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Notes Froa the Editor

AU HASARD BALTASAR, shown at thc N.Y. Fila Pestiveal in
late Scptenber, is probebly Robert Bresson's grcatest film,
The picturc is a 'biography! of a donesticated donkcy,
Belthasar, in z snall French town. Through its focus on
the donkey, the filn cepturcs the history of & gcneration i
thce town. It opens on a closc shot of thc young donkcy, en
on a shot of the eged aninmal collepsing in a2 field, dying,
surround_by a flock of shcep herding. A scduction scene is
pleyed with the boy chasing the girl around Balthasey, and |
at cne point in thc filn, a party scenec, the canecra cuts to

reaction. shots of Balthasar as firecrackcrs arc thrown
outside. Though wc beconc very ouch involwed with the
hunen cheractcrs of the filn, we crc rarcly allowcd to forg:
Balthrsar's prcsence, and that of other aniiials in the filc,
The filn's sensc of Natural Process, biological cvolution,
which nen, in his self-indulgent, contrived ways, love and |
cruclty, often ncglects, but can necver fully escape, Dastery
or undcrstand has rarcly bcun as expressively, rcligiously |
portraycd in filn as hcre.

«..Also at the Festivel was an carly filn by Bcrnerdo
Bertolucci, THE GRIM REAPER. Its ciph-sis on tThe nariative
to express charactcers, its linitcd cdialogue is cxtrenely
cffective, and contrasts sharply with the nuch nore nenncrif
expository BEFORE THE REVOLUTION. Godard's tcnth end
clebenth filus, PIERROT LE FOU and MASCULINE, FEMININE ney |
share the clemn to being his nost c¢xciting and caturcd filss
to date. Milos Fornah's LOVES OF A BLONDE, the well
publicized Czechoslavaekian filn had intcroesting stuff in il
though was highly over-ratcd. It is at lcast 1lciss i
conicreial, ovious and tcechnically pretentioms than Lelouchk
A MAN AND A WOMAN. Rencir's LA CHIEIWE wes cenccllcd at
the last ninutc, lcaving thce Pestival with no true retro-
spective filns of intcrest ( in sad contrast to von Strohelh
THE WEDDING MARCH, Fcuillade's LES VAMPIRES, Bunucl's
L'AGE D'OR shown at previous N.Y. Fila Festivals). When
Welles' CHIMES AT MIDNIGHT will g.t a re¢leasc renains to O
S\.(.n.

..Godard is schecdulcd to speak ot U.C.L.A. and thc
University of Wisconsin whcerc hc ney bce showing LES
CARABINIERS, his one conpleted filo not yet shown in
the Unitcd States (excluding his two nost rccent filos).
..Nikolai Cherkassov, one of the grcat Russian acturs ?ﬂ,lf
star of Biscnstein's ALEXANDER NEVSKY end IVEN THE TERRI®
dicd in carly October.. Andrew Sarris' new book on
Josef von Stcrnberg is now availablce fron The Muscun 0
Art,
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GERTRUD

The stmangc carcer of Carl Dreycr's GERTRUD is well
known by now: on the one hand, the hostilc inconprehension
and insults from neny of the Paris critics (and New York
was little better) and the outrageous rcception by the
selcction conuittec for the Acadeny Awards foreign filn
category; on the other hend, the fcw (but increasingly more
nuhcrous$ critics who have callcd the film a very grcat
mastcrpicee. I find it pleasing, in a way, that one of
cinena's 1ost assured and sercne artists, and one whose career
dates well back into the silent pcriod, cen beconic the center
of such controversy. . . :

Pcrhaps Driycer's Yery old age is a wain ccuse of the wide
nisundcrstanding which GERTRUD has net. Fron a seventy-five
year old - ortist one cxpeccts, apparcntly, traditionalist,
classical works, hardly cxperiacatel oncs. And GERTRUD is
prcceiscly thet, in the diecpest scnsc of the often degraded
term: an experinental filo.,

Because thc film has hardly becn shown anywhcere, I had
better suunicrize its plot. Gertrud is a bcautiful, intel-
Acetual’'wonan narricd to a governucntel ainister. She has
recently token & lover, becousc she has becowe convinced
that her inportance to her husband is sccondary to that of
his position‘'cnd pronoticns. A third uwen arrives, a poet,
whose nistress she -was before her nmarriage; he begs her to
g-away with hin, since hc still loves hcer and considers
life ueaningless without her. ..The structural principle of
the plot is thercforc very siuples Gertrud (rather like
CentilPa in THE GOLDEN COACH) nust choosc betwcen these
thrce uen, whon she ncets end telks with in turn. Finally,
howcever, shc dccices that nonce loves her absolutely and
that thercforc none dcscrves her. She leaves then all and
goes to Paris to study. An cpilogue shows her years later,
still 2lonc but still cdedicated to her unrcolisable ideal
of absolute love, rcocy for death.

Nearly 211 the action in the filn takes the forn of
conversations, 2ost of then between Gertrud anc onc of the
nen. No filn, to my knowlcdgc, hes consisted so entirely
of scenes wherce the characters nercly talk to cach other.
The shots arc gcnerclly two-shots of grcat length.

Perhaps GER4RUD's nost daring triuaph is in dcaling a
dcath-blow to the ancicent, long-min2c 'usclcss silent filn
nentality. ZEven today, thirty-cight ycars into the period
of sound filis, therc arc still filagocrs and critics who
insist, rathcr ccspcerately, thet filus are a "visual nmediun, "
that the sound track is at best a neccessary evil, that the
best dislogue is nonc at 211, that silent filns are "purecr”
than sound filnis, etec., otc. Everycone cgrces, undoubtedly,



that filus are not litcrature; but, if so, therc is no logic
in condeuming dialoguce, sincc, oncc in a2 film, it is auto-
natically no longer litcrary but cincnatic. Godard, in
filuing COWTEHMPT, scid the sane thing: he would sinply filn
what was written in the book, sincc on the screen it would
nceessarily be different ond originel, "for if the cineaa
werc not first of 211 fila, it woulén't exist."

: After GERIRUD, becausc it gocs nuch farthcr theon eny
prcvious filn in the usc of cislogue, onc can no longer
soeck of the inege as being somehow nore "cinenatic" than
the tcxt. The problew is siuply one of finding thc propcr
belancc bctween inege end text, end Drcycr spceaks of the
process of "purificeotion" to which he subjected SBderberg's
play (and the plays froo which hc adepted certzain of his
eerlicr films), so that only thc "esscatiel" rccoins. Few
filos have been so absolutcly concentreoted on the esscnticl

2s GLK1RUD.

I reolize that in talking ¢f GERTRUD I have concentratcd
unfoirly on & ecsthetic probleis, os if Drgyur uadc the
filt: in ordcr to provc 2 pcint of thecory. He soys, "GERTRUD

8 o filn that I nedc with oy heart." iMcre of his coancnts
on GERTRUD, end om-his carlicr filns and films in gencrel,
Lgoy be féund in the intcrview with hio which oppecars in
Cohicrs du Cincne in English, Nuober 4.

—— Gary L. Davis
UCLA
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PIERROT LE FOU

T like nusic. Things that dice—- flowers--love..I
likc the prcesent because I have no tine to think.. What
I like is this thing that escapes me-- that I cen't control
in the present.. I don't know what goes on. It keeps ne
fron going nad."
—-from Charlotte's onocloguc in The Merried Wonan

PIERROT LE FOU is aterrifying ocysscy through the
nythical 'spontanecus' present that so nany of Goderd's
characters seck. This quest for the present is always in
the context of a socicty of strict nechanization and
confornity, 'its results nil or tragic. What is so haunting
and characteristic of Godard's treatnent of the thcoe is
the poctic lyricism the characters attein for a brief while,
the scening freedou in content, juxtaposed with the very
bleak view that society controls or cestroys thew in the
end, an overriding classical style. An inpulse, acted
upon, offers a brief, unequalled frecdon, but finishes
ultinately in tregedy — Patricia's call to the police in
Breathless, Odile's theft in Band of Qutsiders. The hope
flight fron society as an individual's alternative to
civilizetions' dccay, rendered hopeless by soue dcstiny,
is Godard's debt to Fritz Leng; thc horror Godard reaches
in PIERROT is that we night inaginc if Sylvia Sidnecy
turnedcegainst Henry Fonda in You Only Live Once.

The story, siuply deels with the flight of two lovers,
FPerdinand ( Jean Paul Beluwondo ) end Merianne ( Anna Karina )
upon discovering the corpsc of a nan murdered in their living
roorn. The filn recounts thecir adventures as they flee both
the law and the underworld along the Riviera. Karina, in
the end, betreys Ferdinend, leaving hiu for another nen.
Ferdinend catches up with her, kilis her, end killshinself.

Godard nakes use of an impressicnistic color and
widescrcen ( refercnces orc aacecto Renoir, the night lights
of Paris, Marianne's face cre out of Renoir peaintings ),
enphasizing dcep, rich colors rathcr than pastcls as in
Red Pescrt. There is souething very (isturbing in the use
of filters in the party scene, the woveuent of colored lights
on the widshield as Mariannc telks with Ferdinand in his
car. The vicwcr is confronted by the deep colors as if
nceting with a blinding, exaggerated rcality rather than a
nellowced one. Color end enotion scen to be discovered
ginultancously by the two fugitives; our awarcncss of the
inpossibility of their pernenecncc ic in their very over-
statenent, euotional rather than intclicctuzl ( the latter
technique morc rclavent to the color of Red Descrt, or the
the use of prinary colors in Contempt ).

The nusical 'numbers' , gones, use of anecdotes in
the filn work in thd strangec, dcceptively ronantic wey
they do in Band of Outsidcrs. Thesc devices would, by
convention, lightcn a filn, incrcesc its scnsc of frecdon,
spontancity; in PIERROT thcey arc uscc largely as couauents
on the incvitable disester the two nust weet. They are
ritual in tone ( 2s the burning of the car, Ferdinand's
painting his facc bluc beforce his suicide, Meriannc's
calling Perdinand Pierrot le fou, crazy Peter, throughout),




forcboding ( Sam Fullcr's speech in the party scene, the
brief sclf-absorbed nonologucs of the various gucsts in the
SoIle scquence.

In Alphaville, Natasha can cscape the robot-like
existence characteristic of Alpheville becausc the controls
wcre cxternel. Alpha 60 destroyed, much of the conuunity
dying off, therc rcmains hope for "those who love, those
who wcep." In PIERROT, Ferdinend and Marianae nmust die
because the controls, the novenent towards self-destruction
lic within thc indivicuals. Only in the outside appearances
would thcre secn to be frecdon.

~— Robcrt Edelstein



McCAREY'S DELIRIUM

"Leco MeCarey is onc of the few directors in Hollywood
who uncerstands humen beings" --Jean Renoir

If you've scen Harpo Marx snmashing a radio wvhich won't
stop pleying a John Phillip Sousa march at full voluue, or
Bing Crosby running at the last ninute to Ingrid Berguan
to T¢ll hcer she has tuberculosis, or Paul KNewmen swinging
in a drunken frenzy from o chencelier, you already know
wvhat the cinema of Leo McCarey is cbout: laughter and tears
rcised to the degree where they become blended in a coummon
insanity. McCarey has created his own frantic and bezutiful
universe and imposed it on players as individual as the
Marx brothers, W.C. Fields, Mae West, and Harold Lloyd.
Truffaut once defined hin as 99% slickness and 1% sincerity,
but it isn't that simple; it would be closer to the truth
to say that he is 100% slickness and 100% sincerity. He
is most true when he is most false, most moving when he is
most ridiculous. He is the man who has shown that farce
and soap opera partake of the same vision.

McCarey, at present one of the forgotten nen of the
Auericen cincne, will survive when Minnelli, Preainger,
Losey, Aldrich, Cukor, and meny other illustrious nanes
are footnotes. I am not choosing nemes at random. The
above-named have all introduced veluable idecs to the
01nema, have nade worthy and even great films, but McCarey
is beyond any thcory of mise-gn-scene; he is c1nema, and
leaves the thlnklng to those nmore gifted for it. His in-
telligence is not, as with Hawks or Ford, intuitive; it is
non-cxistent. His work is o delirium of emotion which hes
no need of enelysis or discrimination, sincce it is in direct
contect witly the pre-conscious substratum of the hunan nind.

He is also a great technician. To aoccuse hin, as Sarris
does, of not posscssing "e sophisticated visuzl style" is
the height of superficial thinking. The contrery can easily
be proved by rcferring to the incrcdible camera movement
with which Cary Grent swivels caround to rejoin Deborah Kerr
in the last scene of AN AFFAIR TO REMEMBER. When Serris
specks of "his incredibly ugly cross-cutting between one
slushily composed composition and acnother", he is apparently
asserting the superiority of Cukor or Minnelli. But since
when has it been the business of art to go casy on the eyes?
One of McCercy's strong points is that he is one of the uost
unpalatcble of directors. With A STAR IS BORN or SOME CAME
RUNNING, we cen resort to dissertations on subtlety of
nige-cn-sccne, but AN AFFAIR TO REMEMBER and RALLY 'ROUND

THE FLAG, BOYS! asscult us with a brutality that excludes .
gcsthetlc nicetics. I do not mecn to say thatiMcCorpyiis
crude, sinply that he is concerncd not with the contcnplation
of art by an artist, but with a brutel rc-crcation of the

universe.



This nay seem prcposterous. But I can affirn without

wishing to be provocative that McCarey is as brutal 2
dircctor as Fuller. He is, like Vidor, Borzege, and even
Fuller, a nenber of the Lawksian school, which is to say

a naster of audacity.

The films arc therc as proof, if anyone will bother to
sce them. Teke ONCE UPON A EONEY.OOWN, which welks the tight-
rope betwecn horror and hystericel laughter to produce one
of the nost disturbing filus cf the Forties. Only McCarcy
could have combined a conic docunentery of the Nazism with
o deeply noving farce involving the uneasy rclationship
betwecn Cary Grant and Ginger Rogers. :

Any of his films will do: DUCK SQOUP, not only the Marx
Brothers' best film but the nost dicbolicrl mechanisn, the
nost velid wer filn in the history of cineoga; THE AWFUL
TRUTH, along with BRINGIMNG Ur BABY the swiftest and cruellest
of the great Thirties comcdies; HAKE WAY FOR TOMORROW, which,
in addition to being "the soggicst tear-jerker of the Thirties
(Sarris), is thc only iaportent statenent on film about olé
2ge becausc it refuses to bc respectful; THE BELLS OF ST.
MARY'S, a poctic work which will have to weait for apprec-
iation until cveryone hes gotten over McCarcy's "liberal"
prcoccupations; and finelly the two culninating filas, AN .
AFFAIR TO RLME.BER end RALLY 'ROUNKD THL FLAG, BOYS!, the
ultinate sosp opera and the ultincte fearce, respectively.
The lesson of these last two filus is that AFFAIR is a tre-
nendously funny filn, end RALLY, a trcuendously noving one.
Not & niw lesson to those who uncerstend Hawks, but ticCercy
-applics it with his own special dcuoniac rhythn, his own
genius for the grotcsquec end the lyricel (the two here being

_ synonyuous) .

This is a mehifesto, not 2 critical study. The study will
have to wait until enough people have scen McCerey's films
for it to have sciie neening. The iaportent thing is to
‘track down'the pictures theusclves and look at theo with a
nind open and rcacy to be astonished by the cudacity of one
of the purest of 211 filu-nekcrs. '

—-—= Gecoffrey O'Brien



MODLSTY BLAISE AND JOSEPH LOSEY

Aftcr the initiel rcaction to the cxtrenc prettiness of
the filn, one's first thought sbout MODLSTY BLAISE is thet
it is not nercly differcnt from anything that Joscph Losey
has previously cone, but that it is o conplctec reversel.
After 211, the idca of Loscy coing the film version of
MODESTY BLAISL is one of & coizplete misuatch. First, thcre
is his nuch-publicized dislike of the Jauecs Bond filns.
There is also his declarcd respecet for huicen life and his
disgust with senseless killing, whether it be physical
(KING AND COUNTRY) or psychological (TEE DAMNED). The
ert thot Loscy sccas to prefer is baroque; in fact, his
style has been teriacd "aodern baroquc" by Penelope Huston.
Although Loscy is onong the best ond nost personcl dircctors
of the British cincue; his filons have tended to be rather
solid and not too experiaental or flashy.

Yet, here is MODESTY BLAISE: o pop-art, op-art, supcr--.
spy, coiic-strip fila., And upon a second viewing, one's
rcaction is thet this filn wey not be so different fron
Loscy's other works as first appcarances night indicatc.

Thenetically, Losey tends to be "sociclly conscious,"

. whilc at the sauc tine he is prcoccupied with perversions.
Souetines the pcrversion is incscapeble because of the
social situation, as in KInG AND COUs1RY. Often .
there is a choice betwecn & nerual relationship and a
perversc onc, but both thc pcrversion and the finel resol-
ution of the protagonist (alweys to thc perverse) arc dic-
tated by the social situation. This is cspceceiclly true

of THE SLRVANT and THE DAMNED. THE DAMNED contains four
illustrations of this re¢lationship: the pcrversion thet
Alexendcr Knox, in cherge of the governaent project, forces
upon thc racdioactive chilcren; the pcrversion thet socicty
forces upon the notorecyeclce geng; the perversions that cre
forccd upeon outsicers who coac into contact with the situ-
ation; and thc finel perversion thet Knox forces upon hin-
self. Thcre are plenty of pervers things in MODESTY
BLAISE (it begins with o wouen relating to a couputcer
rather than a2 nan); however, it scens cdifficult to

find ony social conuientery outside of the Johnson parody
delivered by Dirk Bogardc -- o sccuingly out-of-ploce
scquence, but one in which I bcelieve the clue to the
cntire filia, in rcletion to Lusey's thenes, can be found.

Loscy has chosen to fill the filn with the type of
op-art which has sc recently ciiergced end is so decidedly
of a certain school that its effect is to dcefinitely dete
the filn. The usc of the couic-strip and the super-spy
scrve thc senme function. Losey c.phasizes the conic-strip
aspect further by filoing alodst cntirely in couic—s?rlp
colors and conic-sirip Jachion; I «on't rcaeuber & single
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zoon, and therc cre very few pens. Whenever Loscy wishes

to enphasizc or create tension, thcre is a cut, the sene way
that a strip is forccd to develop tension. Also in keeping
with the conic-strip atnosphcre are the very abrupt cuts that
chenge localc, a technique which seened to confuse many
nenbers of the audience.

Loscy is not a "canp-follower", but he does recognize
that the neass nedi-. offer a picture of how the uenbers
of a socciety wish to view thcaselves. In naking MODESTY
BLAISE, he has, in effect, turned the nedia ogeinst then-
sclves in order to nake his comuent. It is the perversity
of this society's desires: a society that wishes to be
seen as Janes Bond, and that puts the super-hero in Viet-Nan -
that is what concerns Losey.

And so we find that the Johnson parody is not so
out-of-place at all. It is the nost perverted speech in
‘the cntire filn, both a reflection of the inhercent
pcrversions of society and the pcrversions which society
inposes -- upon itself and upcn others. It is appropriate
that it is delivered by the arch-crininal Gabriel (Dirk
Bogarde), who is the film's nost pcrverted character. After
this, all the other ingridients of the film fall into
plece: the art, the indifference of the characters to
perversion, the super-spy, the social inplicetions, the
technique, end so on. Thus, one of the film's biggest
weaknesses also becomes onc of its strengths: by neking
e £filn which is irrevocebly dated, Loscy has also fashioned
a work of art that comnnents upon itseclf and upon thenes
which trenscend their sociel and tenporal context.

--Terry Fox
Chiceago
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as cerltain so.etiocs very fanous Hollywocd dircctors do.

You know thet noral, cven bcefore the titles are off the

screcn., But cvin so, I fclt that I had hurt it & little

bit, and in this filn I delibcerately decided to present the
Angcls es-they arc, and to lct the audicnce neke this judge

nent. I an not tclling the eudicnce what to think.,” If they

look at it end decide, "Gee, thet's a wonderful life," end

. they went to go out and join Hell's Angels, that's their
:priyilege bccausc that's what they got out of the fila., If

they want to say, on the octher hend, "These are dirty people,

the ncw Nazis, and thcy ought to 211 be put in prison,” that's

their privilcge. I hopced in this onc that the audlcncc

+ would ackc thecir own decisions —— 2nd thet decision, on ny

pert, dictatcd the wey in which I nade the filn; and it
‘dictatcd, I think, the way in which I got thc bad rcvicws
fro. sonc Ancricen critics who did not uncderstand what it was.

Qucstion: Arc there any pleons to make THE INTRUDER nore
wicely eaveileble for vicwing?

Cornen: I den't know. The rclcasc of THE INTRUDER is one of
th¢ great shocks of my life. Despite all the reviews and
filn festivals, it's bech having a very bad tiuc. Itds gone
through two diffcront distribution coupanies, both of which
went benkrupt. It's with an cxploitation cozpeny now that's
selling it undcr the titlce of SLAME and trying to get sone
noncy in a rather lurid way. I decn't know what they're
deing. I know eventually it will go to telcvision under the
-originel nene, I think. ‘At thet tioc, you will have 16an
prints availeble.

Qucstion: The aorel situction in TLE WILD ANGELS scens
souewhat parallcl to thc situetion in MASQUE OF THL RED
DEATH where ncitHer the Christizns nor the Saten-worshippers
arc nccessarily saved.

Cornan: I woulcn't say thcrc was eny dircct perallel fron
MASQUE OF THE RLD DEATH to THI WILD ANGELS -- at least no
conscious porellul. What thcre is is aeybe o generel kind
of world vicw on .y part. SiLply thiss thet thc world is
treacndously coupl;x, ené that to sit back and ncke =
judgiient thet ‘this is gcod or that is bad is duch too easy,
with the cxccption of a fcew things such as nurdcr on one
sice and dcvoting your entire life to helping octher pecple
on thc¢ other side, in which case you cen sgy onc is goocd
anc the othcr bad. What is goocd ana what 1s bad becouc tre-
aendously aixcd up; and it's souctiaes-iapossible to. dcecice
which is which. ’

Question: Do you sce Blucs (rcter Fonda) and the Vincent
Price cherecters in the Poe filas in the senc light as
being part hcro end part villain?

Cornen: Therce is no dircet connecticon between the two. All
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INTERVIEW WITH ROGER CORNAIN

The following interview was teped at Twenticth Century Fox
Studios in Los Angeles whcre Rogcr Cornen was prepering
his ncxt filn, THE ST. VALENTINE'S DAY MASSACRE.

Question: The generally uncnthusiastic rcception of neny
of your rccent filoms by 4ncrican critics has becen contreasted
by quite a bit of enthusiesu in Europe. To what would you
attribute this? K B

2 - =g
Cornan:  Well, that's not totally carrcct, because.generally
Uy fil.is have bcen well-rcceived in the United States. What
happens is that I get good revicws aluost everywhere in the
Unikted Stetes, but I don't get great reviews. In other
words, how wy filns will be revicwed in the United States
(for instence the Poc pictures —- I don't think I've cver
got a bad review on eny of the Edgar Allen Poe picturcs in
the tradcs or in any of the New York pepcrs, to ny know-
ledge), the differcncec betwecen the revicws here and the
revicws in Europc: in the Unitcé Statcs, I was praiscd on
the basis of having nadc a good councrcial horror filo; in
Burope, the picture was praiscd on ertistic bases, and the
cuphasis shiftcd eway froo becing comuicrcial. As a natter
.of fact, ‘onme of the English critics, writing about ne, said,
‘"Roger Coruen has becoinc if not thce derling of the critics,
at:lehst- their mascot." It weo-priiislly *rue. I found
uyself, for a nunbcr of ycars, hardly cver getting 2 bad
r¢view —— both good here ond good in Burope, but better in
Europe ond morc recognition on ctn artistic basis than a
councrcial basis. As 2o aattcr of feact, it's only with ny
last filn that I startcd gectting attocked in tlhie -United
States -- anc for the first tiuc. As a natter of fact, it
was so long since I had becen attecked by a critic, I got
furious, because I was out of precticc at rcading bad reviews
of ny filns. And I got soue very bad oncs on THE WILD ANGELS.

Qucstion: In THE WILD ANGELS, was your alnost docuacentary
approach an attenpt to evoid what =0 uany pecople have called
"cheap Hollywood norelizing®?

Corman: Ycs, xactly that. I felt that I was guilty of it
nyself in e filn called THE INTRUDER which I did =bout
four years ago, which got negnificent reviews in thc Unitcd
States. The Ancricen critics coulén't have given ne better
rcvicws, encd the filn was a discppointoent at the box of-
fice. I olways tricc to figure out why. I saw the filmo a
couple of tiies a ycar or so latcer, cnd it sccued to ne
that possibly the unpopularity of *thc subject natter (zbout
the intcgrotion situation in the South) had something to

do with it. Particlly, I tricd to rrcoont uy wvoral situation
within the filu. Now I didn't do it anywhere near as auch
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there is is the fceling on uy pert that peoplc arc couplcx,
that people have the clcacnts of both good and bad with}n
thea, end, if enything, they nust usgke a choice. Souetincs
the chuice is i.possible; scuctioes the choice is difficult;
souetincs the choice is predeteruined -- so a choice is
rcally not a choicc. I think of a couple of lines froa ver-
ious pictures. Therc is the Hcavenly Blucs line at the end
cf THE WILD ANGELS, where he says,"There is nowhcre to go" —-
iacaning thet there are two checices, which are the squarc
world, as it were (Give up; get a job; shave; get a haircut),
or the hip world (Get on the "chopper" egain end head out
down the nountein). And he cannot accept eithcr choice.
Neither choice is good cnough for hiu, anl these are the only
two choices he kmows. When hce sgys, “Therc is no place to
890," that's his opinion of th-t choice. Whcrcas, at the end
of THE MASQUE OF %II'E R.L LDEATH, the Red Dcath ssid to Vincent
Price, "Evcry uen creatcs his own death; cvery nen creates
his own heaven end hell." Now, whet I ncant by that wes thet
that he crcatcs his own heaven anc hell on carth. Agein, you
have thc clenents of choicce, but very oftcn the choice is
confused; the choicce is difficult; or it is eluost inpossible
to nake thc choice.

Question: A few questions specificelly about THE WILD ANGELS.
Why do you inclucée the broadcast ebout Vict-Nan?

Cornen: I an very uuch sgesinst the wer in Viet Nen, for

on¢ thing. At the sone tioe, I cid not went to overtly
aoralize in that fili. I actuelly included two things there,
end I'.1 very happy ycu ucntioncc that bccause you are the
first person who has cver noticed that. I fult I really

hrsd souething in therc, but nobody ever noticed it.iv.Thcy are
on the boat, and she (Nancy Sinestre) turns away froo Blues, .
having gotten no satisfaction froo hio, and teckes a kind of
releasce . r rcfuge in the racio, which is what I think people
do. Co.wercialized populer entcrteinicnt is a kind of es-
cepe. She turns on the radio, ond thec first thing she gets
is a stury obout Ailerican successcs in Viet Nem. It scens

to ¢ that fur ycars and ycars and ycers, 211 we hear about
arc Ancricen successcs in Vict Naa. The obvious question
that cveryone .ust ask is that if we have won so nany bettles,
why is this war in this tiny little country still going on?
At any rate, that's in therc as 2 kind of conccpt of noneged
news, propegrnda, end e ccrtoin attituce of scocicty. She
flips the dicl, and she icicdiately coucs up with whet I

told the couposcr to writc as possibly the worst pop uusic
tune ¢ver written, with 2 totally phoney and cynical appcal
to God, with a rock-ond-rcll , hard guitar beat, and the
weiling tcenage singer. I really wanted to soy, here are

two aspeccts of Alerican life. I'oc not knocking Aucricen
life; I truly think this is still, for the ncxt year or two,
the best place tc live. But, ncvertheless, within it arc

the clenents of this inscone Vict Nen war and e2lso an incredible
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coancreializetion of religion in a totally cynical; and
I cquote the two.

Question: Would you couuent on the usc of nusic in the
orgy scene —- the hyons in the backgroundz

Corzen: Ageain, I siuply wantcd to be scucuhat ironic. I
an not trying to aake too .any points, and it would be a
Jdisteke to say that I an hitting for so.c trcicndous nonent
on every cut within the filn. But what I weas coing there,
I was aluost anusing uyself, at thc secie tine naking a kind
of a cornuient. Just es the rcligious nusic on the radio wes
counterpoint to the Viet Nan news imacciotely before, this
is the orgy in a church, and cgainst it there is church
ausic. Again, socicty is cepablc of both. I would believe
that sevcral of the pecople in that orgy who arc singing the
rcligious songs rcally i1ean it. Thet arc really deeply
religious at that noucnt. They aay be 2 little up on iaari-
juana, a little down cn liquor -- .conc thing or cnother is
working on their uinds -- but they arc probably feeling a
rcligious thing at that noucnt. And I think it's kind of
great that they do.

Qucstion: Did you iiprovisc auch during thcese sccenes?

Cornen: Yes. The church orgy workce out this woy. (I
hesitate to use the word orgy, but it's a kiné of orgy).

I knew in advance oy basic uoveicnts, and Zhen I iuprovised
and 2oved around these moveucnts. I uscd three cifferent
cancra styles in the church scquencce. At the beginiing at
thc church, cduring the funcrel scr.on, the caaera is con-
stantly .ioving, as if whilc the preachcr speaks, you cannot
rcally gct a bcat on anything. The canecre is constently
noving but neving cn e colly -- .1oving saoothly. Then, as
Blues chellengces the.prcacher, that is when you coze down
tc soucthing, and thc caicra stops. There arc dircet,
straight cuts back anc forth. Then when we go.-into the
orgy scenc, the cauecra sterts to unove again, but now it
noves in a hand-hcld way. Again, I caennot tutally explain
all the thoughts- that wcre in vy nind. But, it sccaed right
to i1e, and I think thcrc is & justificetion...thc constant
through a kind of ueaningless scroon that you caen't rcally
find any solid ground in. Then the arguacnt, which is very
solid, ver dircct. A straight casera for that. And then
the wilc breaking-out ovenent of the orgy and a hand-held
cancra, allowing you to perticipate in the orgy, in which

I had worked out in ecvence (end I work out very aouch in
advancc the :oveucnts of pcople and caicra) the basic
nove.icnts of Blucs, of Dianc Ledd (gish) -~ where they were
going end what thcy were going to do -- anc then, based upon
those, I inproviscd the Loveucnts of thc people around theo
os it sceued to work itsclf out cduring the shooting.

Question: Have you ever scer Kenncth Anger's filia on a
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si.ilar subject: SCOLLLIO RISING

Carizaa:  No,-I'vg ncver Sc.bn 1.

Qusticn: You heve becen quoted rccently as sayisg thct all
your filns in the futurc warld bc in color 2nd widc screen.

Wit erc the famnal rcasons far this?

Carizns I think th:t quote wes slightly incorrcct. The use
of wide scrccn docs not nean enything to ne one way ar the
othcr. I cen composc in Acadcay epcerturc, 1.85 aperture, or
wide screen. Diffcerent picturcs will requirce cifferent styles.
Vhet T wes norc intcrestceé in, in thet steotcuant, was th
poiént about color. I truly belicve thct the function & the
notion picturc ceomcra is to rceproduce thc world around

you, cithcer to rcprodux it in a naturelistic way, to show
you wht the rcal physical worlc 1s, or to show thc fentasy
world (such as in the Poc pictwres in ccrtain sequences)—-

a world of fantasy, a world of thé nind. No both these
warlds arc in color. The world around us is in calor; ana
vhen I think, or waen I drcan, I think or drcam in color.
At no time ¢o I functicn on o blxk and white lcevel, eond 1
¢o not think othcr pcople Co cithcr. I think, therefore,
to be truthful both to the rcal wrld and the worlc of the

nind, th e cancre nust photograph then, in color.

Qustion: What do you think of dialoguc E:errying actiun as
"opposcd to visuel ucens?

I an a definitc belicver in the fact thoat the cincnoa
I think cdialoguc nust bé there, but I try
to hold dialoguc to the ninipun. I think, csscntially, you

tcll your story through thc inage on filn. You then have to
aceent it with dialoguc, because aialogue can go deep'r inyo
dcening s svnctines theh the filn cen, and you nced the words
to give yourself an acded covicntary on what is going on.
But I prefer to wak on th ¢ basis of thce visugl first. Far
instamg, in THE WILD ANGELS, thcrc is very littkdinlgu .

Cornan:
is a visual ort.

Qusstion: Do you prcfcr to work with acthod acyors?

I wrk with .icthod actors, primarily. Tk tr=a 1n1ng

Coraen:
Norc

I hve had (which s nOt been cxtensive — I wish I hed
training in working with cctas) has been using ncethod
tcchnlquc. I prefcr to work in th ¢ stylc of the nethod,

had a kink of a bad naaél et onc tiuec. I do not think so

Say pco 1lc arc attacking the uethod any borc, bceruse they

have suddenly found out t ot cverybocdy is using it. Therc
ilsn't anyboCy lcfy to attack it, bicausc cveryune hg joinced

bhu group now.

Westion: Would you soy o fow words about the filn, you arc
Wrking on now, THE ST. VAL {TINE'S DAY MASSACRE.

which
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Cornen: TH. ST. VALLNTINE'S DAY 1ASSACRE will be shot, agein,
in a scoi-docuuentary style. I hesitate to use thce word
"full docuuentery," bccause as sogn as‘you arc cealing with
actors, you arc stepping away fron streight docu.entary., It
will be scui-docuucntary in that it will attcupt to be ex=-
trcaely accuratc and .show only thoseiscencs that we know
-actually tcok place, or which we can deCucc fron ccrtein
picces of evidence todk placc. We will try to show point by
paint how end why thc nessecre tiok place. Agein, I will try
not to do eny noralizing, onc, agein, the critics will probab-
ly atteck une as having no v1cwpo;nt in ther filnn, But I will
try once mbre to say that this..is what' happencd. Look ot it.
See what these pecople Cid. Scec how they actud. I nay explain
a littlelbit through the, d;aluguc why this toock place, and
then let the eucdicncc  cecide for thc_sclves if this has any
nceaning for them.

Questlon: -Your next fila for A.cricon-Intcrnationel will be
the LSD filn, THE TRIP.. Arc ycu going to try to visualize
the LSD.expcricnce as you dicd the X-ray eye cxpericnce in

X, ThE MAN WITH TiLE X-RAY EYES?

Cornan:.:.Yes. I hope to work -n severel levels there. iy
.own pcrscnel expecricnce on these levels is sonewhat linited.
I hope to-do four besic trips.: The use of the worc "trip* is
probably wrong in the first two. I hope to do scucthing to
show a littlc accentuation of rcality from narijusna. Then,
I will'idosoucthing to show g sligntly grcatcer accentuation

, of 'rcality for hashish. Then I will show 2 full LSD trip
that is good, and a full LSD trip that is bad -- & "hell trip."
Now, as soon as I say "a full LSD trip," I rcclize that I en
seying uorc then I can show, bcceusc there 'i's no way, in any
art forn, to:reproduce thc full experiencc.' I'll show what

I can of the visual aspccts of em LSD trip, knowing in ac-
vance that you can only show the tiniest porticn _f it.

Question: How will you rcscarch this?

Corna I took LSD oyself cnce, and I wilk base a good Geal
of .it on.my cxpericnce, having tzkon what nust Heve been a
rathcn 4#ld dose. That has given ne sone¢ inforuation and
so has telking with a lot of peoplc who hove teken 'LSD uaony
tiLics, Boagti.ics in nuch greater. quentitié¢s then I cid. So
tha one trip I cid take gives we e little perscnal rcference
and also enablcs &€ to telk wore intelligently wlth ana
'understanc othcr pgoplg who have teken it.

Quustlon' Would you couaaent on your vicw of the cincaa in
gencral. Are there any dircctors whoa you pergicularly
acnire?

Coruans- I think, im gencral, there arc worc coupetent end
goud dircetors in the United States than eny place elsc in
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the worlé. I do not think that there arc nay cirectors in
the Unitec States as bad as sonec of the dircctors in Europe,
fcr instence. At the sane tine, therce arc not nany directors
in the United States who are as good as the very fincst in * .
BEurope. For instance, I would put a few Italian édircctors
chead of eny Aucrican directors, knowing thet the Ancrican
dircctors, as a group, arc fer above the Itelien directors,
bcceusc they iiakce soiic of the rcally worst pictures you have
ever scen., Yet their best —- Fellini, Antonioni, De Sica ==~
I adnire their work nore than I do iost Ancricans.

Qucsticn: Of thc Aaericen cdirectors, whonr do you particularly
ad:iire?

Cornan: I think thcre is a school of the greatecst Aaerican
c¢irectors who have built up a body of work over the past
twenty or thirty years, who are very, very good. I would
put at thc core of thosc uircctors probebly Hitchcock and
John Ford, and Howard Hawks right behind then. I personally
would prcfer cither Hitchcock or Ford —-- aaybe Ford., I
think soue of the filns that Ford did in the Thirtics arc
just nagnificent. Ye¢t, at the sene ti.c, there is 2 kind of
hip filanic quelity that Hitchcock has, that, in a cdiffercnt
way, I acinire just as wuuch.

—-— Intcrvicew .by John H, Dorr



