intercourse;
now they berin at the intercourse. This is amoral humour; that which is not con-
cerned with the right or wrong, but starts with the accepted fact.

What's New
Pussycat? is amoral humour (as, I suppose, is James Bond). Amoral humour is what's
new.

So much for the screen play aspect of Pussycat. The directoral style is new.
The James Bond books are essentially modern in thematic content, but the films are
~basically traditional action films--there is little freedom of styls. Pussycat is
a fast moving, free wheeling cluster of wildly funny jokes tied loosely together by
a plot about Peter O'Toole's sex life. The de-emphasized plot is reminiscent of
thz comedies of Howard Hawks as far back as the 1930'5, to cite the most classic
of sources in the tradition of the situation comedy. More contemporary are the
films of Jerry Lewis, whose films, if you enjoy his sort of humour (a moral humnur)
are particularly fast and free. Blake Edward's attempts at this freedom(Shot In
the Dark) are his least successful films, revealing that de-emphasized plot does
rot suit all directors. The real source, -perhaps, of the Pussycat style is in the
New Wave where such fresdom has bzen apnlied with such success to basically serious
films. :

What's New Pussycat? does not pretend to reflect real life—it is a mov1e,
mde ith acters and props, not a chunk of life. What I mean is that there is no
attempt to fool the audience. Peter Sellers house is a prop pure and simple, not

a real house. It exists in only two dimensions. And the actors are merely people
being filmed doing funny and fun things. One has but to see the expression on
Romr Schneider's face during the-toy auto chase to realize that she is merely an
actress enjoying herself and not a troubled fiancee being chased by the police.
There are "in jokes" (reference to Ursula Andress as a personal friend of James
Bond), a pointless guest appearance by Richard Burton, effects that make the aud-
ience perfectly aware that they are watching a creation, a piece of film, and not

a peep show of re-1 life. In all the other arts, copring nature has long since
given way to expression of the medium as a creative medium, and yet films.get crit-
icized for admitting to the nature of the process that created them. While not
denying that photographic reproduction is ths best suited of the arts, by its nature

~reality producing nature, this certainly should not invalidate a moving image -that
admits of the creative process.

W.at!'s New Pussycat? is a modern sex comedy-—one, 1 would contend that is more
suitable to the times. One last footnote will associate the film even more with
our generation: the soundtrack is composed of several -songs in the popular musiec
idiom sung by such as Tom Jones and Dionne Warwick. These replace the traditional
backgroung music which we usually do not recollect having heard after the film

ends. Maybe Doris D=y isn't dead yet, but the makeup artists are having a hard
time covering up her ever more obvious wrinkles.

——John Dorr

Film Festival ???

Anyone interested in showing films at a Yale Film Festival should contact either

Gary Davis or Jolm Dorr in Jonathon Edwards College or George Vogt in Calhoun.
Tentative plans call for a

festival of Yale produced films on any
subject.



The Birds

The Birds presents peculiar probleus to the critic. Its subject is the Un-
knowable, the Irrational, that for which no words exist. is soon as the critic
has explained that, thore is suddenly very little uore to say. Certain char-
acters in the fili are would-be critics of it (the ornithologist, Annie, the
drunk man who quotes the Bible), yet obviously fail. A perfect and self-con-
tained whole, The Birds offers fow neans of analysis. There is little, wonder,

therefore, that we have no “review" of the filiy to offer here. Instead we pre-
sent two very limnited attenpts.

Randon llotes on The Birds

To begin with, this is not the first tine ;hat Hitchcock has used birds as
a subject. Three yecars earlier, In Psycho, we find Norman Bates stuffing birds
(and his mother) as an avocation. The stuffed creatures surround the walls of

the notel office and are often fraied with Norman., Norman conments that llarian
" Crane (Janet Leigh) eats like a bird.

The haunting nusical themes of all Hitchcock's recent works are supplicd by
Bernard Herrmamn. ifr. Ierrmann's first musical score was for Orson Vlelles!
Citizen Kane, but since The Trouble with Harry he has boen a Hitchcock regular.
The track of The Birds is particularly interesting in that there is no tradi-

tioncl rwusical score, but only the sounds of birds in attack, created by elec-

tronic nusic. Hitchcock has roached the point wvherc he can intensify a suspense-
horror scene, usually acieved with building nusic, by absolute silence.

A recurring choracter in Hitchcock's rccent films, and not absent in The
Birds, is the faithful girl-iriend who, althougzh recjected by the male lead in
the nast, has remained true to him and continues a one-sided love affcir., Re-
nenber Barbara el Geddes in Vertigo, Diane Baker in ilarnie, and Suzanne
Pleshette here in The Birds. All are vholly symdathetic characters, devoted to
hopeless causes, who aust stand by and watch their lost lovers be engulfed
in the nystique of the leading lady

Sevoral of the koy sus)ense scenes in The Birds have direct preccdents in
Psycho., As Tippi Hedren clinmbs the stairs to the attic where tho birds awvait
her, we are reuinded of Vera iHiles descending the stair to the wine-celler
to meet “mother." The ensuing attack in Psycho is illuminated by a light-buld
swinging back and forth, just as Melanie's flashlight flashes in the attack of
the birds. Anc when Hedren is trapied iy the phone-booth, birds attacking at

all directions, the cauera, action, and cutting is quite similar to the shower
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murder in Psycho. Hitchcoclc has all the montage genius os Lisenstein integ-

rated with a rmuch nore humanistic view of life.
~ John Dorr

AR

The Lovebirds

The pair of lovebirds wvhich Helanié brings to Bodega Bay are perhaps the
center of The Birds. For they combine two of the film's main subjects: Nature
and Love, which they symbolize,

As Yelanie's car zooms arouad the curves in the highway, the lovebirds are
wade to lean to one side. This shot hints ot a major theme of the Birds, which
may be called the perversion of nature, The pet shop vhere the film begins

"T@nresents a facet of this thene, since imprisonment is an unﬁatural state,

In fact, the wvhole world which Hitchcock presents us in the early'part of his
filn is extremecly-perverted; nature has somchow becen outraged, The main mane
ifestation of this condition is, as often with Hitchcock, the absence of the
Father and the resulting doninance of the llother over the Son. Yot sonething
is unnat@ral also in liclanie: her 1life is iwcrely a frivolous gaine from a cheap
sex conedys and this is perhaps also due to a fault in the child-parcent rela-—
tionship. The structure of the Fanily, the fundamental unit vhich nature in-
poses unon all human socioty, is rotten.

One may well think of King Lear. For there, also, we find a perversion of
the parcnt—-child relationship. And thore, too, a terrible cataclysn of natural
forces is the result.

The storin on the heath lecads Lear to an understanding of his folly and to
a poercoption of love., The attacks of the birds lead lielanic and Lydia and Mitch
Brenner toward the same perccption. One cannot say, of course, that they find
love as fully as Lear does, for they are in no semsc tragic figurcs, and The
Birds onds on a vory inconclusivo chord. Yet there is a hope, shown ospecially
in Lydia's final acce»tance of llelanie, that the natural cataclygsn may ultie-
nately purify mankind.

And Cathy tukes the lovebirds away with them at the end. There are hints
that the lovebirds sonchow gave signals to all the other birds and caused the
attacks. Whether they will allow the characters to escane remains a question
of eternal suspoensoc.

- Gary L. Davis



On The Birds 10

The Birds is a subtle horror film: it clubs no one over the head with a mes-
sage. Even while using the old there of animals turning upon man, Hitchcock real-
izes this new aspect nf the horror genre.

The film is often criticized for being terribly "dead" and deadly dull. That
is to miss the p01nt. Hitchcock has tinged The Birds with a deliberate use of ine
action and sweeping pans across nothing (somewhat like Antonioni) to augment care-
fully the scenes of frenzied terror. What could be more unsettling than waiting
for an inevitable-attack? Structurally, the film uses device after device to maine
tain susvense. For example, the soundtrack is in large part nothing but silence,
the rest of the time electronically produced bird sounds-—never music. And Hitche
cock makes ordinary objects and treatures take on horrible aspects: beautiful birds

become "ugly" attackers; a.webbed pane of glass recalls the attacker that crashed
into it,

. There are no deformed monsters in the picture: they are created in the viewer's

mind, Hitchcock deals with the ordinary and-derends upon the viewer to fill in

the blanks. Those viewers with considerable imagination will find The Birds delighte
.- fully understited and more horrible in proportion to the time spent mulling it ever,

—George L. Vngt



