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FOREWORD

Classical American cinema can be approached from
many perspectives: ideological, textual analysis,
genre study and that of auteurism and mise-en-
scéne, as advocated by the pioneers at Cahiers du
Cinéma, and later by Andrew Sarris, V.F. Perkins
and Robin Wood, among others. All of these critics
were passionate about examining how the auteurs
translated their ideas of cinema into their works. As
argued by André Bazin and Perkins in his seminal
book Film as Film, ‘cinema’ sets itself apart from
literature and other art forms with its unique
expression: a combination of cinematography
and the organization of filmic elements that forms
meaning through an emphasis on space, time, and
the relationship of everything on screen.

Bazin and the Cahiers du Cinéma critics, most of
whom went on to become master filmmakers of the
French New Wave, were indeed the first to champion
the artistic quality of Hollywood films in the Golden
Age, which they recognized as bearing personal
marks. Whilst Frangois Truffaut's interview with
Alfred Hitchcock is widely celebrated, he had also
wished to have written a book on Howard Hawks;
Eric Rohmer thought that one “can’t love deeply any
movie, if (the person) do not love deeply those of
Howard Hawks"; Jean-Luc Godard, who translated
his love for American crime film (in particular, an
iconic presence epitomized by Humphrey Bogart)
into his homage debut Breathless (1960), proclaimed,
“And the Cinema is Nicholas Ray". Jacques Rivette,
likewise, was enthusiastic about the works of Otto
Preminger, Fritz Lang, and Anthony Mann, among
others.

The auteurs are therefore directors who have a
strong sense of mise-en-scéne and those who, with
their mastery of it, conceive a meaningful world
beyond story and entertainment. The essence of

mise-en-scéne is not only, as is often considered,
the co-ordination of cinematic elements within
one single scene; it is also how the director brings
everything together in a unifying style to form an
organic whole. The director presents a message or
point of view without being visibly manipulative or
showy, leaving it for the viewer to interpret an intent
articulated through visual and aural elements that
are also blended into the reality of the fictional world.

An example: Perkins commended Otto Preminger’s
River of No Return (1954) as an exemplary work of
brilliant mise-en-scéne, citing the shot in which
Marilyn Monroe's Kay and her fiancé are rescued
from their raft - the camera lingers and pans to her
lost suitcase, which is floating away. Technically, this
single shot underlines Preminger's meaningful use
of CinemaScope in his storytelling; contextually, the
meaning of the shot can be easily overlooked, but will
be enriched when one connects it with other visual
elements throughout the film. Moments later, Kay
carefully packs away a pair of red high heel shoes -
the sole remnant of her past. Preminger’'s messages
and intent coalesce when we reach the very final
shot of the film: the same pair of shoes worn again
but now abandoned by Kay, thus completing her
departure from the past. The director uses the same
technique elsewhere with corresponding signs, such
as the shotgun whose significance varies under
different circumstances, and Kay's outfits, including
the on and off of Robert Mitchum's jacket...

What may seem casual or natural is indeed a
meticulous construction that forms a web of signs
and meanings - such is the ingenuity excelled by
most Hollywood auteurs of the Golden Age. It was
generally believed that a director's skill is most
refined when he can enrich a film’s meaning as well
as audience's emotional response while staying
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unobtrusive. Preminger said, “The ideal picture is a
picture where you don't notice the director, where
you never are aware that the director did anything
deliberately.”

For some industry conglomerates (especially the
studio heads and executive producers), cinema
represents entertainment, story, and a revenue-
driven commercial product. But for many creatives,
cinema is a forum for the personal expression of
ideas about the form, and the world. The opening
film of this programme, The Bad and the Beautiful
(1952) shall offer insights on what filmmaking stands
for creatives as it charts their energy and fervor,
which can transcend harsh realities. Also directed
by Vincente Minnelli is the closing film, The Band
Wagon (1953). Completely different in context and
mood, this renowned musical celebrates creative
labor and collaborative effort, and above all, depicts
an artist's ecstasy at his vision realized. Admired for
their distinctive design, Minnelli's sets and décors are
so reflective of the state of mind of his characters that
they are as narratively expressive as the characters
themselves.

The masters who honed their skills since the silent
film era like John Ford or Howard Hawks, or those
from a later generation like Jacques Tourneur, Ida
Lupino and Minnelli, hardly ever regarded themselves
as artists. This feels like a reflection of the modesty
or reticence of their time, or even, a rhetoric through
which they forge a persona that could fly under the
radar of the studio heads.

The works of the six auteurs presented in this program
not only exemplify the excellence of Hollywood
filmmaking, but also embody personal visions that
push and redefine boundaries. It was an extremely
challenging task to limit the selection for each director
to two or three films, but the films in their respective
pairings should illuminate each other, and, when seen
together, offer new insights on the directors and their
films.

My heartfelt thanks to Mr Chris Fujiwara, whose
intelligent studies on Preminger, Tourneur, and
classical American cinema have been more than
an inspiration, and who, amid his busy schedule,
contributed a short essay film along with an insightful
essay, both of which offer enlightening perspectives
to connect all the films in the programme; | am also
deeply honored to have him as a guest speaker for a
seminar and two post-screening talks. My gratitude
also extends to all the friends and organizations who
provide generous assistance along the way.

Curator: Kiki Fung
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AMERICAN CINEMA:

SPACE AND MOVEMENT  ciws rupwara

What is called the classical American cinema
can be seen as an industry, as a set of narrative
conventions, or as a reflection of political
conflicts and cultural change. It can also be
seen as the expression of individual artists.
Usually the dominant artistic function on a film
is considered to be that of the director, who is
charged with overseeing and coordinating all
the effects in a film so that they form a coherent
whole. The fact that directors who fulfill this
function with distinction are still often called
“auteurs”"—the French word for authors—is
evidence of the continuing importance of the
movement in the late-1940s-1950s French
criticism that understood the best Hollywood
films to be personal works, rather than
commercial products.

The six directors who are represented in this
series all work with strong conceptions of
space and movement. John Ford's dynamic and
complex vision makes the screen into a network
of criss-crossing movements across time
and space. The young couple (John Agar and
Shirley Temple) in Fort Apache (1948) are seen
from the point of view of their elders—the point
of view of the past. Running throughout the film,
this point of view opposes the forward thrust of
time, expressing Ford's rejection of the ideology
of progress. In The Searchers (1956), one of
the greatest of all films that narrate the loss of
paradise, there is no restoration and no unity.
Instead, the framing of John Wayne against
a limitless landscape in Ford's famous shot of
an open doorway denotes the inevitability of
homelessness. Instinctively, Ford aligns himself
with rebels, outsiders, the isolated, alienated,
and dispossessed.

The movement of the neglected masterwork Cheyenne
Autumn (1964) is, again, toward the past: the past home
of the Cheyenne, the most dispossessed of all Ford's
characters. A comic sequence in Dodge City, privileged
site of Western myth, shows two fabled heroes (Doc
Holliday and Wyatt Earp, played by Arthur Kennedy
and James Stewart) who have voluntarily withdrawn
from history. All the other characters are struggling with
questions of nation, ideology, and racial identity. Ford's
epic detachment is ideal for showing the processes of
history-making and legend-making at work.

The heroes of Howard Hawks's films are in constant
tension with their environment. Cary Grant's newspaper
editor in His Girl Friday (1940) and Humphrey Bogart's
private detective in The Big Sleep (1946) are both men
who master their worlds, but their mastery must be
tested and reasserted through a series of spiraling
improvizations in which they demonstrate the personal
qualities that make them worthy of our interest. These
two deeply pleasurable films both end on a note that
is less one of unmitigated triumph and more like an
uneasy truce with reality, a brief respite before the
characters go on to face the next challenge that awaits
them.

Hawks's art lies in the heightening of the
value of space. Places such as a murder
victim's bungalow and a casino parking
lot in The Big Sleep or the press room of a
public building in His Girl Friday become
sites of concealment and revelation that
expand or contract to accommodate the
action. Hawks's visual style, so unadorned
it can be mistaken for workman-like
understatement, actually results from a
process of concentration, simplification and
intensification through which what emerges
on screen is the convergence of characters
within a tautly defined space that is almost
purely abstract and that tingles with electric
tension.
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Like that of Hawks, the space in Vincente
Minnelli's films is a space of self-proving.
For Minnelli's characters, this task involves a
commitment to fantasy or art, a commitment
that must be renewed by willing oneself out of
one's routine existence and into a heightened
time and space such as that of Hollywood
filmmaking (The Bad and the Beautiful, 1952) or
Broadway musical theater (The Band Wagon,
1953). Fantasy overtakes and transforms reality,
so that to commit to it in the virtual world is also
to actualize it in the real one.

Minnelli's films present the audience with ideal
versions of themselves. His artist characters stand
for all people everywhere who are “artists” only
in being the performers of their own lives. Each
Minnelli film charts a process in which, as James
Naremore writes, “the boundaries between the
private and the public, between play and work,
have become ambiguous.” In The Bad and
the Beautiful, Lana Turner's car is at once an
enclosure for the private release of traumatic
emotion and a film-studio set that is open to the
camera and whose artificiality is embraced by the
director. “The world is a stage... of entertainment,”
the characters of The Band Wagon assert, in a
hallucinatory affirmation of the Minnellian fusion
of art and life.

In Otto Preminger’s films, the camera becomes
a relentless pressure on the protagonists, as it
follows them through spaces whose surfaces,
designed to mirror their pretensions, bear
inscrutable witness to their passions and
upheavals. Preminger is one of the directors
who pursue to the furthest the idea of a film as

a continuous movement. “If it were possible,
I would do the whole of the film in one shot,”
he once said. He follows his characters'
journeys of entrapment and release with a
neutral gaze that is alternately sweeping and
incisive.

Laura (1944), Preminger’'s career breakthrough
and an enduring classic, is a murder mystery
that slowly morphs into a spiraling arabesque
on the theme of romantic obsession.
Smothered in an atmosphere of elite depravity,
the characters seem at all times about to
crack up or spring on one another. Preminger
transforms the love triangle of Daisy Kenyon
(1947) into a stringent and touching analysis
of three people in search of redemption. In
River of No Return (1954), Preminger's first
encounter with CinemaScope, he uses the
wide screen to expand the time and space
around the characters and to heighten the
sense that the narrative is carrying them along
in a continuous flow.

Jacques Tourneur's films open up gaps,
enigmatic contradictions, and gray zones,
places where the visible comes into contact
with the invisible. In Out of the Past (1947),
Robert Mitchum's private detective allows
himself to be lured outside his professional
function into an realm of
freedom, only to be drawn back into the

world he sought to escape. In Night of

imaginary

the Demon (1957), an arrogant rationalist
(Dana Andrews) enters an unfamiliar and
disquieting space that is constantly blurring
and slipping into a parallel world alongside it.

Flourishing in the most seemingly generic
of regions, the American cinema of crime,
and adventure, Tourneur’'s work
interrogates the meaning of action and the

terror,

conditions of external appearance. Tourneur
expands the limits of genre through his care
with rhythm and tonality. The pace of Out of
the Past and Night of the Demon is neither
slow nor fast, but double. One pace is that of
the characters as they struggle to avoid their
own destruction. The other pace is that of
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the film as an aesthetic whole, immersed in the poetic detachment of the director.
The scenes in which these two paces separate (the séance in Night of the Demon,
for example, or the lovers' rendezvous in the woods in Out of the Past) are the
privileged moments that define the brooding intensity of Tourneur's films.

The hero of Ida Lupino’'s The Bigamist (1953)
is a salesman (Edmond O’'Brien) who, during
extended business trips in Los Angeles, leads
a solitary, inconspicuous existence. The low-
budget film uses its visual limitations in a fresh
and uncompromising way, so that choices of
the distance of the camera to the characters
and of the characters to one another take on
unexpected gravity. Lupino’s sympathy for her
characters' sadness and vulnerability enables
her to achieve an unheralded masterpiece of
“film gris"—a term introduced by filmmaker
Thom Andersen to designate a distinctive
group of subversive explorations of American
society in the late 1940s and early 1950s.

In Lupino’'s The Hitch-Hiker (1953), through
their encounter with a psychopath, two friends
on a fishing trip are forced to confront their own
dependence on each other and on the strangers
with whom their paths cross randomly during
their voyage through Mexico. Much of the
tension of the film arises from a basic fact of
cinematic staging: if two characters are sitting
in the front of a car, they will usually both face
front. The difficulty of communicating under
the watchful eye of the hitch-hiker makes the
sudden achievements of communication into
small epiphanies: the quick insert of a man
bumping his friend's leg with his own in a silent
signal; Frank Lovejoy overcome by emotion as
he embraces a shopkeeper's little daughter.

In different genres and narrative contexts,
Ford, Hawks, Minnelli, Preminger, Tourneur,
and Lupino are all concerned with expressing
fundamental problems of human life in terms
of the shifting relationship among characters,
camera, and environment. Their films are
among the highest achievements of American
cinema.
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Chris Fujiwara has written and edited several books
on cinema, including Jacques Tourneur: The Cinema of
Nightfall; The World and Its Double: The Life and Work
of Otto Preminger; and Jerry Lewis. He was the editor of
Undercurrent, the film-criticism magazine of FIPRESCI
(International Federation of Film Critics) and a film
critic for the Boston Phoenix, and he has contributed to
numerous multi-author books, journals, and newspapers.
He has lectured on film at Tokyo University, Yale
University, Edinburgh Napier University, Rhode Island
School of Design, Temple University, and elsewhere.
Formerly Artistic Director of Edinburgh International Film
Festival, he has also developed film programs for other
institutions and has organized and mentored numerous
workshops on film criticism and film programming.
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*FRAEHBESE SPECIALLY PRODUCED FOR THIS PROGRAM

At W E R X HERNMAIMNTE M

ESSAY FILM: INNER AND OUTER SPACES IN AMERICAN FILM

v

LAETERY (CRIEEANE ) FIIRERIAY (IEREE) ) 261 - 15512 v BIERR CLICKTO WATCH v
MR RFERRZENES) - FHEESENUERATERIMNEZE

8% | BEEER
RAI%IE A ERERIBAIRAE o

DIRECTOR |CHRIS FUJIWARA

2022 10MIN HEEHH PEYFE
IN ENGLISH WITH CHINESE
AND ENGLISH SUBTITLES

This short video essay looks at how American film directors use
interior and exterior spaces to portray the relationship between
people and the environment. Particular attention is paid to
the interplay between gesture and space in John Ford's Fort
Apache and Ida Lupino’s The Hitch-Hiker.

* R RTREH9 B 25 H YRR LR
* This essay film will also be shown at the seminar
on 25 September

FORT APACHE v

REEEA12/9 (EREE) ~ 24/9 ({BERILUE ) MEHEE

WFFE25/9 (HEELE ) MEREXS - FBEORIRSE24H « £208HE33E ©

Chris Fujiwara is a speaker of the post-screening talks of Out of the Past on 12/9 and Daisy Kenyon on 24/9, and
the seminar following the screening of The Big Sleep on 25/9. See P. 24, P. 20 and P. 33 for details.
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+J()HN F()RD 5 +

1894-1973

EALHEMEBETNEE » BRE2EH « 185
ALRERYEEEE ; ASUEHIEEHFERAZRIES « #
REREEZEFZIEE  HHFEREHENS
i - HASEEENRR > RESZSEEENER - B
SN EEEREERISE © kRIRERARER
BRIHE ; BBESTTL ' I ESEBERNE
B HEANEREHEE  dEEZMNERSE
& o (BEEERYFRERIER - SIESARE
BARILARRES - E—(EEEARUES - £ (ERE
8€) ( The Man Who Shot Liberty Valance, 1962 )
B URE (BEEREH ) HRBESS TEF.) NE
1BEIIEE © (Bt AR N FERRIEEREIRRES 8
SREIEFIER - EiEftateEt (81?2 ) — BEiafE
ZigEE FIIFREFEREIRRIREE © thR—EEX
MEBERNENR @ BLEHHEEEREARBARN
L o HEENL > REIE S EESSANEE O B
A5 |EEEERELRE o

BEigEBRREE]  (FEIEENEEE hHENTE
% » GRS EES - HISASNIRERIMFLR
KRISMREISEZ R - FEERENFRES TESF. - 55

B o (BEREXANFXIGZ > AR LERIRAESED
ASAEERERYEENIREE » tBER S EFRMAFIEZER o
ERRIRE S EEEAIMEBEE : (REFZ) (How
Green Was My Valley, 1941) BISAARNEEE »
SRS SRS BRIV ER R IS R B BT » d65

RIMAARBRE—S » (B IERIEREER » RS
5k « MARMRIER « i EENSEEES ' 8%
BEE S o (BA2Z1E) (The Grapes of Wrath,
1940 ) {5 » BIBIREIFRRRAIBERE - RIBIRSEEARAEE
TREEEIMERERR » IBEEEIHIEEES - RN\
EMIRIS - ELTiatEA 5. (grace notes)

(B E—BEmE ) BEZ > 2aNLLRYEE(EE)
A IFREHIEEHRIETE » AEHSRHIIER
EFHEZER] - Eig 0 EAREA o

B (fIERAL) ( Stagecoach, 1939) #E » BigfEACE
RSB GERTER R —EEIR N EIEZR HRIIRTE
SSEIBEIT © 513FEIETIE - B - B « A2 HithRYRES
Rz Bt - AR REEER N ERISATTERNEME
RO%EEY > {SEIRE (L - BER_EEFESREaE
BRI > 2% TE8EAEH. (superwestern) :
Elrgii= 1’Ef%xﬁﬁ=h‘f%ﬁ'u ' AR CHEESSS
Hozeny ¢ 28 - i HE VBE R BUA C SiER L
[HE T ] rE*EﬁTT*EBHﬁH’F% 1 o BE
ROERZS > IRYFRME (FiESinE ) ( Fort Apache,
1948) - (k&) (The Searchers, 1956) + (&
EBkeEEE ) ( Cheyenne Autumn, 1964 ) RYYIAES 5
=ERERGMCSRESRIERIEHE » T RAERIEE
HEER(FEREEERBERRIREE ©
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A towering figure in American cinema, John Ford's
epitomized elegance, narrative brilliance, and visual
splendor. His humanism encompasses a faith in equality
and justice, celebration of family values and communal
unity, respectforthose whofight or sacrifice for something
larger-than-life, or rebel against an oppressive force, and
sympathy for the underdog. Growing up in a multi-ethnic
neighborhood in Portland as a first-generation Irish-
American, the consciousness of being an immigrant
(and an lIrishman) and a harmonious experience of
cultural diversity would inspire his sympathy for the
dispossessed, a desire for inclusiveness, and a political
view that leans towards liberalism and socialism. But
the man and his works are vast, complex, and at times
contradictory that it would be reductive to identify him
with one single ideology. As evident in The Man Who
Shot Liberty Valance (1962), Ford is critical, or at least
cynical, about how ‘legends’ are fabricated and sustained
for political purposes, but he himself is nonetheless
fascinated with using historical events to fashion his
legends and myths, and contrasting various, or even
opposing, ideologies and moods, sometimes letting
them collide in the very same film. Such is the work of a
great artist, whose mystery and ambiguity constitute a
legacy that will forever encourage dialogue and inspire
interpretation.

Passionate about art since his childhood, Ford has a
genius's eye for composition, his ingenious framing often
establishes meaning and relationships in a concise and
unobtrusive manner. The quintessential Ford moments
are, however, not simply the vast horizons, the stunning
vistas of men emerging from picturesque landscapes, or
virtuoso tracking shots of cavalrymen in action, but also
the precious quiet moments that carry emotional, rather
than narrative, timbre - those that the maestro himself
refers to as “grace notes". See, for example, two great
films about the working class: in the wedding party at
the beginning of How Green Was My Valley (1941), on
first meeting, not a single word is exchanged between
Angharad (Maureen O’'Hara) and the Preacher (Walter
Pidgeon); yet in the course of a few seconds within a
single shot, we sense them falling in love, through the
camera'’s gentle dolly in and their regard for each other.
Towards the end of The Grapes of Wrath (1940), after
Tom (Henry Fonda) bids farewell to Ma, the camera
lingers with a long shot of Ma alone in the dark, and stays
with her until she turns away, sitting down, denoting a

poignancy beyond words - Ford is not only a director of
action, but also, if not more so, a poet of great subtlety.

From Stagecoach (1939) onward, Ford made a total of
seven Westerns in Monument Valley, a location that,
with its scenic beauty and geographical significance,
inspires deep contemplation of memory, history,
and the
environment - a matter of ultimate importance to the

relationship between humanity and its

Native Americans. The Western, as the most long
standing and representative genre in American cinema,
has endured stages of transformation and evolution.
In discussing the trend of post-Second World War
Westerns, André Bazin coined the term ‘superwestern’,
arguing that a superwestern “would be ashamed to
be just itself, and looks for some additional interest to
justify its existence - an aesthetic, sociological, moral,
psychological, political, or erotic interest”, and these

|"

films are often “intellectual” in that they require “the
spectator to reflect before he can admire”. It is in this
sense (or that of the “revisionist Western"”) that we can
approach Fort Apache (1948), The Searchers (1956),
and Cheyenne Autumn (1964). Ford obviously grew
increasingly ambitious in revisiting a genre that in some
ways defined him, and in many ways was defined by
him; in fact, he spent much of his career searching for
meaningful ways to subvert the Western. In these three
films in particular, Ford's sophisticated examination of
the troubled relationship between white Americans and
Native Americans is most distinct.

CHEYENNE AUTUMN

<

5961 138M ©
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FORT APACHE

{RBl SCREENWRITER
FRANK S. NUGENT

+1948+
EREESETORESERSEREY (B8)
Best Director and Best Cinematography (B&W),
Locarno Film Festival

BEENEZERERZEFAZHGHEE
FEEFR REARS  MEEZEMESE
BaEe LRSS (B5) EEEPRItHna (Z
FUT5E ) ROBEIE - FEHME R A FEARBR T HREE - B2
HE REBERAERERUSEARA a2t
HBEARE  ERRERE LR - GE ik
RiCRBANRNTESRRZz— (REEMHE)

ERRESHEXER TR  HELRIENERE

RS (MARRAN) 2 BR0SHE ¥ MER. 2
18RRI AR (S ERETE (ERERE) BEE) 5 &
ARNERZIEFIRET S ERIEEELS  EEER
St PIERERER O B R AV RE 2 RERET » BERIA
H@%  EREREROERIERREES —E
SAHTRBENRIEBFEIFRE  HEFIBFEE
BUiEA 'R ERITINEE ARG

INSAT————> 7:30PM
EHEEREREEYR
CINEMA, HONG KONG FILM ARCHIVE

+ P RN AN

RE: —HWINKER R

%82 CINEMATOGRAPHER i@ CAST 1948 (£[H USA EH B&W
ARCHIE STOUT JOHN WAYNE 128MIN DCP
HENRY FONDA HIEHA hEXFE
SHIRLEY TEMPLE IN ENGLISH WITH CHINESE
PEDRO ARMENDARIZ AND ENGLISH SUBTITLES

The first major post-war Hollywood Western to portray Native

Americans with sympathy and in a positive light, Fort Apache centres
around the conflict between Captain York (John Wayne) and the
new commanding officer Owen Thursday (Henry Fonda, a fictional
version of Armstrong Custer), whose condescending attitude will
doom his cavalrymen. Critical of the rigid inhumanity of authority,
Ford's rebellious spirit is countered with an affectionate, if also
mischievous, portrayal of the cavalry community (a surrogate for a
family). Even more importantly, he was ambivalent about legitimizing
‘legend’ into ‘fact’ (an awareness explored later in The Man Who
Shot Liberty Valance). On top of these Ford's favorite and recurring
themes, Fort Apache is also notable for his sensitive portrayal of
women, in that he sympathetically interrogates their role in a world
driven by ambition and wrought by conquerors. An abstraction of
space and time in the ending evokes simultaneously an optimism
and a deep sense of irony, inspiring Jean-Marie Straub to regard
Ford as “the most Brechtian of all filmmakers, because he shows
things that make people think..."
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THE SEARCHERS —— BE&

TP LRiBZEFRNERLZ—  BRImERIFE
T EgEEEREMERNAG | 2R
ENHEERE - BB HIRSIAEE > FI5REE
RIRRAE—RE - FIREERR—RIEBEXE
FRERRF » ROZHREIBERRIERFERN
ELEE (RIERNE) - RRERAFRSER
X - BIAH (GRESME ) REINE - EE
GigHiEcAEEMS maEE - WHIRMT
SEAINSR  NENEEBE - KELEERR
THEZREROX - i« A BREBIRIEZIEE
ALz ke - R A2 > ZEIEE R R
EixfRit 2 I8 - (BIEREEIR R RIKARER -
(1%E) gRGRIM BRERERRRF
RIFFFEENBABEERZED  BARE
SUMECFIVERELR - caIEE—&R
AZEE L - BREEREANDERIER  t
AR R IEENEESREE  —REEXR
BiiiFem - EFBEREIE—5 © JIEREIARY
ERTEBABZ ©

ERMMEEEERRE | SEEIBEE MBS L Bk | BFEEH
POST-SCREENING SEMINAR IN CANTONESE
WITH KIKI FUNG, DR DEREK LAM, LAU YAM

y

INSAT————> 2:30PM
EEEVEEEXR
CINEMA, HONG KONG FILM ARCHIVE

HSUN——— 7:25PM
K11 ART HOUSE

{RE] SCREENWRITER
FRANK S. NUGENT

{8 CINEMATOGRAPHER
WINTON C. HOCH

One of the most debated films in the history of cinema, The Searchers
also features John Ford’s most complex and impenetrable character,
Ethan Edwards (John Wayne). An embodiment of paradoxes, Ethan
is a family man and a self-exile, countering dedicated tenderness
with ruthless hatred - a considerate gentleman and a conflicted
warrior. Consumed with anger and despair over the massacre
of his brother's family by a Comanche tribe, Ethan embarks on a
labyrinthine five-year search for his niece, Debbie (Natalie Wood).
Teaming up again with Fort Apache screenwriter Frank S. Nugent,
and returning to his favorite location - the iconic Monument Valley
as a backdrop against Ethan’s disquieting odyssey, Ford contrasts
America’'s troubled relationship with its own past, and the new
demons rising to prominence in the contemporary wake of a vital
Civil Rights milestone: the prohibition of segregation in public
schools and buses. This epic drama of painterly beauty reaches deep
into American landscape, racial anxieties, and complex masculinity,
offering a new take on the Western that subverts the cliched heroics
frequently trotted out in the genre. A great work of art in its own right,
this is Ford's prime achievement, eschewing simplified judgment for
a rich tapestry of ambiguity and contradiction.

+2012+
(TRERES ) SH FEAREBRETU
#7, The 100 Greatest Films of All Time, Sight and Sound

j®B CAST 1956 [ USA %26 COLOR
JOHN WAYNE 119MIN DCP

JEFFREY HUNTER HEEHA hENFR

VERA MILES IN ENGLISH WITH CHINESE
WARD BOND AND ENGLISH SUBTITLES

NATALIE WOOD
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CHEYENNE AUTUMN —+ saHiliqq

£iEEs SRRt — IR EERETUR LB
—&B FEt RO RERRERAEZISIEELIR
+ B EE B RIHIAYEHIE » Super Panavision 70 $558
THRSEE  SIBRNRELE itz BERFEL - MiRE
BESREHRRAENR  EREASZHEB BT R HTR
HS(EER  REHMARBN  ABOHELELTEHER
MERTAVBmYLE ; ERINE (ZFREE) SmiBR S
E7EHREE RS Z R EIFN AR Z 8 o SRRV E SIS+
BA—EMERNEFHRES  GEFWEFRES (4L
siEl ) e REREREE  BEiEE RTEI R TRR
— AEEEREEARE  SAEREEAENLT - Biaktie
B RERESEEEREATEABRORIES
FBRIZE > (BB ) AUALFEAETE » AIR B KSR AT
B 13RI 2 ERERR S BERENEIS S B
KZ8B{E -

ERBRER | SREBIER | BIEES
POST-SCREENING TALK IN CANTONESE BY LAU YAM

NSAT———> 2:30PM
CINEMA, HONG KONG FILM ARCHIVE

© WBEI 1965

"%l SCREENWRITER
JAMES R. WEBB

35mm print courtesy of Lowell Peterson, ASC

{#82 CINEMATOGRAPHER
WILLIAM H. CLOTHIER

“My sympathy is all with the Indians”, Ford's last Western
once again has historical influences, determined now to tell
the Indian side of the story. Distraught from ill treatment,
and embittered at the broken promises of the American
government, the Cheyenne leave their reservation and
embark on a long and harsh journey back to their ancestral
homeland. While his orders are to capture and return them
to their reservation, the sympathetic Captain Thomas
Archer (Richard Widmark) yearns for a reconciliation.
Against the backdrop of Monument Valley, and filmed
in Super Panavision 70, Ford evokes the deep pathos of
the suffering, hunger, and desperation of the Cheyenne.
The film's solemnity is not countered but ingeniously
underlined by a burlesque Dodge City sequence: using the
legendary figures of Wyatt Earp (James Stewart) and Doc
Holliday, Ford stages a farcical mockery of mob mentality
and parodies the clichés of the Western itself. His vision in
casting non-professional native American actors to play
the principal ethnic roles was sadly tampered by Warner
Brothers, but the masterwork stands as a magnificent
testimony to his transcending ambition - as Joseph McBride
argues, Cheyenne Autumn is “a mournful, meditative, and
poetic work of art”.

@8 CAST 1964 Z£[E USA #& COLOR
RICHARD WIDMARK 154MIN 35MM

CARROLL BAKER HEEHR hHEFE

KARL MALDEN IN ENGLISH WITH CHINESE
SAL MINEO AND ENGLISH SUBTITLES
JAMES STEWART
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+OTTO PREMINGER S[EiRifkHAAN +

1905-1986

EEEMBBNMNRHAREEER ) HEIRIEEE
2 AVERO RIS o ERIRI—1F > B
BIKETZEENGSF (Max Reinhardt) BiE » F2ERK
BEihFIEZEISEE » e RiEERIENNIEESR
EREAMMKKAINNESIN - kAZERRNRERE
ZUBN RGO KETZ— ©

F|ARIAE — ISR - 1B - FERIRBEERAR
HIEAER ) LIREEFI—#AE © IS5t B SRR
SRR URTEE - XIARBESERISIREIR & S1F
SRIRRBAIR » BUETRRAAMBANNS SRR AAYEE -
fbEB IR « REES - BLEXHERENS
EHRE  #ERSAMEaEY  BREEEE

B 'TENRALSHAEERNE - §F LIE - b
HERENTKE @ (BBaRHE « EXREESEE, - BiNE
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(Z2E =) (The Court-Martial of Billy Mitchell,
1955) » (PkEIMZ) (Anatomy of a Murder,1959 )
B (WIERZE) (Advise and Consent,1962) o

TZRRE ERRAMEBINAIES, - HHIERIZRE : it
AR EET AN RSZINES » SEkEE
#1953 &1y (BE%kfEE) ( The Moon is Blue)

ESFIEEEBNBRTET (88A) (The
Man with the Golden Arm, 1955 ) & { Bk ImE ) LA
5E  aBRSFEEMEESHD - EMIBINERFRIE
[RERIES © tRAFMERGRAR FRITSREE ' 2
BEAMSHIER B2, ZARNSE & BEaEE
+EFZ—RIHIESER ( Dalton Trumbo) 1£ (&
E %) ( Exodus, 1960 ) #REl » IENE TEEBE,
& %R o

HIRRARAOZER © (FBIEA)Y (Laura, 1944) (I&EFEL
#8) (Daisy Kenyon,1947) B {A3Is=%) ( Riverof
No Return, 1954 ) skaFrILAREEREREE A EEER
BRRIRARR > BEEFEREFEUREEFA
BAZE : BIMENEEERIEEmAE REB RN
BREZUTRZRE > (KIIRE) BEEBFESE
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FEENAEEXRAE  MIEEXEMR  IERESA
BHiTemBEREAITE » FHEREMRIRNR
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Given his father was a prominent legal figure in Austria,
Otto Preminger studied law at his father's wish, although
his true passion lay in the arts. Like Ernst Lubitsch, the
mentorship of the great theater master, Max Reinhardt,
would have an enduring influence on him. Before
becoming a distinguished master in Hollywood, the
talented young Preminger was a renowned theater
director in his home country.

His familiarity with law and court procedure would have
a formative influence: the nature of the trial - the drama
of human passions subjected to coolly rational, objective
examination and the procedural aspects of a system -
embodied the fundamental tensions between civilization
and the unconscious of Freud's time and society, a
relationship that might have translated into the auteur’'s
celebrated “objective”,
cinematic style that favors deep focus, uninterrupted

neutral” mise-en-scéne and a

long takes, and a moving camera emphasizing “a
network of relationships, an architecture of connections”
(Jacques Rivette) emblematic of a totality - rather than
any singular, subjective viewpoint - to which the director
with his impartial and detached outlook was predisposed.
Preminger's works “emphasize pragmatism but gravitate
toward irony, doubt, and enigma.” (Chris Fujiwara)

This reached an apotheosis in The Court-Martial of Billy
Mitchell (1955), Anatomy of a Murder (1959), and Advise
and Consent (1962), although it is already fully evident
in Laura (1944), a film noir of dark, perverse, romantic
obsessions that unfolds dispassionately; however, as
an investigation, its climactic destruction of a common
mechanical device to reveal the hidden murder weapon
points to primal impulses that science - however
advanced - fails to contain.

LAURA

Indeed, Preminger’s fascination with humanbehaviorthat
is circumscribed by society’s laws led him to repeatedly
challenge the Production Code Administration and
push industry boundaries with his ground-breaking
depiction of such taboo topics as sexuality, drugs and
race relations in works like Anatomy of a Murder, The
Man with the Golden Arm (1955) and Exodus (1960), the
latter for which he became the first filmmaker to publicly
announced and credited a blacklisted filmmaker, the
virtuoso screenwriter Dalton Trumbo, thus putting an
end to the blacklist.

Divorce proceedings likewise provide a framework for
the relationship tensions of Daisy Kenyon (1947) to be
articulated until the emotional excess can no longer be
contained, and spills over in a car accident. Form-wise, Bazin
regards River of No Return (1954) as a milestone in mise-
en-scéne for CinemaScope (a format in which the director
excelled), and the film remains an important stepping-stone
in the development of Preminger’s visual style.

Laura, Daisy Kenyon and River of No Return also
collectively Preminger's subversion of

conformity. Though often appreciated in relation to

represent

their respective so-called genres (film noir, melodrama,
Western), these films resist simple categorization in
their true essence as the characters’ negotiation with
and within their environment. Whilst Laura subverts
the cliché of the “femme fatale” - and along with River
of No Return and Daisy Kenyon offers a chilling critique
of male obsession and a predilection to the construction
of women images - the sense of entrapment and desire
for independence are so strong in Daisy Kenyon that
it could be regarded, arguably, as the personification
of Preminger's own relentless vision to breakthrough,
politically and aesthetically.

DAISY KENYON
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{RB) SCREENWRITERS 882 CINEMATOGRAPHER j®E8 CAST 1944 £ USA BH B&W

JAY DRATLER JOSEPH LASHELLE GENE TIERNEY 88MIN DCP

SAMUEL HOFFENSTEIN DANA ANDREWS EEHA hEFE

ELIZABETH REINHARDT CLIFTON WEBB IN ENGLISH WITH CHINESE
VINCENT PRICE AND ENGLISH SUBTITLES

LAURA +&BfNEA

HERGEREA (2R ) AT 7 SERIEIR THMERL, FBREE  AERENERER (AER
HiE ) BEIRTHEA @ (EEUBEHEMA (FEXIER ) 5|IAABEE A AERISHZER - |2
FESELNEGE  SERNER  REXRRA—E/N\TERE - EERHIBNETXREF
MNEZ(FmBEIRREERIRH » TRESARFARSUBANRLEER 5 OIE - BB EaERELL

Ik o K RIRLINENE—EEIERERSS | RAFLINERAIEEENE - FEFBAXKIGEFERENE
BEESFEXESESE  HEERERSZ » MRS ERE TR - M —RSEAS
FRUCRAE -

+1945 + Who killed the beautiful Laura Hunt (Gene Tierney)? Preminger’s film

RE-RSRIERERY (BH) noir more than satisfies as a murder mystery, but remains a classic for
Best Cinematography (B&W), . . . s - . .

The Academy Award its treatment of obsessive desire within a sophisticated setting tinged

with the perverse. Preminger knew well the milieu of New York's upper-
crust high society, and insisted that Laura’s sophisticated patron-lover

12 —MON———>3PM X _ _
A N — e played by the effete Clifton Webb, whose closeted homosexuality
CINEMA, HONG KONG FILM ARCHIVE - along with that of actors Vincent Price and Judith Anderson - lend
the film an intriguing subtext that counters the heterosexual attraction
1/ ANSAT———>3PM between Dana Andrews and Gene Tierney. The critical and popular
10« arTHouse success of Laura vindicated Preminger against Fox head, Daryl F.

R | EEERAE | BEESE

Zanuck, who had initially confined Preminger to producing duties, and
POST-SCREENING TALK IN CANTONESE BY SAM HO

clashed with him over both the film's ending and the casting of Webb.
Eventually, however, Zanuck relented on all counts, and Preminger had
his way, accomplishing his first definitive Hollywood success.



HOLLYWOOD AUTEURS: IDEAS OF CINEMA ‘

DAISY KENYON + TaiithiE

IEEENE N RRRE  ELR R ESE - NERMmENESRAEL FEBaNCIEENS (BERHE)
REBZRESFZASHEERS (ZREIE) N=AF — RS EERMBINZ R  EMEFEN 18/ME - BLiEE 8
SHRERAFIRER RENASE N ELEET BRI - thFTaE RIS ELZ SRS ARNsEEREB
FEARNE  —RIBAEEEGARIRBIRFER—ELERNFAEZR  EAEXTE T HRREHNAA ER(LiEE
i BARRASREEEREEFR KAESHEZFANEEERBCHNZEFEIERE ) BRERRIRE  BkEEEHIE
BN EEHAIANRERE ) RAR—IBE5N LAZERIBIEFTAIIEE  tAEBINZ B KM B EEK S LHRFLIS -

Commercial artist, Daisy Kenyon (Joan Crawford) finds herself torn between a cocky
married attorney Dan (Dana Andrews) and an unstable war veteran Peter (Henry
Fonda), agonized by her choice, and unable to make a decision. The romantic triangle
at the heart of Daisy Kenyon is typical of the woman'’s films popular at the time,
although Preminger found himself battling Production Code censors as would be
the case throughout his career when they objected to the film's depiction of marital
infidelity, its reference to sexual activity, and scenes involving alcohol consumption.
As always, Preminger’s mise-en-scene intrigues: a long take in the opening showing
Dan taking charge of Daisy’s domestic appliances in her apartment already defines
the film’s tension in spatial terms: a man’s will to control versus a woman'’s desire for
self-expression; the camera movement continues to underline the various pushes
and pulls throughout the film, as Chris Fujiwara argues, that it “create space, to open
the film and the characters to a wider world...... to find ways other than dramatic action
to express the characters’ dilemmas and decisions.’

24 NSAT———> 7:30PM
A ESEYEEERYE

CINEMA, HONG KONG FILM ARCHIVE

SRR | EERRIRELT | HEER
POST-SCREENING TALK IN ENGLISH BY
CHRIS FUJIWARA

#REl SCREENWRITER 82 CINEMATOGRAPHER i®E CAST 1947 (] USA EBH B&W
DAVID HERTZ LEON SHAMROY JOAN CRAWFORD 99MIN 35MM
DANA ANDREWS EEHA BXFE
HENRY FONDA IN ENGLISH

35mm print courtesy of Park Circus WITH ENGLISH SUBTITLES
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{%%] SCREENWRITER {f%2 CINEMATOGRAPHER j®E CAST 1954 Z£E USA & COLOR
FRANK FENTON JOSEPH LASHELLE ROBERT MITCHUM 91MIN DCP

MARILYN MONROE HEHA BNFE

RORY CALHOUN IN ENGLISH

WITH ENGLISH SUBTITLES

RIVER OF NO RETURN —+ AilHRE&

EERHEINE SR EGESIEREER R & ISTEERANSHRIEEEERX | BRTE AR
FHEERETRAERRS - WREEEIEE ' FAVNREREROERE—SEE+hiEE  BEE
HEE . THEFSRERRERTRALFRFIEIRAEEESS) - ELRRERESEOR
EB1E  IHMBEINEZIBIRFIES ERENAEB » —%HE "dumb blonde, & - RIEREAYEE
MEXESBEHER - SEMBOEERL - FERKIEXSEHMERZIEETFIREK (BICK
iH) o FERICEIMARREEBIRRLIE - FIENERARS T—HEOEE, ARRISTRLGER
B BETRITHIEXTUES | GESETEEEISH BRGNS - {ETERERE - B2
IRtAMRERINE A RIS BIERER » IR BT EART RIERTR « RISHTRTR © FEHNRIRERESA
FRANER » FPEEFEHORERFSER

In the Wild West, a widower (Robert Mitchum) recently released from

prison reconnects with his young son when their horse is stolen by a 23 hr RF 8PM
SR ELENEEYR
CINEMA, HONG KONG FILM ARCHIVE

gambler who leaves the pair with his fiancé, a saloon singer (Marilyn
Monroe). To claim what they have lost, the indifferent widower and
the compassionate singer must work together to cross the “river of
no return”. Fox intended the film to be the studio's CinemaScope
extravaganza, Preminger, however, was not drawn to spectacle for its
own sake, preferring to use the widescreen format to hone his style that
favors long takes, highlighting a sense of smooth flow and positioning
characters in the same screen to articulate relationships organically.
His thoughtful use is praised over the years by V. F. Perkins and André
Bazin, who declared it at the time as the “only one film in CinemaScope
that added anything of importance to the mise-en-scéne.” True to his
non-conforming fashion, Preminger pictures Monroe in a refreshingly
human role, defying the “dumb blonde” cliché; this is most evident in
the marvelous saloon singing sequence towards the end, where the
subtle camera movement towards and away from the star expresses
a chilling critique on the male gaze, contrasting the beautiful with the
disturbing as a biting commentary on her (fated) stardom.
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There appear to be two dimensions in the cinema of
Jacques Tourneur: behind our material, sensible world
lurks a dark, mysterious, and inexplicable universe,
and Tourneur's characters often find themselves in the
liminal space between the two. Along the way, they
wander, search, and sometimes get consumed... such
walks allow Tourneur to build his cinematic space.

Born in France, Tourneur worked for his father, the great
director Maurice Tourneur, as an assistant director
and editor, before moving on to become a director in
Hollywood following a brief career in France. Softly-
spoken, modest, and rather quiet, his cinema somewhat
reflects his character. By toning down the performance
and voice of his actors, Tourneur achieved a more truthful
and naturalistic representation that corresponds to the
distinctive feature of his cinema: understatement. His
preoccupation with mood, space, and lighting, forms a
sensitive and dream-like universe that intoxicates, while
presenting a poetic (rather than cynical) perception of
the world.

Just as Jorge Luis Borges believed in fantasies and
colliding universes, Tourneur's genuine belief in the
supernature sets his horror films apart. The three
B-movies he collaborated on with novelist-producer Val
Lewton (who is thought to be one of the inspirations
of Robert Mitchum's Jonathan Shields character in
Vincente Minnelli's The Bad and the Beautiful, 1952, also

OUT OF THE PAST

showing in this program): Cat People (1942), | Walked
with a Zombie (1943) and The Leopard Man (1943) are
not only horror classics, but also unique works that
are fascinated with the superpower, the unknown, the
unexplained, and the ambiguous; for what interested the
director was not ‘horror’, but ‘fear’.

To regard his films only in terms of genre would be
reductive. Out of the Past (1947) and Night of the
Demon (1957), for example, immediately surpass their
relative ‘genre’ via Tourneur's distinctive aesthetic and
world view. Beyond that, his conceptualisation of the
two contrasting female characters in Out of the Past,
emphasizing the humanity in Ann and the fragility of
Kathie, marks a distinctive departure from the “femme
fatale” cliché (also evident in the noirs of Otto Preminger
and Howard Hawks). In Night of the Demon, the
sophisticated, parallel take on the psychologist and the
devil worshiper - where the former as the protagonist is
not without his foibles, and the latter as the antagonist
has a sympathetic human side - evidences the humanism
of Tourneur.

NIGHT OF THE DEMON
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DANIEL MAINWARING NICHOLAS MUSURACA ROBERT MITCHUM 97MIN 35MM
(AKA GEOFFREY HOMES) JANE GREER HEEHRA RN FE

KIRK DOUGLAS IN ENGLISH WITH CHINESE
35mm print courtesy of the British Film Institute VIRGINIA HUSTON AND ENGLISH SUBTITLES
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Widely recognized as one of the most accomplished film noirs, Out of the Past exemplifies Jacques
Tourneur's romanticism and poetic beauty; its subtlety and complexity, allusions to the cosmic,
along with the humanity Tourneur infuses in the two women, mark it a mesmerizing work of
fatalism way above the genre. In a drive to confront his past, former private investigator Jeff (Robert
Mitchum) recounts to girlfriend, Ann (Virginia Huston), memories of the life he left behind: falling
passionately in love with Kathie (Jane Greer), the woman he is supposed to find for gangster kingpin,
Whit (Kirk Douglas), their naive plan to lay low is interrupted by a series of lies and betrayals that
end with Kathie's abrupt departure. When the past comes knocking, Jeff finds himself navigating
an even darker scheme of murder and intrigue, while confronting his mixed feelings for Kathie.
Mitchum'’s melancholic demeanor and Greer's ambiguous sensuality intersect in Tourneur’s web
of corresponding signs and gestures; together they live out the director’s recurring theme of man'’s
inexplicable and perhaps unconscious attraction to dark and mysterious, albeit dangerous, forces.
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NIGHT OF THE DEMON + »FT_E&=

AKA CURSE OF THE DEMON
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Not your usual horror film about good versus evil, the most refined of

Jacques Tourneur’s horror classic Night of the Demon - an extension
of his three great works with Val Lewton - concerns the cinematic

2 HSUN——— 7PM
1 () K11 ARTHOUSE

expression of fear and ambiguity. Famed scholar John Holden (Dana

Andrews) travels to the UK to attend a conference about paranormal

psychology, during which he intends to expose Dr Karswell's Satanic

cult. A parchment with runic symbols secretly passed on to him by

Karswell, however, becomes his death curse. A sceptic about Satanism,

Holden finds his conviction to science and logic challenged after a

series of encounters that blur the line between imagination and reality.

Tourneur's masterful mise-en-scéne and his considered depiction of

sound and space form a chilling existence for Holden and his companion,

with an unsettling effect that represents pure suspense and masterful

cinema. Tourneur's sophisticated intent even survived the final cut after

the producer’'s notorious addition of schlocky FX shots of the demon.
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One of the very few female directors working in
Hollywood in the Golden Age, Ida Lupino is a pioneer
like her predecessor Dorothy Arzner, apart from being a
shining star triumphing with her iconic deep husky voice
and composed demeanor in such great works as They
Drive by Night (1940), High Sierra (1941), The Man | Love
(1947), and On Dangerous Ground (1952). Her strong will
was already apparent while under contract at Warner
Brothers: she negotiated a deal that would allow her to
take up freelance work, and would often turn down roles
that she deemed diminishing.

Lupino’s directorial works, on the other hand, exude a
deep compassion for the harsh reality faced by many,
especially young females. In 1949, at the peak of her acting
career, she set up production company The Filmakers
with her then husband, Collier Young, and began making
low-budget, socially-conscious films. While Young co-
wrote and produced most of the six films co-written and
directed by his partner (whose seventh and final film was
made much later in 1966), Lupino turned her camera on
marginal subjects and characters generally overlooked
in mainstream cinema. If the studios were interested in
formulating imaginary, sometimes seductive narratives
larger-than-life characters, Lupino
concerned with the immediate reality, which she filmed

about is more

with a documentary-spirit, and a sensitivity for the space,
the people, and their environment.

THE BIGAMIST

A dancer who's promising career is interrupted by polio
(a story that mirrors Lupino’s own experience), an unwed
pregnant girl, a lady who has to cope with the trauma
from sexual assault, a talented tennis player whose
life is manipulated by her mother and agent: Lupino's
characters are none other than modest people who long
for a simple, peaceful life, but whose paths to happiness
are interrupted by circumstance, by the cobweb of
entanglement surrounding their existence, or by the dark
aggression of others. And so, her protagonists are forced
to respond, sometimes in an emotionally violent way.
The sense of urgency in Lupino’s cinema is easily on par
with the likes of Nicholas Ray or Samuel Fuller.

By the time The Hitch-Hiker (1953) and The Bigamist
(1953) premiered, Lupino and Young were already
separated, but the creative collaboration prevailed;
in fact, these two last works at The Filmakers are the
crystallization of her compassion for human beings
whose dreams have crashed. Through them, Lupino
examines the human condition and the dark shadow
of modern existence from an ever more sophisticated
perspective.

THE HITCH-HIKER
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{RE] SCREENWRITERS
COLLIER YOUNG
IDA LUPINO

Lauded as the only classical Hollywood film noir directed by a woman,

The Hitch-Hiker could at any moment be a road movie, a Western, or a
psychological thriller - its greatness lies above genre. Based on a true
headline story, and featuring a small, but all-male cast, and achieved
despite Ida Lupino's relentless battle with the Production Code
Administration, the film follows a serial hitch-hiker killer's abduction of
two fishing buddies, whose leisure trip turns into a nightmarish struggle
in the harsh and deserted landscape in rural Mexico. Devoid of the
kind of violence or sensationalism often exploited in a tabloid story,
Lupino’s thoughtful realization of unpredictable danger in an unfamiliar
countryside echoes the hidden insecurities of modern life. Far above
true crime fiction, The Hitch-Hiker is also a parable about the unnerving
undercurrents in capitalist society, and an outcry over toxic masculinity
and its intrinsic power structure.

%22 CINEMATOGRAPHER j{#8 CAST 1953 Z£[E USA 28 B&W
NICHOLAS MUSURACA EDMOND O’BRIEN 71MIN DCP
FRANK LOVEJOY BIEERAIFEHA BEXFERE
WILLIAM TALMAN IN ENGLISH AND SPANISH

WITH ENGLISH SUBTITLES
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IDA LUPINO EEHA PENFE
EDMUND GWENN IN ENGLISH WITH CHINESE
35mm print courtesy of the UCLA Film & Television Archive EDMOND O’BRIEN AND ENGLISH SUBTITLES
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In this tragic love triangle that results in bigamy, perhaps no one
9/ S{;jﬁ;ﬁ 3PM person’s repressed feelings override those of the others. For travelling
1 CINE::,/ HONG KON FILM ARCHIVE salesman Harry, each Los Angeles business trip only evokes deeper
feelings of alienation. His wife, Eve buries her regret about infertility
y ES[;N ﬁ 3PM under her obsession with all-consuming work, oblivious of how it drives
10 ﬁiﬁ: fﬁfiﬁ?ﬂm ARCHIVE the couple further apart. While Chinese restaurant waitress, Phyllis has
I | BERE | BEES known and feared love, her connection with Harry over shared longing
POST-SCREENING TALK IN CANTONESE
BY BYRAN CHANG and loneliness is immediate and powerful, and through which, revives

a deep passion in their lives. How does Harry maintain this double life?
Ida Lupino's expressive use of space, light, shadow, and appearance,
speak volumes, and her profoundly humane take on this entanglement
also crystallizes the middle-class crisis in urban America.
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An exemplary filmmaker of classical American cinema,
Howard Hawks's distinctiveness is apparent: his work
embodies the very essence of cinema. Expressing a
stylization disguised with deceptive directness, Hawks's
films impress with a sharp sense of storytelling and
fascinating fluidity, thoroughly enjoyable without drawing
attention to his deft mise-en-scéne, “the smooth, orderly
succession of shots has a rhythm like the pulsing of
blood, and the whole film is like a beautiful body, kept
alive by deep, resilient breathing.” (Jacques Rivette). His
consummate cinema earned deep respect from other
notable French New Wave pioneers including Francois
Truffaut, Eric Rohmer and Jean-Luc Godard.

Since his first silent feature film in 1926, Hawks had more
than forty films to his credit. From screwball comedies,
Westerns, gangster films, and film noirs to musicals,
he excelled in virtually every conceivable genre. His
straightforward style achieved sheer efficiency and
artistry through a masterly control over every aspect;
acting as his own producer, and collaborating closely
with his screenwriters (among whom is such literary
giant as William Faulkner), Hawks turned out works
that are lauded for intricate structuring and enthralling
rhythm. Most remarkably, he worked magic with actors,
especially with their looks, gestures and demeanor.
Lauren Bacall's lighting a cigarette in her very first

HIS GIRL FRIDAY

appearance in her debut, To Have and Have Not (1944),
for example, immediately registered her as a screen
icon; the same can be said about Jack Buetel's entrance
in The Outlaw (1943), among many others. Hawks is a
genius in encouraging his actors to reinvent themselves
and interact with each other, conjuring up such dynamic
vibration that fills the screen with endless engrossing
moments. Humphrey Bogart, Cary Grant, Rosalind
Russell and Katharine Hepburn, among others, all refined
their essential personae under his direction.

Beyond beguiling stories, his films play around social and
genre conventions, quietly subverting those narratives
to present his worldview and commentaries on gender,
culture, identity and even myths. Like his heroes who
always pride themselves on their professionalism, Hawks
demonstrated a “pragmatic intelligence,” (Rivette) being
able to retain great autonomy under the constraints of the
studio system and the Production Code Administration.
Hailed by André Bazin as one of the first and best American
auteur directors, Hawks remains a versatile and influential
artist who yielded great crops of outstanding cinema.

“The only difference between comedy and tragedy is the
point of view,"” said Hawks. Unsurprisingly, one senses a
dark undertone in His Girl Friday (1940); and finds cheeky
humor in The Big Sleep (1946), such must be Hawks's
secret recipe.

THE BIG SLEEP
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HIS GIRL FRIDAY
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A fresh spin on the screwball comedy, His Girl Friday draws a

contrast between the battle of the sexes and political corruption, as
Hawks takes the genre to an elevated level of romantic complications
interwoven with bracing social critique. Starring Cary Grant as an
egotistical chief editor, the newsroom drama evolves around his
scheme to get the top story, while keeping his ex-wife-cum-star
reporter, played by Rosalind Russell, from quitting and getting
married. Taking her last assignment to get the scoop on an escaped
murderer, the wisecracking journalist finds ways to manipulate him
in return. Witty and wickedly funny, Hawks's innovative remake of
The Front Page breaks ground with rapid-fire, overlapping dialogue,
and a breakneck pace that heightens every aspect of its humor. His
inspired idea of turning the ace reporter into a woman epitomizes
the Hawks-ian theme of sex and role reversal, casting a seductive
ridicule on the frenetic, male-dominated ethos of the press.

"5 SCREENWRITER
CHARLES LEDERER

%82 CINEMATOGRAPHER
JOSEPH WALKER

B CAST

CARY GRANT
ROSALIND RUSSELL
RALPH BELLAMY
GENE LOCKHART

1940 ZH USA BH B&W
92MIN DCP

HEEHA hEXFE

IN ENGLISH WITH CHINESE
AND ENGLISH SUBTITLES
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#RE] SCREENWRITERS {82 CINEMATOGRAPHER
WILLIAM FAULKNER SIDNEY HICKOX

LEIGH BRACKETT

JULES FURTHMAN

35mm print courtesy of the UCLA Film & Television Archive

j#®E8 CAST 1946 Z£E| USA BH B&W
HUMPHREY BOGART 116MIN 35MM

LAUREN BACALL HEEEHR PENFE

JOHN RIDGELY IN ENGLISH WITH CHINESE
MARTHA VICKERS AND ENGLISH SUBTITLES

THE BIG SLEEP

+ oA as

AEFFEHNERIERENRE L KRR - RIFELLUSER

EEEGEMNTRERGEXS A » HENEREEIEAIEREH I H#
% - INRIGRBEZENEBASERTINREMY - TRIBERAGE © 1§
BERNBIRNZZESHESD  QERLATERNATIE » EEFPELIRAKRE
—INBREERIEREERNER B LEHEGEXRR » IHEEEFR
RINFFBEEIE CLREKME ) RIBHEREE & BT RIS AN
TR EMAFRBRZEER - L H#ERFESIAAE ; —
BB EHETRRIIBERHEERANE @ $EIREHRMEIICTEHEE » BEBiK

ZEBEHANEE -

Transcending Raymond Chandler's dark crime story, Hawks
unfolds an intricate plot of blackmail, murder, and violence through
consummate dramatic skill, with a sense of sympathetic awareness
and gallows humor. In a deliberate, efficient design pointing to a new
aesthetics, the auteur reinvigorates the noir convention of moral
ambiguity, imbuing the mystery with implications of sexuality and
violence through the many twists and turns. Built around Humphrey
Bogart as a tough and cynical private eye who undertakes a perilous
job of sleuthing for a rich old general to save his randy daughter from
gangsters, and Lauren Bacall as the sensuous and mysterious elder
sister who interrupts the plot with a more perplexing narrative, the
crime investigation is intertwined with an intriguing romance even
more engrossing than finding out whodunit. The chemistry between
Bogart and Bacall after To Have and Have Not is capitalized to the
fullest, especially in their witty innuendoes; genre films have never
been more free, inventive, and ambiguous.

25 HSUN———— 3PM
/ BEREANEEY
CINEMA, HONG KONG FILM ARCHIVE

RIRERERE | BEISEHREREL | HFEEE
POST-SCREENING SEMINAR IN ENGLISH
WITH KIKI FUNG AND CHRIS FUJIWARA

8 NSAT——> 5:30PM
CINEMA, HONG KONG FILM ARCHIVE
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One of classical Hollywood's great stylists, Vincente
Minnelli has long been recognized for his visual panache,
even if this virtue has occasionally drawn the unjustified
criticism of emphasizing beauty over substance, and the
charge that there may be less to his films than meets the
eye. Nevertheless, in his best work, Minnelli's stylistic
exuberance was built on the solid foundation of his
interest in heightened dream-like states that transcend
everyday living and the fervor of creative labor that
translates into a kind of energy or mania overcoming
hurdles and obstacles in the production of works of
art besides which all other petty concerns pale into
insignificance.

Bornin Chicagoto parents whoworked in popular theater,
Minnelli started off as a window dresser at a department
store before himself turning to the stage, where he
began as a costume and set designer, graduating to the
role of musical revue director and eventually becoming
a filmmaker. Hired to work at the MGM by legendary
producer Arthur Freed, Minnelli soon became the
studio’s most renowned director of musicals, and won
acclaim for such classics of the genre as Meet Me in St.
Louis (1944), An American in Paris (1951), and Gigi (1958).
Aside from musicals, Minnelli also excelled in comedies
and melodramas. The visual grandeur accomplished
through sets and décors - the most significant feature
in his cinema - indeed offers space for reflection of his
characters’ social status and psychological state, as

THE BAD AND THE BEAUTIFUL

well as representing their relationship to the world.
The lyrical interaction between his characters and their
screen space is exemplified in such great works as
Madame Bovary (1949), The Cobweb (1955), Tea and
Sympathy (1956), Some Came Running (1958) and Home
from the Hill (1960), most of these evoking a sense of
claustrophobia which, like many films from Douglas Sirk
or Nicholas Ray, underlines Minnelli's sharp observation
on the repressed hysteria in American middle-class life.

Among Minnelli's greatest achievements is his Van
Gogh biopic Lust for Life (1956), starring Kirk Douglas,
with whom the director also made two of the finest films
about moviemaking: The Bad and the Beautiful (1952)
and its follow up Two Weeks in Another Town (1962).
The cynicism in these works is echoed if also subtly
countered in The Band Wagon, a supreme celebration of
creation and collaboration. The Band Wagon concludes
with the proclamation, “That's Entertainment!”, a self-
reflexive formulation that is also the perfect summation
of the maestro's best efforts.
“entertainment”? We are only beginning to understand.

But what really is

THE BAND WAGON

@
%
®
&
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Summoned to work together on a prospective film project, a director
(Barry Sullivan), star (Lana Turner), and screenwriter (Dick Powell)
each recalls the personal falling out they have had with producer
Jonathan Shields (Kirk Douglas). Along with Sunset Boulevard and
All About Eve, The Bad and the Beautiful remains one of the best
backstage dramas from the Fifties set in Hollywood or the theatrical
world. Believed to be inspired by industry figures like David O. Selznick
and Val Lewton, among others, the film's protagonist is personalized
as a Minnelli character and through the casting of Kirk Douglas as
a typically Faustian figure driven to create whose personal life is
but an empty shell when not consumed by the energies of artistic
labor: the hollowness behind the verve and chutzpah is unveiled as
a monstrous quality in the film's climax, leading to the hysteria of
its celebrated car crash sequence. Minnelli would later revisit this
material in Two Weeks in Another Town.

{RE] SCREENWRITER
CHARLES SCHNEE

{882 CINEMATOGRAPHER
ROBERT SURTEES

@B CAST

LANA TURNER
KIRK DOUGLAS
WALTER PIDGEON
DICK POWELL
BARRY SULLIVAN
GLORIA GRAHAME

11 HSUN———> 3PM
EERYANEELR
CINEMA, HONG KONG FILM ARCHIVE
RIER: | WEDI | WAL
POST-SCREENING TALK IN CANTONESE BY LAU YAM

o
+1953 +

BE-RSRESERIREIA « REES (£8)
REEMHES (£8) -~ SERESE (£8)
BELEA ( SREERR)

Best Adapted Screenplay, Best Cinematography (B&W),
Best Art Direction (B&W), Best Costume Design (B&W),
Best Actress in a Supporting Role (Gloria Grahame),
The Academy Awards

INSAT—>5:45PM
K11 ART HOUSE

1952 E[E| USA EH B&W
118MIN DCP

BEENHA PENFE

IN ENGLISH WITH CHINESE
AND ENGLISH SUBTITLES
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"B SCREENWRITERS 82 CINEMATOGRAPHER BB CAST 1953 Z£E USA ¥ COLOR
BETTY COMDEN HARRY JACKSON FRED ASTAIRE 112MIN DCP
ADOLPH GREEN CYD CHARISSE HEEHA BXFE
OSCAR LEVANT IN ENGLISH WITH ENGLISH
NANETTE FABRAY SUBTITLES
JACK BUCHANAN
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A faded Broadway star (Fred Astaire) and a gifted ballerina (Cyd
Charisse) must overcome their differences and fuse art and
entertainment through a creative and possibly romantic partnership.
The Band Wagon represents the summit of Minnelli's work as a
director of musicals, testifying to his celebrated partnership with
Arthur Freed at MGM that produced such classics as Meet Me
in St. Louis and Gigi. Fresh from working on Singin’ in the Rain,
screenwriters Betty Comden and Adolph Green adapted a 1931
Broadway musical starring Astaire, using many of its songs, although
the show's original composer Arthur Schwartz and lyricist Howard
Dietz wrote the signature That’s Entertainment! specifically for the
film. Among the film’s many classic song-and-dance sequences are
the Central Park-set “Dancing in the Dark”, the visually intricate “A
Shine on Your Shoes" and the unforgettable film noir-inspired set
piece, the “Girl Hunt Ballet’. Minnelli's daring and creative use of
mise-en-scéne realizes a perfect marriage between the stage and
cinema, taking the musical genre - and cinema - to a whole new
level.
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There appears to be a general assumption
that Hollywood cinema focuses on plot, while
European cinema, for example, depicts mood
or state of mind. Such an assumption implies
a hierarchical judgment. But is American
cinema really just about stories? Is the
deftness in Hollywood story-telling actually
less sophisticated than other cinemas that are
more abstract or concerned with the existential?
Do familiar genre concepts like the Western,
melodrama, or film noir legitimately reflect the

brilliance of American cinema?

In these two seminars, we explore the artistic
quality of classical American cinema, and how
the ideas of master filmmakers translate into

their great works.

+ EEEE3E IN CANTONESE

F:"I_é z 17 INSAT ————> 4:30PM-6PM
EEBE AN RN
Eﬁ E 9 CINEMA, HONG KONG FILM ARCHIVE
—_— (famE) Bz
B > FOLLOWING THE SCREENING OF THE SEARCHERS
= BEIBEHE - EiEL - 23R
—_— SPEAKERS | KIKI FUNG, DR DEREK LAM, LAU YAM
+ ZFEZEE INENGLISH
F:'E ; 25 EISUN% 5PM-6:30PM
g BEXEREEYR
;‘% = CINEMA HONG KONG FILM ARCHIVE
n
—Z (mEme) mmzs
== FOLLOWING THE SCREENING OF THE BIG SLEEP
T HWE SR N
= SPEAKERS | KIKI FUNG, CHRIS FUJIWARA

REANS  EAAIR  5FI5%S -

BIRAI R S RIARI 15D B — B K EERARE o

Free Admission. Limited seats available on a first-come, first-served basis.
Audiences are welcome to queue up at 1/F Foyer 15 minutes before the

seminar begins.

EHEMERBEHRE (RMEEELTREENRE RSN HElenilEss ; SEMMIBINR IR BT RIS N By SRS )
Program notes provided by Kiki Fung (except for Howard Hawks introduction and program notes by Eleni; and English introduction and English
programe notes of Otto Preminger and Vincente Minnelli by Dr Derek Lam)
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PROGRAMME ENQUIRIES
27342900
WWW.LCSD.GOV.HK/FP

+ PIER8 B 12 HFEZEEE Tickets available from 12 August onwards 4

$60

BEXERIEEERPR CINEMA, HONG KONG FILM ARCHIVE

PR EE Z={ERSEE TICKETS AVAILABLE AT URBTIX
{8_EBEZ INTERNET BOOKING: WWW.URBTIX.HK
RENEEZEMATEIC MOBILE TICKETING APP (ANDROID & IPHONE): MY URBTIX

{EF-REEZ CREDIT CARD BOOKING: 2111 5999

$110

K11 ART HOUSE

PIZEHLK11 ART HOUSEZEEE TICKETS AVAILABLE AT K11 ART HOUSE
{8 LBEZ= INTERNET BOOKING: WWW.MCLCINEMA.COM

MENREERER

MOBILE TICKETING APP (ANDROID & IPHONE) : MCL CINEMAS - TICKETING

{2530 DISCOUNTS
O ERARIEIEIR

EHHEBE « Ntprekld EERAL  BEAL
T EREENZEALERE
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©EARK11 ART HOUSEZIR

MCL MAXEE - IEEFIENIFER

TUREES -
BREE103RELA EIEERIZE - J\IRERE -

¢ For all screenings

F=hiian

Half-price tickets are available for full-time students, senior citizens aged
60 or above, people with disabilities and the minder and Comprehensive
Social Security Assistance (CSSA) recipients. Tickets for CSSA recipients
are available on a first-come-first-served basis. Concessionary ticket

holders must produce evidence of their identity or age upon admission.

¢ For screenings at Hong Kong Film Archive

10% discount for each purchase of 4 to 9 full-price tickets.
20% discount for each purchase of 10 or more full-price tickets.

¢ For screenings at K11 ART HOUSE
10% discount on full-price tickets for MCL MAX Members.

{55 sPECIAL NOTES
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MR TROAT) THERS - EEAR A\ TEEECE
B BOBPEHEIYHFRTFE  BHEEER
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- Using internet, credit card telephone booking or mobile
ticketing app service to purchase tickets of the Hong Kong
Film Archive's screenings , there is a service fee of HK$8 per
ticket purchased (no limit set per transaction and is non-
refundable).

- Upon each purchase of ticket, you can enjoy one of the
ticket discounts. Please notify the ticketing staff at the time
of purchase.

- At the time the booklet goes to print, some of the films
have not been reviewed by the Office for Film, Newspaper
and Article Administration. In the event that a film is
subsequently classified as Category IlI, refunds will be made
to ticket holders under 18 years old.

- The box office of the Hong Kong Film Archive provides
counter sales and ticket collection services for film
programmes. Patrons can collect tickets at the Ticket
Dispensing Machine in the venue.

- Screenings scheduled at the Hong Kong Film Archive
will normally be cancelled when Tropical Cyclone Warning
Signal No. 8 or above, or the Black Rainstorm Warning is
issued or remains in effect 3 hours before the screening
starts. Ticket holders are advised to visit
www.lcsd.gov.hk/fp for details.

- The Leisure and Cultural Services Department is
committed to providing its patrons a hygienic and safe
environment. Audiences are asked to cooperate with the

venue management and to comply with the health protocol
that is being enforced during their visits.

- All audiences are required to put on their own masks at
all times. Audiences are also required to conduct body
temperature screening, clean hands with sanitizer and scan
the ‘LeaveHomeSafe' QR code before entering the theatre,
except for exempted persons. The exempted persons are
required to register their names, the first 4 digits or letters
of their identification documents, contact numbers and the
date/time of the visit. Audiences are suggested to arrive
early to the screening venues.

The presenter reserves the right to change the
programme, speakers as well as seating arrangements and
audience capacities should unavoidable circumstances
make it necessary.

AHEABWARMRYER I CEFENER
The content of the programme does not represent the views
of the Leisure and Cultural Services Department.
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