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Notes fron the Editor

INSIDE DAISY CLOVER scens to have becn disliked by nost of the New York
crifics, especially the Tinmes, so I assunc that nmany at Yale went to see it,
It scens not only Robert llulligan's best work, but easily onc of the best
Anerican films of tho last year. I will give herc a fow general observations,
there being a very dotailed account later in this issuee.

The story of a tecnage girl's ox}ernight rise to filn stardon, }lsiq._e_])a__i,z
Clover is about the Cinema and the meaning of Actinge. I would guess, in fact,
that it is anong tho best Anerican films on this frequent subject, only
Singin' in the Rain being clearly superior. The sequences of filnm-ncking in
Inside Daisy Clover are nearly as good as those in Singin', and during the
filning of the circus nunber, where Daisy confronys herself beforc a series

of nirrors, one night think even of Llagnani on the stage of The Golden Coach,

There is, however, an essential diffcrence between the two filnms: in
Singin'! the cinema is both a reflection of the world and nore "real" than if,
while in Daisy the cinema is portrayed os a deceptive reflcction which de-
forns the natural personality and nakes rclations with others  inpossible,
Yet the case is by no ncans this sinple. For if the wqud is deforned by the
cinema (and Daisy's ultinmate realization of the schizophrenic deformation
which she herself has undergono), it is no less truc that the "world" which
Mulligan shows us is alrcady a very desolate and pathetic one, characterized
by insanity (Daisy's mother), inpotence (Swan, the film producer), and homo-
sexuality (Wade Ldwis). The filn's ending, where Daisy abandons her cinematic
career and goes off in dungarces to beconme again the "natural" girl that she

was in the beginning, is equivocal, to say the least.

THE GOSPEL ACCORDING TO ST. UATTHEW is the first film of Pier Paolo
Pasolini, an Italian poet, novelist, and cimeasfe, to be rclcased in this
country., Its great critical success is nore or less descrved, although the
film has often been praised for the wrong reasons.

First of all, I do not think that this Gospel is a "religilos" film; that
is, it is not concorned with denonstrating God's cxistence or with explaining
His neaning €which oﬁe would better look for :’Ln Rossellini, Dreyer, or even
Mizoguchi), but with 2 mainly i)ootical vision, Pasolini seens nore intcrested
by landscape coupositions, quality of faces, effects of cancra and sound,
than by religious thenes, The techniqucs of "direct" cinema are often used:

hand-held canecra, directly rocorded sound, non-professional actots., Yet those
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techniques are not used in the attenpt to give an iupression of conplete
reality, but to poetical ends, as with Godard.

Pasolini is also a very interesting filn critic, and an essay by hin,

"Le Cinena de poesie," may be found in "Cahiers du cinema" #171.

Shakespeare \lallah, a very good Indian film shown -last September at the
-New York Filn Festival, will open in New York soon. The horrible dearth of

the best new foreign films continues in New York. Ve will be lucky enough,

- apparently, if Pierrot le fou and Gertrud cver open there, not to niention the

ndw filns fron Italy (Rossellini, Bellochio), Poland (Skolinovski, Munk's-
Passenger), and Gernany (Straub's Nicht Versohnt).

It seems to have been a law of the last few years thot the rost interesting
Anerican films nust be disliked and even quite ignored by most of the criticss

Harnie, Hawks' last filus, Seven Vonen, Inside Daisy Clover, anong nany nore.

So don't be scared away from The Chase, which has nany oxcellent qualities.
Blake Edward's The Great Race should also be seen.

- Gary L. Davis

XEXXXKX*KX

Juliet of the Spirits

The trouble with Fellini's Juliet of the Spirits is that there is so

little real substance to it. After 145 ninutes of subsisting werely on fluffy
frosting, by the end of the film I was recady to retch., Fellini had nothing
to say, but he said it anyway.

The many inages, which are the real basis (or excuse) for the £ilm, are
served up with all the subtlety of a suoking boar's head at a ‘Roman orgy,
which the filn closely resenbles, The cycle starts with the invesion of the
Turks and continues through Grandpa's airplane flight, the circus, the rows

of cowled nuns (reuiniscent of the monks in Eisenstein's Ivan the Terrible,

2 good contrast in the proper use of formalism), Bhisna's visions, the orgy
at Susy's place, and numberless other apparitions, all of which are collected
for the final scene, as if they hadn't boen enough by theusclves. By the tine
the key inage appecars - a pop-eyed wonan on a flaning grill, syubolic of the
paychic growth of Juliet's mbortive nartyrdon in a school play - the viewer
is ready.to cry for nmercy. One cannot help thinking that this profﬁsion of

inages is just a snmokescrcen to cover up a vacant center. The only worthwhile
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inage is the spectre of death - three horse corpscs on a barge, whose sonber
browns aro o welcoue relief from the unrelenting strecan of gay pastels, Un-
forsunately, this high point is iimediately negated by a peek inside the Turk.
ish barge, stuffed with nore extravagantly grotesque figures,

Just what is Fellini trying to say? After clearing away the brightly
colored confectionsry, one cones up with nothing but dine-store Freud: Juliet
cannot, unlike her grandfather, escape her past, represented by a bad child-
hooed experience - the attenpted nartyrdon in the school play - and nenifested
by the spirits which haunt her. At the end of the novie, she frcos her child«
selfj the spirits are friendly now; and,'according.' to ‘the'scenario, "Juliet
walks toward the pino woods. The trees glow green and lovely in brllllant,
warn sunlight." The End., Big Deal. Fell:.nl only left out the birds smg:r.ng
(or, even better, a two-hundred voice choir). : -

As for the highly touted color, except for sone of the outdoor scenes.

I.found it overdone. Following such tasteful advancesas. Red Desert and.Of.h'e.llo,

I expected Julidt of the Spirits to bec a capstone to the recent trend away

fron the old picture-postcard processes., Instead, I was confronted with the
sane nusical-conedy overrichness, complete even to liy Fair Lady floppy pastel
hats,

Juliet is sinply a corpulent film, 11ildly cntertaining while it is up on
the screen, but without nuch nerorable beneath the layers of fat. Fellini
seens to have been running out of things +to say in recent years, and the ogly
satisfactory solution he has found thus far is a film on why he has nothing
to say — gﬁ. Now that that possibility has been exhausted, and now that he
seens, in this film, to have gone the 1linit in extreme formalisn, which is

not a .solution, let us hope that his future films will see a return to worth-

-

while subjectss : Mastan Bibi

R K HHHHH

TABU

Tabu is Fred Murnau's last filn, finished in 1931; he died soon after it
was conpleted. JAlexandre Astruc suggests that Llurnau's death was caused by
his having noved a "sacred stone" while shooting Tabu "in order to instell
his camera." One in teunpted, indeed, to sec some comnection between the filn
and lMurnau's untinely death, since death is the very subject of Tabu.

It is the story of two lovers on a pristine island of the South Seas who
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_are separated by o religios decree: the girl Reri is nade a sacred virgin and
the boy Matahl nust nover touch her again, under ponalty of death for both.
They flee froq Hltu, the old man to whon Reri is enxrusted, and reach an
“island whlch has Been colonlzed by the French. They are happy there for a
whllo, but Hitu finds them and, at night, takos Reri away in a little boat.
atahi chases then into the ocean and drovms,.

One of the greatest uysterios surrounding this very nysterious filn is
its relative obscurity: for it secus, in this country at least, vory rarely
to have been held in the suprene critical regard which it obviously deoserves,
and it is virtually unknown even to nost of the sophisticatod Amoerican aud-—
iences. Perhaps the fact that it is not generally recdognized as the consune
naticn of Fred Ilurmau's career and the apothcosis of German Expressionisu is
not too surnrising; but even on a nore easily approached level, as a uniquely
uo#ing love story or a perfect poetic evocatior of the South Sea islands, it
“has rarely rececived the praise and study it uerits.

This puzzle nay be partly explained by an account of the filn's produc;
tion, which led nany people to develop very erroncous preconceptions about
it. Murnau and Robert Flahérty had planned to collaborate on the project, and
they went together to the renote island of Bora-Bora. It hardly secms surp-
rising now that they disagreed, for Flaherty, oune iuagines,~intendod‘the filn

to be another of his documentaries on prinitive cultures, while Murnau planned

a filn about Fate and Death, that is, about the ultimately notaphysical and

tragic thenoes which always interested hin, Flaherty loft the islands, and

Murnau nade all of Tabu: it is indeed far nore like Nosferatu and Sunrkse

than like lloana.

Tabu, then, belongs tohno genre at all. What could have becn an ethnological
study or a lyrical péenn to natural beauty, both established genres, becones

soncthing nuch greater., This is not to suggasts, however, that docunentary
naturalisn a la Flaherty is not presentj; Murnau uses it, but it is only a
ncans, In fact, the obvious realisn of cach shot, the certainty that it was
all mado thousands of niles fron any studio, is an inportant factor in the

Min's beauty. For the huge fake sets of Die Niebelungen and The Cabinet of
Dr, Caligari scen quite outnoded nowj lMurnau does not need such nonstrosities

to-express the presence of the metaphysical, but succecds with the sinplest
neans of realisn, His tragic vision is therefore far nore convincing today.
There ‘is a profound nostalgia in Tabu, a basically ronantic nostalgia for

the Natural Life, and the filn begins with a short sequence showing the
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islanders frolicking in the pools, weaving wreaths of orchids, and discovering
love, a vision of paradise., The subject of the filn, however, is the inpos-
8ibility of this vision. Not only for us, who, like the colonizers, nust thip
of pearls and noney and destroy the beauty of prinitive life, but, nore ine
.portantly, for the islanders themselvos. There is a fate which they cannot
oscape, and death is irminent, (An interesting literary parallcl for nuch of
this is Pushkin's The Gypsies.)

The filn's final shot is a view of death - the small boat in which Hitu
has taken Reri goes farther and farther across the sea into the night. Hitu
hinself, obviously, represents the lovers' death (as do the Vanpire in Nos-
feratu and the City Woman in Sunrise, to relate Tabu to lMurnau's earlier work),
The sea also, ommipresent in Tabu, represents Fate, as do the boats that
are guided across it., Yet one can hardly speak of "synbols" in Tabu unless one
realizes that overything in it is a symbol - all the physical world is 2 syn-
bol of destiny, of the Other World from which Hitu has come and to which he
finally takes Reri., The fish which lfatahi is spearing in the film's first shot
are his death and finally await hin under the sea. The flower which Reri -
leaves and the pearl which llatahi drops beside it symbolize the vanity of
hunan beauty, love, and ‘striving. The dances represent huan subnission to
religion, that is, to destiny.

Evidently Murnau controls this iwagery, which I have only begun to eluci-
dage, with a perfect hand. It is so beautifully nodulated (and a nusical tern
scens nore appropriate to HMunau than to any other director) that omne fecls no
artificiality in.it. Murnou does not seen, that is, to ha&e found certain
thenies and then to have inposed then onto the world, but, on the contrary,
to have discovered them in the natural world and niraculously to have revealed
then., |
Iurnau once said: " All great art is sinple, but sinplicity requires the
greatest art." He proves it in his filns. The style of Tabu is so carefully
controlled, so completely stripped of all which is not essential, that cach
slight detail, each inch which the canera noves, has great ncaning and boduty.
Marnau's sense of rhythn is quitc as fine as Eisenstein's and Bresson's:
rarely have actors been directed with such expressiveness, rarely have close-
ups been so successfully integrated into the movenent of the wholc (if there
are yeal closeups in Tabu at all). Even on the mercly technical level, Tabu
renains reriarkable (onc wonders, for exanple, how the final sequence on the

sea at night could be nade cven today, let alone thirty years ago).
- Gary L. Davis



Doris Day Is Dcad, Part II, or
How I Learned to Stop Worrying and Love the Bomb

Haying rocently taken ny chances on a local sneak prefiow; you can inmagine
the thwarted hope of nysclf and the rost of the audicnco when pro-—credit
fobﬁago'brought first the voice.thon the face of Arthur Godfrey and then the
‘face of (pcrhqps &ou had a;ready guessod) that arch-crininal of Hollywood,
Doris Day. Like ail arch-crininals, sho somehow nmanages to risc agoein and
agdiﬁ-from her owﬁ cinonmatic ashes. But panic lasted only until the last of
"the credits; for the dircctor was not Norman Taurog and not Delbert lMann, but
Frank Tdshlin, king Ef the vulgar. Tashlin is porhaps that director who is
nost suited to and who takes.best advantage of Hollywood's potential for guad-
incss and vulgarity. He is best kmovm for his filns with Jayne llansfiecld
(The Girl Can't Holp‘gﬁ, Will Success Spoil Rock Hunter?) and Jerry Lowis
(Cindorfclla, Who's liinding tho Store) who thenselves are our highcét held
symbéls of American vulgarity (although Lowis on his owvm has noved far away

fron this inage). Doris Day brosents Tashlin with a unique chance for grotesque

charactcrization and ho comes through in appropriately gaudy colors,.

Tho filn is The Glass-Botton Boat, in scope and color, with Day, Godfrey,

Rod: Taylor; and all those very familiar supporting froaks whose nancs onc can
never rcriernber but who always turn up in grotesque conedy bit parts — all
the oarmarks of the typical Doris Day conedy. And we all know how to watch a
Doris Day comedy: you sjt back and reclax and cnpty your nind, since cverything
you aro to‘pick up in tho filn will beat you over the hecad with its prescnce;
hor films are not known for their subtlety, and onc nusn't forget to groan
2l the way through lliss Day's nocessary and pointless songs; there is nofhing
to bo picked up horo cither. This is usually the correct approach, but not in
this casoj 'Tashlin is 2 deliberato and intelligent dircctor with an cnazingly
gross and pervorse charactor that coros across strongly in this filnm. If
Stanley Kubrick or Tony Richardson had directod +his filn in black and whito
in New York, not onc of its syubols, its clever lines and potontially gross
dotails of charactoriéation would have gotton past the predeminantly Yale
audionce, usually so rcady and willing to mako sexual interprctations. But
thoy actually nissed sono blatant bits and were slow to catch oh to othcrs.
Taghlin is fanous for two things: ridiculdng his actors and bringing out
potdntial perversity in gadgots and situntions. He once ridiculcd Jayne llans—
fiold's famous bust in a sceno where she carricd two quarts of nilk, onc at

cach breast. He docs sinilarily with Doris Day. Miss Dag's carcer runs fron



8
her early wholesone days through her pscudo-liberaliged American working gir]

days, with her retention or loss of virginity rccently holding with sone
imagined "popu;ar" tasto. Tashlin contributos to the now awaroness novonment
by presonting IMiss Day apparontly typically, but cleverly undernined. During
her routino soliloquy, for oxanple, she sings of her lover. But in - the procoss
she snuffs out some five or six cadlos (with Tashlin anything rosombling a
soxﬁal netaphor is intended) and thon lics down on her bod. Cut to an ovorhecad
view: she arranges herself nost scductively and, not unlike Little Annie Fanny
or Candy, holds a swcet and innocent sparkle on her face. Herce the typical
Dorig Day has boon nervortod; and, if it is not incongruously funny, Tashlin
holds the shot for such a long tine that the inappropriagencss of the combin-
“ation in Doris Day coventually gets to the whole audicnceo. .The soft focus
photogrpahy designed to hide the wrinkles in liiss Day's face adds a bit of
hunor that is always inhorent in the use of Miss Day for such parts., In another
singing nukiber she breoaks out with "Que Scra Scra," a ncnory from the 50's
that again rocalls the old inage and points out the absurdity of the new. It
night be added that this is hor best picture since she originally sang this
song as aﬁ integral part of the plot of Hitchcock's-Tho lian WVho Kdwow too luch,

A bit on scxual inplications. The plot concerns tho love affair betweon a
scicntist working on a secrot space progran, GISLIO, and liiss Day, who is nis-
takon by U.S. undercover agents for a spy tryirng to sex the sccrets out of tho
sciontist. She obviously is aftor sox, thoe agents clain she is after GISMO;
oither way she is after tho scientist's gisno. The scicntist gives a party. In
tho contor of the roon is a huge cake with an crcct rocket shooting out of its
pontor; cveryonc ohs and ahs around the cakc. A later shot shows three wornien
all passed out in rather scnsual positions around the phallic rocket. There is
one particulﬁrly vulgar transvestite scene where an agent, in drag, follows
Miss Day into thc ladies' roon, onc homoscxual scene, a rondcz-—vous in the "rod
roon" by fﬁo of lliss Day's accusors, and onc lesbian inplication. The last
scone, a sinplc variation of the train going through thce tunncl, is a ship
coning into a harbor., Everyonc sccuned to niss this, cven though all tho rest
of the filn centers on tho desires toward union of tho two principals.

Porhabs Tashlin's nost hilarious work is with gadgets — they cortainly
providc two of the high points iy:this film, The scicentist's conpletely auto-
nated kitchen, full of "gadgoets," besides being a paredy on nodern autonation,
is a continuation of the all-pervasive scxual thene. If the cook should drop
anything on the floor, a closet door slides open and out darts a snall con-

bination vacuwa clcaner—garbage cater that scurrics over the floor, clcans up
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the ness, and rcturns to the closet. Well, Doris nmakecs an awful ness and the
nmachine literally attacks her, A long hose that projects fron the machine not
only cleans the floor, but also rises up at Miss Day, going up hor leg ¥hile
the rear of the machine. cxudes a rhthmic whoosh-whoosh. After a long fight
ghe boats away the would-be attacker and it retreats back into tho»cioset.
Another gad@et is a wicrophone disguiscd as an hor d'oouvre-and placed dmong
real hor d'ocuvres on a plate. Vhenever soneone tries to cat it, it scurries
around the plate eluding the -hand, _ :
Tashlin makes the most of all his Hollywood working materials, The colors
are gaudy and cffective. If his material is vulgar alroady, heﬁuécé it aﬁd
comméﬁts on its vulgafity. Most impoffant, he unifics all his vulgar -elenents
and pakes” then work as a whole., Consequently,-the final statenont is wholly:
Qriginal and perversely funny., For once you don't nced to worry about maybg

liking 2 Doris Day conedy.
- - John H: Dorr
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SPECIAL ANNOUNCELENT!

BONUS FILM!!

Tho Filn Society's annual Bonus Filnm will

be this year Jedn Renoir's THE GOLDEN COACH,
starfing Anna Maghani, with beautiful color
photography and nusic by Vivaldi. The cast

is international, and Renoir considers tho
English-languago version, which we will show,
the original. THE GOLDEN COACH will be showm

at 4:00, 7:00, and 9:30 P.M. on lay 11 and 12,-
Only thosc presenting Associato lienbership cards
will be adnitted, but thero will bo no charge.

oL
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INSIDE DAISY CLOVER

The world of entertainers, the relationship of thej.r vrofessional with their

personal life has found an imnortant vlace among film directors in the last twen-
ty years. The theme has been shaped with humanism in Renoir's "The Golden Coach",
remanticism mixed with intemse irony and psychological overtones in Ophuls'
"Letter From An Unknown Woman'", the sense of desvaration and total alienation

in Penn's' "Mickey One." Hollywood itself, stardom and its implicatibns for the
stars, has been the subject of such causticaliy introsvective American studio
films as Wilder's "Sunset Boulevard," Cukor's "a Star Is Born", Minnelli's "Two
Weeks In Another Town," and most recently Robert -Mulligan's "Inside Daisy Clover."

As Mulligan's style is nrobably the least solidified of the above-mentioned
directors, so "Daisy" is probably the weakest of thementioned films., It does
fail in many resmects as a result of the director's freouent lack of control.
Nevertheless, the film is a fascinat‘ng one on various levels in accordance with
the director's marticular virtues, and offers a rather different aoproach in
tone to previous commentaries on the cinematic 'girl-who-made-good! legends.

The film nortrays a fifteen-year-old tomboy Daisy (Natalie Wood), her over-
night stardom during the thirties as "America's Miss Valentine!, her com-lete
disillusionment and giving up of the Hollywood starlet's life at age seventeen.
Mulligan's view is a brooding statement-of-fact of the unbridgable disparity
between the sterilized kife the film versonality must live and Daisy'e dream
of it, -or even what she in fact is. Daisy is at first a snontaneous, aggressive
girl, worldly in her own limited environment of a California boardwalk town,
Angel Beach, but unsonhisticated, instinctual., When she enters the Hollywood
crowd, shelfinds she must be strinned of all character, save cheanened pepper-
mint-candy exaggerations of what natural traits serve her -ublic image. Her
harmless bﬁt egcentric mother (Ruth Gordon) is committed, 'killed' on records,
each of her nersonal affairs are kent track of b the agents of Raymond Swan

(Christopher Plummer), her discoverer and nroducer-director.
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This character strinving is no less than has hannened to all around her.

Hollywood gigolo and sex-symbol, Wade Lewis (Robert Redford), who flees from

one brief relationship to another, is a miserably ungammy homosexual. Swan,
recalcitrantly aloof, formal, correct, offers us, in his one confession scene,

a nainful view of a man incanacitated bv social nressures, sensitive to but un-
able to deal with nersonal orjoblems save through ~oliteness anci the ~romise of
lwxury. - Melora (Katharine Bard), Swan's wife, frigid gueen an_d a model of social
noise, whose surface warmth, kindness to Daisy and others would seem to alléw

no kind of ugly or any vast at all, has been hga_rtbroken by Wéde Lewié and or;ce
tried to slash her wrists. In the midst of all this, Daisy's charac£ér t emoor-
arily becomes literally as well as publi_cly stripped. She acceots her transfor-
mation passively, falling in love with Wade, as her other futile acts of rebellion
with a2 blindness we might not expect of he;' were it not she so keenly needs to
believe in, have something in the otherwise baﬁm studio world.

Mulligan expressively cavtures this grotesque disparity--between Hollywood's
promise of romance and the fact--with unusual force. It is, .in fact, »Daisy's
natural Angel Beach life that is more romntically shot, and her Hollywood days
most orosaically, . 'anti-romantically' filmed., The .few exteriors of tre film,
the fewer naturalistically shot ones, are the scenes of Daisvy at home and on the
~beach with her mother, Here are 2loo the few tracking shots with Daisy in an
exterior—Daisy at home in her natural environment. Sick as the'Dealer., Daisy's
mother, may be, Daisy's rclationshiv to her is a healthy, affectionate one.
Mulligan abviously has fun nortraying the boyish hy'peractivi-ty of Daisy's body
at home. Her 'attack' on a boy who makes a pass at her towards the béginning
of the film, her blowing up of her house at the end and jauntﬂy walking away
~ from the burning remains, her over-eager attempt at suicide-—all stress Daisy's
essential, immovent and instinctual involvement with lifé, her incapacity to
enter the kind of life the Hollywood puvpets have, or leave life altogether.

The barrenness, imnotence behind the Hollywcod glamour is blatantly exvosed.
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At Daisy's first screen test the camera holds on a close-up of her after she

has-finisheéd her number; she gazes blankly into the cAmera, then around her,

not ‘know*ng what to do next. In one lavish musical number, Mulligan's-frames

take in the cameramen and technicians fol'owing Ddisy's antics, creating.the
svecial effects. At-.a 'coming-out' »arty thrown by Swan for Daisy, we see a
suave, slick impressive nromotional film of Daisy, warmly and naturally perform-
ing amid every live and anihated’spectacular Hollywood gimmick in the bdok, follow-
ed by her unsure, strained entrance to tke superficial pafty crowd, '

Shock value is given to vrobably the finest disparity-exnosufe sequence in
the last scerie we see of Daisy in the studio, during whicﬁ she has a nervous break-
down. The task is to record some thirty seconds of a song to be synchronized with
"the film image of Daisy shqt silent. Daisy and Swan with his sound engineers are
in separate sealed glass booths,'visible to both. Daisy has been greatly unset
by her mother's-recent death and tells the engineers che wants tb record without
any run—throughs."'Shé'doeén't do it well howe#er, and mustdo it ovef several times.
With wroeressively shorter shots, the camera cuts between four images. Daisy is
shown singing in the b~oth, her voice, the mly sound on the soundtrack getting
tenser and more frenetic as she reneats thé lyric overAand over. She is also seen
from outside the booth staring at the screen irage, the blaék and white film it-
self is seen, inciuding the countdown leader and Daisy's comic dance movemgnts,
and finally the booth with Swan and the engineers is viewed,---all thréé with si-
lent soundtracks. The accelerated cutting, shifts from sound to grotesque silent
images, ¢6lor to black and whife oﬁes, the constantiy varying camera ositions
(close, medium, angle shots) in treating any me of these four im&ges, nlus the
lighting ang compoéitioﬁ of the set and frames all contribﬁte to the‘heightened
sense of insecurity, tension that makes us symbafhize with Dggsy; makes us unmis-
takably aware of the intense isolation of each of the three centers of action of
the scene—Daisy in her booth, the screen image, Swan and his men in’their booth.

A second theme or element of the filia is the significance of the love rela-
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tionship for the major characters. Daisy's helpless draw fo Wade Lewis, as well
as Melo;'a's,_ has a strong. se;nse of inevitability to it. H'e is the closest s.,vmbol
of fr.'eedom, sympathy, independence from the system Daisy can i"ind, though he proves
‘to be a salse om;.. She flees with him from a premiere of one of her films and
the two get drunk on Wade's yacht. Wade jokingly éimulates an interview with "Am-
erica's favérite valentine", and Daisy mimics a handful of the charactem:.:tica. 117
coy Miss Valentine questions as she answcre his ouestions. Wade br::ngs out a rad-
.io announding the star arrivals at the oremiere and tosseé it into the water.

'The two iaugh as it diséppears. The film cuts to the vacht the following morningz
Daisy lying undréssed iﬁ bed, @éserted b her one-night lover.

Wade deceives her one more time, marrying her, éleeﬂing with her on their
wedding night in a cheao and isolated‘Arizona motel, then abandoning her. When
Daisy returns to Swan's home the following nig t, Melora oonfronts her'in'the gar-
den, drunk and hysterical, confessing her own lave for Wade, how_he had once aban-

. ¥
doned her too. The following morning, Swan himself, having wirnessed Melora's

sqéne and evidently'having been.drinking or slept little, though ﬁainfully lucid,
clarifies for Dais& his own fnhappy insight into the myth of Wade Lewis, Melora's
dqomed 4-'-*."a'a.’c,ua‘c,iori, his sense of guilt and helpleséness at being forced to sign
Wadé for another three victures in snite of his dislike of the man. The scene
is piayed with few cuté, ﬁolding on Swan, worn, disheveled looking.in the sunlight
and is ﬁoving.' The two, in sharing their unhaoniness, make éontact; Daisy.turns
to hiﬁ‘ins£inctively for affection. He befriends her for awhile, and their touch-
ing ra“nor£ is skillfﬁlly nortrayed. The insight Mulligan gets into these charac-
ters and their situation in these confrontation and breakdown scenes is brought
across through ver& vivid nerfofmances as well as a flexible camera sensitive to
the significance of following certain restless movements, rﬁmaiﬁing.static at others.
Mulligan's visual styie tends to be somewhat -~assive; 1its exnressiveness

involves what is ~ut in front of his camera more that the wav he ~~sitions or moves

it. There are imnressive excenti-ns as well. Extremelv effective use is made of
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significant gestur-~s. lhen Daisy confronts Wade months after he has first left

her, she is on a set in clown's make-up a d costume, he in dark glasses. Wade re-
moves his glasses, and in a single medium shot lasting about a half minute, he slow-
1y wipes most of the naint off her face, 'wipingaway the vast', as he tells her.
In spite of his awkward line, the action does thoroughly coﬁvey this for Daisy and
for us.. The same is true of Wade's throwing the radio in the water, Caisy's attemp-
ted suicide. Daisy scrawls imprecations rn walls when she's a sﬁar as well as when
she's the tomboy of Angel Beach. When she lies in bed near the end of the film,
after suffering her breakdown, she is visited by Melora, Wade and Swan. Melora,
ith hef characteristic insecure nrotectiveness; pseudo-warmth, blows Daisy a kiss
at the door as Ehe leaves. Wade, —aving an unexnected visit after his second de-
sertion, tans her head vith a yéllbw rose, 'their flower', thus 'festoring her to
life', as he tells her., We see Daisy's face in close-up as the rose rubs against
" her haif, her disgu§£ at Wade's immotence, his horrifyingly noor timing. Vhen Swan
returns: losing money by Daisy's refusal to return to work, blindly jealoué'at
Wade's return, he wrenches the covers of f Daisy, then forces a késs from her,
" One of Mulligan's adroit techniques in the film is the vnhysical relaticnship in
which Daisy is shown standing to éach of the other characters.

.In addition to these symbolicaactions, Mulligan uses véry evocative static-
shot imagery. The studio Daisy first comes to for her screen test is huge, nearly
'.dark, nearly empty; the barrenness of this world is quickly established. The dead
Dealer is discovered in bed by Daisy, her body covered with olaying cards, Melora
standing outside Daisy's sickroom, her back to the window, has a terrifying resem-
blance to an angel of death. At Daisy's second desertion by Wade at the motel,
Daisy is seen in a high shot, alone, surrounded, as it seems, by a limitless exmnase
of empty desert.

Ifony is tightly threaded into Mulligan's style. As Daisy comes to realize
Wade has left her at the motel, the camera follows, holds on her pained facial ex-
nressioné for some time, The study is interrunted by the o0ld lady manager enter-

ing the frame asking for her autogranh. She signs it as Myrna Loy and walks out
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into the desert. During Daisy's attemnt to commit suicide, her former nurse returns
to the house to agk for an autogranrh for her sister. One of the most exnressive
single. shots in the film has Swan on the soundtrack promoting Daisy before the
coming-out »arty, asking her who her favorite stars.are, The resmonse is 'Fred
Astaire and Myrna Loy. because they have a poise I have always desired.' The image
is of Melora, dimlv 1lit and dressed in black, straichtening herself in the mirr'grj.”

Mulligan's shortcomipgsl may, or may not disappear with age or crystalli‘ze into
a more conscious.and coheren” part of his style, but they do at vresent limit
"Daisy"s total achievement. His natural but uncontrolled sentimentality often
works counter to the film's general effect. What results is a frequent overolay-
ing of his effects, and an amount of zaniness for the sake of zaniness., The humor
in Daisy's attempted suicide, fine and immortant as the scene is in<the total con-
text of the film, is awkwardly cute, ‘tending to make Daisy taadelightfaiiy perverse
as execufed, The Dealer seems a left-over pet kookie from "Breakfast At Tiffany!s'.
Gavin.Lambert's script tends-to emphasize the cliches.of his novel.

There are times when the extremity of Daisy's nassiveness in.the Hollywood
crqwd also seems annoying, somewhat self-oitying. Whether it is a serious fault
is h#rder to tell; the film is, after all, "the story of what they diﬂ to a kid*"_
and Mulligan is more interested in what Daisv sees and goes through, largely through
‘her noint of view (the film begins and ends with Daisy narrating) than the detailed
psychological nature of her.marticivation, prowth in it, If Mh1ligan seems to re-
gard the glamour-factory world with én awe.undervéiuing Daisy's ~otential to.res-
pond, a viewnoint recalling and more befitting'his little girl Scout in "To Kill
A Mockingbird, " it is perhaps Mulligan's own versonality coming out., "Lave With
The Pr"oper Stranger" and "Baby, The Rain Must Fall," Mulligan's two other later
and somewhat similar films may validate this speculation.

Andrew Sarris wrote in the Spring 1963 issue of Film Culﬁure: "Mulligan's
direction on every occasion is ultimately too frivolqus to justify serious exnec-
tations that this competent technician will ever be anything more.,.(It) is un-

stressed, impersonal and uncommitted." Francois Truffaut, on the other hand, es-
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teems him highly among the newer distinctively stylized American directors. There

.are weaknesses but nlso marﬁr fine-virtues in "Inside Daisy Clov_or."_ Mulligan's
he;oine manages to fréé herself of the frustrated crowd of imge-oeapers in resist-
‘in‘g_ their machinery, that substitutes contracts and social conventions for person-
al relat o-nship's, and following her "simonle healthy instincts." If this seems sac-
charine,. pre&etermined optimism, we cannot deny Mulligan's accurate and effectively
expres'sed insights into a very chilled and tortured world. |

, ——Robert Edelstein

AR XN N *

V.. PYR
Iz Va:g ig (1931), Carl Dreyer attoupts to crecate an atAosphoro of horror

and othor-worldllnoss thrpugh a: serices of disjointed, ephcneral inages and
incidents in an an otherwisc routine story. His”technical proficiency is
presont as always: soro strikiné visual inages are croatod (such as the old
nan with the scythe, the weathercock, and the shndow—flguros); and the cditing
naintains an ecrie, 8low cadonce. Tho photography is oxcollont and atros—
pheric (osp001ally in the soft-focus scones in the woods), cach frane is a
couposition .in itself{\Tho dialoguo is superbly suited for the¢ atmosplheore: it
is very sparsce and holiow and bafoly discernible, like_echoes in a deserted
gaIlory.‘Droycr nounts his forces inpressively, but unfortunately ho %alls
'ghort:of'bringing off a victory, pnd the final result is slightly'oxasperating.
One major fault is that the plot is sinply too dull: lan goes to lonely
hotel., Mtan sces stranée things. Girl gots bit. Vampire takes it in the heart,
‘and overyone lives happily ovor after. This nundanencess is too antithotical
to chjer'a;ggsircd atnospherjc offect, which in itself is not poworful onough
to transcend fhomolot. Sone of the best of the flceting images appear and thon
drlft back down the silent halls frou which they caie, never tao reappoar. At
the snlc t;uo, souc of the dullest omes, such as long pans of unintoresting
roons and desks, are dwelt on too long. Tho only really good sustained inage
is that of the hero's imaginary fﬁnoral, seon fron within tho coffin, The other

o amanta an atnaanhars. hnt thoav ara not suf-—
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(played by Baron Nicolas de Gungburg), whose perpetual benunbed gaze emphat-
ically reflects the viewer's own enotions and bewilderncnt. However, when
all the other parts arc played with the sane apparent aimlessness, the effect
is nonotonous. This lack is nost seriously felt in the absence of a terrify-
ing villan. The chief vanpire, a doddering, infirmed old character, is rarely
seen, nuch less developed., One is forced to settle for her assistant - a
a scedy, coniical-looking doctor who ncver poses nuch of a threat. A convin-
cing force of malevolence, so desperately nccded to unify the inages, trans—
cend the plot, and heighten the cffect, is never developecd.

However, cven a great dircctor's least successful filns are worth secing,
because, like all artists, his nistokes arce often more revealing than his
successes, This is true of, for exanple, Orson Velles, who, though hc has never

natched the pinnacle of Citizen Kane, continues to fascinate and reveal hin-

self to the viewer with the shecer force of genius in his later so-called
"fajlures.," On the other hand, when o filn by Carl Dreyer, whose cold, kecn
observance and order and clarity are in direct opposition to Welles! grand-
iodity and flanboyance, fails, the result tccters dangerously close to bore-—

don. — llartin Rubin



