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Foreword

Looking at Looking:
Sexuality, Liberation

and Feminism

This program is about looking,
being looked at and looking at
looking.

It's been 47 years since Laura
Mulvey changed the way we look,
publishing in 1975 her seminal
essay "Visual Pleasure and
Narrative Cinema". Written at the
height of second-wave feminism,
Mulvey's work introduced the
notion of "male gaze", arguing that
women are viewed in mainstream
cinema through the eyes of men,
which reduce them to passive
objects of desire.

Second-wave feminism and
Mulvey's thesis were responses
— at least in part — to the sexual
revolution that had been
simmering quietly in the western
world after World War Il and
blossomed in earnest in the free-
loving 1960s. Ironically, the spirit of
non-conformity that gave rise to
sexual liberation at once intensified
gender inequality but also called
attention to it, as indulgence in
the newfound freedom resulted
in men exercising and exploiting
their dominance over women, who,
taking advantage of that same
freedom, pushed back. Mulvey's
identification of the male gaze's
power to objectify, that the simple
act of looking is a loaded weapon

CIPRSEE
Sam Ho

perpetuating gender prejudice,
was one of the most profound
discoveries of our time.

Although Mulvey's thesis was
based primarily on Hollywood
films, it can be applied to European
cinema just the same. While
the European film industry had
historically been less burdened
with the puritanical attitude
towards sex the way America was,
it was still very much dominated
by men. Hedy Lamarr (appearing
in her maiden surname Kiesler)
did not streak and orgasm herself
into history in Ecstasy (1933)
without following instructions
from the male director Gustav
Machaty. Brigitte Bardot might
have helped usher in the sexual
revolution by sashaying her way
into human consciousness with
her breakthrough performance
in Et Dieu... créa la femme (1956),
but she did not accomplish that
without being guided by the
loving gaze of then husband Roger
Vadim.

Did Bardot enjoy being looked at?
She went on to become an iconic
embodiment of sexual freedom
and even hedonistic indulgence.
But are being objectified to
generate voyeuristic pleasure
for men and constructed to




reinforce the patriarchy part of
her legacy? Since Lamarr and
Bardot, European cinema had
never stopped exploring the
possibilities of adult themes and
using sexuality to examine larger
issues. Sexual depiction went from
softcore titillation to graphic shock
while also oscillating between
pandering to primal or exploitative
urges and the questioning or
challenging of norms sexual, social
and political.

Such is the greatness of intellectual
pursuits that Mulvey's provocative
insights triggered debates and
criticisms. One of the most
significant reproaches was that
the views in her initial essay were
based only on white sensibilities.
Black American activists, especially
those involved in feminism's
third wave, spoke up against
views defined and dominated by
white thinkers and writers, which
perpetuated racial prejudice while
pursuing gender equality. Author
bell hooks, for example, proposed
employing an "oppositional gaze"
to augment the black person's
right to look.

What about the Asian gaze? Or,
more specifically, the Hong Kong
gaze? What happens when an
Asian male looks at the objectified

image of a white woman? Or
when an Asian woman looks at
the objectified image of a white
woman? What kind of oppositional
gaze should be assumed by Asians
- women, men, transgender and
otherwise? And what about the
white woman's gaze — on Asians
female, male, transgender and
otherwise? What kind of gaze
results when gender prejudice is
loaded with racism? Can white
feminists harbor racist sentiments
when they look at Asian patriarchal
practices? If so, should Asian men
assume an oppositional gaze
against white racist feminists while
coming to terms with our own
patriarchal prejudices?

European cinema and western
thoughts in general had greatly
inspired the people of Hong
Kong and the Asian people.
But that inspiration had been
complicated by one of modern
time's disquieting atrocities, that
of the west looking at Asia and
Asians through jaundiced gaze.
This in turn led to an even more
appalling atrocity, when Asians
started looking at our own land,
our own culture and our own
people through western gaze,
eager to objectify ourselves while
striving to become faithful replicas
of westerners.



Here in Hong Kong, watching
European sex goddesses had
been - and still is — an extremely
complicated endeavor. Alternative
cinema, with its tradition of
challenging established morality,
had always attracted voyeurs,
especially heterosexual men. This
is especially true of European films,
which, in addition to the casual
display of nudity, often couple
those challenges with continental
sensuousness. Our patriarchal
gaze is therefore often loaded with
white-envy, peeking not only at the
exposed skin but also at the values
and culture deeper than skin. And
when that gaze is guided by white-
male sensibilities, the plot thickens
even more.

It's an experience of the good, the
bad and the beautiful, the latter
referring not only to the beauty
of the human form but also the
beauty of art.

The history of art is punctuated
with wonderful works informed
unfortunately by morally
apprehensive sentiments. The
silent film Birth of a Nation and the
opera Turandot for example. D. W.
Griffith's 1915 movie and Puccini's

final work are both masterpieces.
They are also racist. It is humanity's
fortune that we can now look back
at them, embrace them for their
artistic triumphs, criticize them for
their moral failures, ponder and
discuss the context with which
they were produced, and forge
ahead with the lessons learned
from them.

European belles exercising their
sexuality on film were acts of
liberation, part of the sexual
revolution that was itself an
integral part of the evolution
of human civilization. But their
liberty was, at least initially, partly
animated by the men behind the
cameras, projecting prejudices
shared by spectators through
time and space. Yet, with progress
in gender politics, the male gaze
had taken on complexity. Asians
watching European women
through the gaze of European
men add an extra dimension to
the complexity.

Brigitte Bardot in Et Dieu..
créa la femme (1956), Anna
Karina in Une femme est une
femme (1961), Sophia Loren
in Matrimonio all'italiana (1964),




Frangoise Dorléac in La peau
douce (1964), Catherine Deneuve
in Repulsion (1965), Laura Antonelli
in L'innocente (1976), Juliette
Binoche in Rendez-vous (1985),
Emmanuelle Béart in La belle
noiseuse (1991), Isabelle Adjani
in La Reine Margot (1994), Monica
Bellucci in Malena (2000). Directed
by Roger Vadim, Jean-Luc Godard,
Vittorio De Sica, Francois Truffaut,
Roman Polanski, Luchino Visconti,
André Téchiné, Jacques Rivette,
Patrice Chéreau, Giuseppe
Tornatore.

This program on European actresses
started as a presentation from
a distribution perspective, an
important but often neglected
angle, especially when it comes
to alternative or semi-commercial
cinema. Longtime distributor
Wong Hoi, based on his rich
experience in the field, came up
with the topic. Sonia Au and myself
were then invited to co-curate. We
discovered during the selection of
films that European cinema was
too wide a scope to cover in just
a few films and decided to limit
our sight on French and Italian
actresses. Other European cinemas
that had featured wonderful

actresses while offering insights
into the complexity of sexuality —
those of Germany and Sweden, for
example — will have to be examined
in a separate forum.

Films in this program were chosen
for their confluence of art, politics
and morality. It is our hope that
this endeavor can elicit thoughts,
discussions and debates.

Co-curators
Wong Hoi
Sam Ho
Sonia Au



FA
9/12

A Fri
8 pm

BRI B

HE
A8 ~ BR=RE
BiExE

Post-screening Talk
in Cantonese by
Sam Ho and

Sonia Au

ENLY)

EE—ZHERAUS RTBENINAERRFRHERLE
HEMBEENEBFNEB BERLEE2REZRNEE
W REBSETHABMNEEAR T I BEESEN
KR AT ENXERE LMEBRESEEEDN
BREZMBER -ETNE —FRF  LLEEFIRE
FTRERHMEHEABRERSL 2FKANBIME
ME BB IEFEFRESEABRRBRRET A+
FRUELEY EEEESEZNZEE BB (Brigitte
Bardot) Al —SEMM A AL W R £ 2> FT i Chanel B
REVFEEZ B TN IMEEEEEXEAENE
BERE - VLB TR EN T EERIERE
EHIRIES B MR EEEREE L XM RE
WRIEMLOEYRBENESIME WUWAEHBHREGSE
RE-MHEEFE-BEET BB MER/NFHEARK L
A -ETHMREN BB - BEHFERAEB TSR
RELZAN BSHMMBEMRARE-IMERIIFEN BB &
HEIMBENEREPFTFE REIENRABIEEMRRH
SEREHMUGEEFRENNES/NE W AREKM
HMEe

©1956 - TF1 DROITS AUDIOVISUELS

&% Director
mEET
Roger Vadim

48 Screenwriters
Roger Vadim
Raoul Lévy

22 Cinematographer
Armand Thirard

78 Cast

Brigitte Bardot

Curd Jurgens
Jean-Louis Trintignant

1956 | 3B France | ¥2£& Colour
92min | DCP

EEHR ) BXFE
In French with English subtitles




© 1956 - TF1 DROITS AUDIOVISUELS

...And God
Created Woman

Et Dieu...
créa la femme

This is a revolutionary film on many fronts.
With a title suggesting divine inspiration or
anthropological practice, it changed forever the
way sexuality was portrayed in French cinema,
later beguiling also American film and, through it,
world cinema. It also changed forever film markets
worldwide, including both art and commercial
films. And it changed the way women appear in
film, how the world looks at them and how they
want to be looked at. Brigitte Bardot, directed by
husband Roger Vadim, radiates a sublime energy
of eroticism, liberation, confidence, self-realization
and collective catharsis. She became known as
the sex kitten, a laudatory label that went on to
also represent what's wrong with the male gaze.
Her exuberant dance in a jazz club, now part of
history, is at once primal, natural, pure, simple and
sophisticated... And men ogled woman.
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© StudioCanal

%% | 45 Director/Screenwriter
Jean-Luc Godard

22 Cinematographer
Raoul Coutard

JEE Cast

Anna Karina
Jean-Claude Brialy
Jean-Paul Belmondo

1961 | 3£B France | ¥, Color
84 min | DCP

EEHA  PENFE

In French with Chinese and English subtitles




A Woman lIs
a Woman

Une femme est
une femme

1961
EMERRERSIRMER « STEEF5IE

Silver Bear for Best Actress and
Silver Bear Extraordinary Jury Prize,
Berlin International Film Festival

BE S

Five years after ..And God Created Woman came A
Woman Is a Woman. Anna Karina, directed by her
future husband, plays a stripper, a text-book case
of an object of male gaze. But the joint where she
strips is presented by French New Wave genius
Jean-Luc Godard with a certain utopic vision, where
women who make a living displaying their bodies
are not treated with contempt, where the male
gaze is cast more as a healthy exercise of vive la
difference acknowledging gender attraction than as
exploitative power. The director calls the film a neo-
realist musical, orchestrating everything with pop-
art schemes like cartoons and splashes of primary
colors, self-reflexively challenging the fourth wall with
the kind of 1960s rebellious spirit that eventually gave
rise to Laura Mulvey's discovery of the male gaze. And
Karina looks back at the gaze, literally and figuratively,
with sensuousness, intelligence and humor, realizing
this playful but also sophisticated masterpiece with
her real-life lover, hand-in-hand and eye-to-eye.
A Third-Wave feminist film made even before the
Second Wave emerged?

© StudioCanal
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%&E Director
FHEM
Vittorio De Sica

4Bl Screenwriters
Renato Castellani
Tonino Guerra
Leonardo Benvenuti
Piero De Bernardi

##5 Cinematographer
Roberto Gerardi

JEE Cast
Sophia Loren
Marcello Mastroianni

1964 | A Italy | ¥€& Color
104 min | DCP

BEARFEHA  PEXTR

In Italian with Chinese and English subtitles

Copyright by Surf Film




Marriage
Italian Style

Matrimonio
all'italiana

1965
EERRRIEINE

Best Foreign Film - Foreign Language,

Golden Globe Awards

BAFIAGREERE - REEHE
REDES - RELES

Best Production, Best Director,
Best Actor and Best Actress,

David di Donatello Awards

BAFIRMTREIELAA
Best Supporting Actress,
Silver Ribbon Awards

SHHERERERELRE
Best Actress,
Moscow International Film Festival

Copyright by Surf Film

Sophia Loren, perhaps the most famous of Italian
actresses in the world, is also one of the most iconic of
European belles. Her earthy beauty, glowing sensuality
and signature spitfire personality are an embodiment
of Italian feminine allure, a Madonna figure and an
object of desire who stares back at men. Loren and
her Marriage Italian Style co-star Marcello Mastroianni
had starred together in ten films, developing a fabled
chemistry that had become lasting cinematic lore and
a testimony to the many splendors of gender liaison
and value reshuffling of their time. Here, she plays a
prostitute with a heart of gold and he, a merchant
with a heart that's cold. Their relationship spans
decades, a battle of the sexes with her fighting for love
as well as dignity and him flourishing true affection
tainted with machismo, the dark side of love [talian
style. Directed by Vittorio De Sica, the film is informed
by the pathos of post-war neo-realism but animated
by the sophistication of mid-1960s Europe and colored
by the charm of Italian expressiveness.

DCP print courtesy of Cinecitta S.p.A. CINECITTA
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Copyright by LA PEAU DOUCE de Francois TRUFFAUT

The Soft Skin 1965
REZTABERREBNER
La peau douce BestTEuropean Film, Denmark?BodiI Awards

The Soft Skin adds the senses of touch, smell and more to the gaze,
the word douce in the French title carrying more meanings than one.
Francoise Dorléac, with her expressive eyes, reserved sexuality and lyrical
sensuality, is a genteel embodiment of the sexy French belle, the flip side
of the kittenish Bardot. Here, she plays a flight attendant — in essence a
maid with glamorous looks — who's having an affair with a professor, a
writer with rock-star stature. New Wave maverick Francois Truffaut, self-
styled The Man who Loved Women (L'Homme qui aimait les femmes,
1977) and perhaps the last master of European sensuous cinema,
tempers his loving gaze of Dorléac with a tribute to Hitchcock, situating
her inside the frosty narrative of a thriller. Channeling a British master of
classical Hollywood to address the discontent of continental Europe, the
film ends up with the gaze of the bookish man fancied by Dorléac’s belle
confronted by the ice-cold barrel of a shotgun.

15
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© 2021 Tigon Films. All Rights Reserved.

& Director
R

Roman Polanski

4] Screenwriters
Roman Polanski
Gérard Brach

£ Cinematographer
Gilbert Taylor

JEE8 Cast
Catherine Deneuve
lan Hendry

John Fraser
Yvonne Furneaux

1965 | #E UK | 28 B&W
105 min | DCP

HEEHRR ) BXTFE
In English with English subtitles




1965

Atk R E B SR 5E -
BT A Bk ER 5%

Silver Bear Extraordinary Jury Prize

and FIPRESCI Prize,
Berlin International Film Festival

© 2021 Tigon Films. All Rights Reserved.

Repulsion

It is now impossible to screen Repulsion without
pondering the accusations of rape and exploitation
made against director Roman Polanski. That the man
behind a film portraying female sexual psychology
with such intimacy and terrifying power could commit
such atrocities is at once horrific and illuminating, that
humans can be driven by complex and sometimes
contradicting impulses. Catherine Deneuve, sexual
revolution’s ice goddess, plays a lonely woman
consumed by sexual repression and fear of men. Her
child-like vulnerability wrapped inside a gorgeous
body, she's an enticing embodiment of a fetishism
at once perverse, cruel and pathologic. Her many
struggles are set against the gorgeous indulgence
of swinging London, providing at once powerful
narrative contrast and also profound commentary on
the hidden perils of 1960s sexual liberation. This is a
story of a woman looking at herself. That her looking
is animated by a male director looking at her behind
the camera is a foretelling of feminism’s recognition
of the male gaze a decade later.
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#&;E Director
HEHTRRIR

Luchino Visconti

4Bl Screenwriters
Suso Cecchi D'’Amico
Enrico Medioli
Luchino Visconti

£ Cinematographer
Pasqualino De Santis

JEE Cast

Laura Antonelli
Giancarlo Giannini
Jennifer O'Neill

1976 | BAF) ~ £E Italy, France | ¥, Color
129 min | 35mm

BEAMEHAD  PEXFE

In Italian with Chinese and English subtitles
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1976

BAFAGRRETYE
Best Music, David di Donatello Awards

35mm print courtesy of Cinecitta S.p.A. CINECITTA

The Innocent A
L'innocente

In The Innocent, Giancarlo Giannini's signature
sleepy eyes are often seeping with tears, their fabled
seductiveness consumed by torment. His eyes are
in fact major characters, their gaze representing
a muddled myriad of views, from aristocratic
arrogance to loving tenderness to macho delusion
to intellectual sophistication to narcissistic lament
to unresolved guilt. Laura Antonelli, famous for her
ready nudity in erotic flicks, plays his wife, by turns
an object of neglect and one of desire. Set in the
domain of the European privilege, this is a cautionary
tale that celebrates indulgence in elegance, luxury
and decadence that also negates the indulgence
with punishment. Director Luchino Visconti, of blue-
blood upbringing and openly bisexual, presents this
complex of intriguing juxtapositions with stately
notes, operatic passion and fetishistic opulence,
animating it in the subtlety of moral struggles.
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27/12

— Tue(PH)
11:30 am
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/A

7~ Sat
215 pm

BV RSN

HE

B

BETH
Post-screening Talk

in Cantonese
by Thomas Shin

FREER A

FIAGEEE N R E B S E BV E (L e B f fZ o8 T iE
ZERN(BERERER) - RIFBEWBRTTE 18 KX
FIZRRM NS KEIBEENDS  BAIEE
AR -LZFMH  B—FRERMABNE A —EK
- WEURETFHREB TEFl ERFZME-E
MEBEENERE EEEBNES EHEAUENSE
BREERRNEES ERETRERFKEE W
—EREBEATEH - EAEEN THEE) 2 —
BAREEBBMAREZGN TEF1 2 ZWRRRLEFEMR
EEEBERERW VEFEEEREZE BB
BREFEHEHF MNIAEERTRBEE > A
Dy BREREREEMNEYMERALCHES EA
ENEYERAURN CERHERRREEEK
FIRES (FW. Murnau) BBER R E R TE> R
EMMBENES L MEBEEEE 1 —EALIBXEMN
18 HRHERERT HRMEERT— 21 HESR
LW E SR O BB E RO EL > 40912 E
Yo MR EGR TMNBERAR @5 — 1K
===
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MK2

& Director
ZEFLEWR
André Téchiné

4Bl Screenwriters
André Téchiné
Olivier Assayas

%22 Cinematographer
Renato Berta

JEE Cast

Juliette Binoche
Lambert Wilson
Wadeck Stanczak
Jean-Louis Trintignant

1985 | 3£E France | ¥ Color
84 min | DCP

EREHR ) BXTFE
In French with English subtitles




MK2

1985
BT RRERE

Best Director, Cannes Film Festival

1986
ZEYHERERASEE

Most Promising Actor, César Awards

Rendez-vous /A

Juliette Binoche, one of the most
accomplished French actors
of her generation, is renowned
for instilling intelligence into
characters. Here, in a breakthrough
performance, she is Nina, an
aspiring actress squeezed between
the yearnings of two men. One
is timid and withdrawn, the
other, an aggressive but tortured
soul who gave up a promising
acting career to work in live
pornography, choosing to become
a sexualized object. In turn, Nina,
determined and defiant, takes
agency of sexuality to affirm her
own realization. Director André
Téchiné, the post-New Wave
maven of intellectual melodramas,
orchestrates the story as a
confluence of love, sexual desire
and artistic passion, complete with
a vellicating tribute to the Bard
classic Romeo and Juliet.
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© Celluloid Dreams

FA
1/12

H Sun
215 pm

BPSEEN

WE
A%  EXFE
EETH

Post-screening Talk
in Cantonese by
Kurt Chan and
Sonia Au

TEHEL

—BER EENEMQNEHR; —EEREBRE HRDirector
RBMEBR; —EFEELT RS BRERBEA oo e

BENSE RN ERLRNYBBER T _
BEMMABREERNBBMISR EREaR S Screenwriters
AR EHOE THEZEEE BHER Christine Laurent

BBHEY - (FTENELR) WNEHPZG HFF JocauesRiete

BN BRemA B RN A EREENRE NG £ Cinematographer

SEEE - WEM WAE > WY VBMaggae  Willam Lubtchansky

MR ASER /EENEEE HDBEE H 58 cast

BEMBER (B WBEX EERNHFL T28M arg?ealnpfc”oe“%art
MENEERESNSENGHE MESREEE oo gk

M ERZ - EAEMBUSMOME B2 L ,

B EBEME BN RHETHNMESE; g o oo Sviterand
SEHEMENRE BATERREOMERR

BRI IOORRN REREEH G LIRE > o TR eh subtities
EEHREAEBEDEERABILNES B8

B RERMSHNTHERSHBR SHNEY
SHRBBER N KIEEN hERBERNIESR B
WM > AL AT B KT o
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1991
B R EE AL

Grand Prix, Cannes Film Festival

The Beautiful

Troublemaker
La belle noiseuse

Emmanuelle Béart is nude in much of The Beautiful
Troublemaker. We look at her. The camera, and the
director as well as the crew behind it, look at her. In
the film, the artist she's modelling for looks at her,
as an object, but not a sexual one. Instead, she's
an object in his creative endeavor. What's great
about The Beautiful Troublemaker is that she's also a
partner in his creative process. Or is she?

© Celluloid Dreams




Pathé International

FA
25/12

H Sun
2:30 pm

IS
15/1

H Sun
2:30 pm

BT

e
S « B
EEE

Post-screening Talk
in Cantonese by
Roy Szeto and
Sonia Au

BRATHERKNEE B H5ELHNRE - BFTRD
EROEAE-BEBHAVESREN BT
T—THEHKRENEER - TBERER KERE
BN R EERREBIIEE -Z A RKRHERIEEK]
B MR EHGE I2ELNME 2%
THEE (BRER) REKXKMHE (Alexandre
Dumas) EEWNZEBEE S/ K RIS KA BEIR
HEENRIABEMAR -BHEBEARIXFENE
EENEKEESS RE- S & -EEH
E.  EfEXLE -MEFETEHERNKEA
XEBHIRB CE2EBENEME MBS ETFEIN
HEEFNRE HERETEENEMELRI)
HEEBRSZ MAPREEWERIELIERE  HEE
MOEMERM EEFRE&FLLBERAECRA—E
HWHER BERAEBRKRZ 71> ZEBREBAIXE
BBV -WERNE > RKEBEEARE - W— <L AEH
RHMEEAYMHER (Francois Truffaut) 7£ 4R
BEISRIN WARRME A th e esr 8T8
CEHEENLEE WEBHERE-
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& Director
RS

Patrice Chéreau

[RZ Novel
La Reine Margot by Alexandre Dumas

4] Screenwriters
Daniele Thompson
Patrice Chéreau

£ Cinematographer
Philippe Rousselot

JEE8 Cast

Isabelle Adjani

Daniel Auteuil
Jean-Hugues Anglade
Vincent Perez

Virna Lisi

1994 | JAE ~ 1EE ~ BAF]
France, Germany, Italy | & Color
158 min | DCP

EEHA  PENFE

In French with Chinese and English subtitles




BT RIERRLRELRE
Best Actress and Jury Prize,
Cannes Film Festival

1995

FEEHRRELES - RESRA -
RERRA - RERT - RERER
Best Actress, Best Supporting Actor,
Best Supporting Actress,

Best Cinematography,

Best Costume Design,

César Awards

Pathé International

Queen Margot A
La Reine Margot

Isabelle Adjani, like most noted French actresses of
the post-New Wave era, has a persona marked by
intelligence, fierce independence and unapologetic
sexuality. Unigue about her is a trace of sadness, often
heavy, sometimes neurotic, at once delicate, sensuous
and powerful. Queen Margot, based on the history-
based Alexander Dumas novel of the same title, is
set against the 16th-century French Religious War
between Catholics and Protestants. Sex serves many
purposes in the palatial intrigues of powerplays and
murderous schemes that ensue, and Adjani's Margot
takes active agency in it with delicate defiance,
her beauty and her strength staring back at the
powerbrokers. And the film's arch villain happens to
be the matriarch of the courts, an empress dowager of
a figure in all her frigidity and misguided ambitions.
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Post-screening Post-screening Talk

Seminar in Cantonese by
in Cantonese by Sam Ho

Sam Ho and

Sonia Au

FAAENEREGER A

ERE—HBANBRENEZ  BAN-NMNEZH —F
BAEAENANRR - EEFTKNEENERT R
BHEEZHEN BEEBREESEENTEZ W
FERGERNBEZEBEBREENERRZIK - AR
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Images courtesy of Park Circus/Paramount

% / 4B Director/Screenwriter
EErtESE

Giuseppe Tornatore

%22 Cinematographer
Lajos Koltai

JEE Cast

Monica Bellucci
Giuseppe Sulfaro
Luciano Federico
Matilde Piana

2000 | EAF) « #H Italy, Germany | ¥& Colour
105 min | 35mm

BEAMEHA  EXFR

In Italian with English subtitles

35mm print courtesy of Cinecitta S.p.A. CINECITTA




Maléna /A

2001
BAMABRRERT

Best Cinematography,
David di Donatello Awards

BAMIRMTRRET S
Best Score, Silver Ribbon Awards

Images courtesy of Park Circus/Paramount

This is a film about the gaze: men’s gaze, children’s
gaze and the gaze of an entire Sicilian town. It's
about how gazing leads to injustice but also how
gazing guides a boy through sexual discovery and
imagination. The object of the gaze is the woman in
the title, a creature of exquisite beauty and naturally-
radiant sexuality. Her mere appearance provokes
emotions of all kinds in the people who lay eyes on
her: love, lust, desire, jealousy, hatred... emotions so
intense that drastic behaviors inevitably follow. Monica
Bellucci, a fashion model turned actress, personifies
that appearance. Set in Fascist Italy during WWII and
told from memory, the story is also about looking
back — at a tender age, an earlier time and a different,
perhaps less evolved culture.
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BEEX S

SEMINAR
R I oy —

PESXE BE S e —

SEMINAR | SEMINAR II

Bzt | BHERREMERE
European Belles:
Desire, Sexuality and Male Gaze

26/12rPH)

— Mon
4:45pm-6:15pm

EREBLENEERR

Cinema, Hong Kong Film Archive

(FAFEERNEEMER) MRZE

Following the screening of Malena

BE . MEE S BREE
Speakers: Sam Ho, Sonia Au

BEEE

In Cantonese

EBEZILZ : BMRGE B RLZE
Queens of the Bs:
Looking at Strong Women

8/1
H Sun
4pm-5:30pm

HEEERRLRIE ISQUARE
Emperor Cinemas iSQUARE

(BmEME) MIRZE

Following the screening of Caged Heat

BE . MEE - BERE - HER
Speakers: Sam Ho, Joyce Yang, Edith Chiu

REAS > EUAR > £EI%LRT - BRANEXEFEGH 15 DERZSH 11 BAE (BEXE—) He@

KRE (BHXEZ) FRALE o

Free Admission. Limited seats available on a first-come, first-served basis.
Audiences are welcome to queue up at 1/F, Foyer (Seminar |) or 8/F, Foyer (Seminar I1)
of respective venue 15 minutes before the seminars begin.
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T

TICKETING INFORMATION

FIZAL 11 A 16 AEHE

TICKETS AVAILABLE FROM 16 NOVEMBER ONWARDS

FA $60 EERRANERLSR
Cinema, Hong Kong Film Archive
FIEREHERMERE URBTIX
Tickets available at
EFAREEBE 21115999
Credit Card
Telephone Booking
HAEBE www.urbtix.hk
Internet Booking
REBERERAEN URBTIX
Mobile Ticketing App
EFEH 37616661

Ticketing Enquiries

IS $90 32 BBtk IH ISQUARE
Emperor Cinemas iISQUARE
PIEREERIPTRYIE iISQUARE &
Tickets available at
Emperor Cinemas iSQUARE

43 FEEE  www.emperorcinemas.com
Internet Booking
BEBEZERERZX Emperor Cinemas

Mobile Ticketing App

BB &3 Programme Enquiries

{22 4$740 Discounts

2734 2900
www.lcsd.gov.hk/fp

BRFIESR

ERBISRE « ATRIULEBRAL  BEALREEARES
HERERRBALAIEFEES - GEZXBEALEERUE
AR > k2I%RF > BEmENLE - BERFEALTALE » KAHT
RILGERRE (D SRV BREE M ©

BRANEBEXEMERR
BEE 4 £ 9 RIEEBFIR > hWirEE -

e For all screenings
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.

e For screenings at Hong Kong Film Archive
10% discount for each purchase of 4-9 full-price tickets.
20% discount for each purchase of 10 or more full-price tickets.

BRIEE 10 R LIEBEPIR > /\ITEBE -

BRAREEERAYE ISQUARE 15K
HERR VIP 8 > EBFIRMINES -

&35 Special Notes

® For screenings at Emperor Cinemas iSQUARE
10% discount on full-price tickets for Emperor Cinemas VIP

members.

- MEAMRLE GRFEEIABBEREAER

BERBEMBESRELANENMR  FAR
#HERMAEEBRK ST (FRBAREMRE

=) e

- MESERMR RAAUERAEP-—ERRES -

BREASERANEEREBNREBASR -

- BRABREANBEERERMHEELERELE

BRH B PIRAIRT - BEE A HEE A B BIEY
REEMPIR o

- EEBRBEI = RXABH/\SREU L

ZHEREEECERABECERESER > X
ERESERNALEN > EEELANENS
R—REEGH - REATEAMLE
www.lcsd.gov.hk/fp T f#s$15 °

- BERMCEBRERARHEENEZ2NIRE

TRIEEAE - BREARE > RRBES
& » BFIEM BB R ELSS] o

- FIEEREEEARBRIS M > KARBER

WOSRME NEEETE BENEMER -
WHAFHFE TROHITI 2 - E#HR
ATEBRMS ~ GO EAXFENUHTH
F - BAEEEREGH B EAMESR  R2EE
e R E M o

- IBERER MR EENEE HEE

BT BB {11 A R A 5 3t 2 490 5 2 B O AR o

- 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.

+ 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 scan the “LeaveHomeSafe”
QR code before entering the screening
venues, 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 visits.
Audiences are suggested to arrive early to
the screening venues.

- The presenter reserves the right to change

the program, speakers as well as seating
arrangements and audience capacities
should unavoidable circumstances make
it necessary.

KEIEAB LR RRBRER L EBBNER ©
The content of the program does not
represent the views of the Leisure and
Cultural Services Department.
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FA

BEABLEMNEERR

Cinema, Hong Kong Film Archive

HETGEAEE =8 50 58
50 Lei King Road, Sai Wan Ho, Hong Kong

BX M 2 18

European Belles

912 A Fri 8pm BN ...And God Created Woman *
NA2  HSun 11:30am ZARMBLZA A Woman is a Woman * *
2:15pm FENEL The Beautiful Troublemaker *
23/12  H Fri 8pm 2 MERR Repulsion *
24/12 7% Sat 2pm xE The Soft Skin *
25/12  H Sun 11:30am BEE The Innocent A
2:30pm BRER Queen Margot ** A
26/12 — Mon 1:30am MEYSETT Marriage Italian Style * #
3pm AP EREREENR Maléna A
4:45pm PERE— Seminar |
27/12  ZTue 11:30am BRRELR Rendez-vous * A
31/12  7XSat 2pm =k The Innocent *# A
13/1 A Fri 8pm ZARERZA A Woman is a Woman #
14/1 75 Sat 1:30pm FAAEMNEREMER  Maléna* A
E@I L
Queens of the Bs
27/12 ZTue 3pm 53223 Detour *#
S5pm =t Gun Crazy *
30/12  F Fri 8pm AEREMEHSEN+KE  Forty Guns *#
6/1 A Fri 8pm HIEE LR Boxcar Bertha *#
14/1 7% Sat S5pm ZkEME Johnny Guitar *
15/1 H Sun 2:30pm ERENE Caged Heat **#
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IS BB E PR W IH iISQUARE

Emperor Cinemas iISQUARE

FLBER VD IERBGE 63 SRERES 7 &
L7, iISQUARE, 63 Nathan Road, Tsim Sha Tsui, Kowloon

BX G 22 14

European Belles

7N 7% Sat 2:15pm 1BfaREE Rendez-vous A
15/1 H Sun 2:30pm BHER Queen Margot * A

EEMNL

Queens of the Bs

6/1 A Fri 7:45pm 15323 Detour *
7N 7~ Sat 4pm =YD Gun Crazy *
8/1 H Sun 2:30pm ERENE Caged Heat
4pm EXEZ Seminar Il
13/1 A Fri 7:20pm kR ML Johnny Guitar *
14/1 7% Sat 2:30pm HEHRME+KE Forty Guns
410pm L= 4351 Boxcar Bertha *

B (BETH 1218 6 BBRLEHETH)

Post-screening talks are conducted in Cantonese except the one on 6 January is in English
# RRHPHEFE Subtitled in Chinese and English
A D18 B EATEE For persons aged 18 and above only

HE HREXFE Other films are subtitled in English



IS FA
8/1 15/1

H Sun H Sun
2:30 pm 2:30 pm
HEREHE HEEHA
BXFH PEXFE

In English with
English subtitles

In English with
Chinese and
English subtitles

RERREERE | RBAERL
W wE
ATEEE ~ AR 5E
BXE - HER EEEL
BEEH

Post-screening Talk
in Cantonese by
Sam Ho

Post-screening
Seminarin
Cantonese by

Sam Ho, Joyce Yang
and Edith Chiu

EnEHME

ULZFERMAENERIER EEBAAREDN
B (LFERY (1988) » xEAFAIBEERE
(IR L F B8R DY (Orange is the New Black,
2013-19) " HEBXZFERMEXEEZEBHKUR B
FE1II0OEFERBEHTR EX+ER HERARMAK
EERENE FEREEZXFIRIEPMIGHRE
SEmo A+ oEE BRARR THEIER &
REBETF L (Roger Corman) B RV L& FE R
ER HmERKEAMHEESF SREFEHAE
(ERBEME) °

ER—BHAMECtITEFAER ERSENTHR
TRBEERBEREER EETRZHEEHNF
&> B0 —75 EE K AR BV R D > 55 —75 E AN SE
BEEMAIMER BRI - L FERMER > ERBRBUE
HTEFRB ABENDFERNRE -

MAKEEBAET B THEERIBETHR
(BEREMB)HATRMETFTTIEN MEE
BH BT 2XER —RZRILEZEBEBEDN
TE AHBEEBANNE BEEEGRERIR
AEB—REBR - BEELBHIFHMASEE:
— M EWMIKKFTEIERINEE SFREKEI A
OB GRERBIEED (The Silence of the Lambs,
199) REMER - (ERENRE) EEEEET
MWRE Z5 > STHTEMZEBINE SR AR
BO-MEMRKRETYLZENEE FEH 28k
NEGHREERENIRE?
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Courtesy of Shout! Factory.

3% / 45 Director/Screenwriter
FARFIEICK

Jonathan Demme

##5 Cinematographer
Tak Fujimoto

JEE Cast
Juanita Brown
Roberta Collins
Erica Gavin

Ella Reid
Cheryl Smith
Barbara Steele

1974 | B USA | & Color
83 min | DCP




Courtesy of Shout! Factory.

e

Caged Heat

Long before Orange is the New Black (2013-19), the hit TV series, there was the Women in
Prison (WIP) film. It started in the 1910s and became a popular mini-genre in the late 1960s,
when changing mores and relaxed censorship inspired filmmakers to add nudity to the mix
of females trapped in close quarters. Such a promise was fully capitalized by Roger Corman,
godfather of exploitation films, eagerly applying its formula of “a little sex, a little violence, a
little social commentary” to churn out a number of profitable WIP flicks.

Jonathan Demme, who went on to fame with The Silence of the Lambs (1991), had an
extensive tenure in exploitation cinema, working for several years with Corman in different
capacities and making his directorial debut Caged Heat with Corman’s New World Pictures,
a masterpiece of the exploitation WIP film.

The film is very 1970s, when long-held values were challenged in ways that were highly
contradictory. Demme readily engages in the formulaic obligations of “sex, violence and
commentary” but applies them with humor and suggestive subtext. Filtering through is
his humanism, as insistent as his artistry is affecting, evident in his first film and persisting
through his last. Writers had noted that the WIP film’s exploitative premise creates opening
to explore issues of oppression and sexual inequality and this is exactly what Demme
does in Caged Heat. Can a film that objectifies women’s body also speak to the moral
transgressions of that objectification? This question is answered partly decades later, when
Orange became the New Black.
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FA IS
6/1 14/1

A Fri 7~ Sat
8 pm 410 pm
HEEHA HEEHA
PEXFE WXFHE

In English with
Chinese and
English subtitles

In English with
English subtitles

Bt

W
B
BETH

Post-screening Talk

in Cantonese
by Sonia Au

5! B 2L B

EHEEAEIRAZAtAB BAAS 1 HIBSE —
BEBEIUIRFEBNMARNE—RBEAN (SEHEE)
(Mean Streets, 1973) ®i > [ 3 X % B K Ef > /8
HNTEFTEHHIIFEETRATIZN (FIELE) - BB
BEEEERA  BH/NEQNFE  AEERRAR
BIBATHARS REBREFETENERSE
SEF BHEIAEER BHAREETE (Roger
Corman) *HEHTEIEEEM e

—WHEMETENR THEER) > (FIELHE) B
HATREEEFRENEZ Y FHO K axke
WMEXREETZEPE  REBNOXFRIEE
HEEF o RENEHEIRT BEEMEX A5
S MR S REERI T+ 0 B R (R )
(1967) - BHEMHEBEHLF EFMENEES
N YETHRBEFAHABER S R XLBE
BNRMEREARASH MMABMANEBRER
MFz TRRETHBEEMNTEER EHEED
ENFEART R BUGRIEEEIR

(FUBELH) FTRER KRR KEMKRZF LR Z1F> B
MEMmMBBR TR OXETHBR -BEERE
MHELMNBEERSF - BERNEEHESHENE
MAEMBIETRE > ERFTBERERBIX A -
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Boxcar Bertha © 1972 Metro-Goldwyn-Mayer Studios Inc.
All Rights Reserved
2

& Director
ERSEEH

Martin Scorsese

[RZ Novel

Sister of The Road:

The Autobiography of Boxcar Bertha
by Dr. Ben L. Reitman

48 Screenwriters
Joyce Hooper Corrington
John William Corrington

%22 Cinematographer
John M. Stephens

7&E Cast
Barbara Hershey
David Carradine
Barry Primus
Bernie Casey
John Carradine

1972 | B USA | ¥ Color
88 min | DCP




Boxcar Bertha © 1972 Metro-Goldwyn-Mayer Studios Inc.
All Rights Reserved

Boxcar Bertha

This is a crude commercial film made on the cheap
by a master in the making. In 1972, Martin Scorsese
had finished his first feature but had yet to shake the
world with his third effort, Mean Street (1973). Itching
to solidify a career in filmmaking, he hooked up with
Roger Corman, the maestro of Poverty Row who had
given young filmmakers their much-needed early
breaks. Scorsese took a detour from New York to the
South, and the result was Boxcar Bertha, the future
master’s first mainstream feature.

Typical of 1970s exploitation films, Boxcar Bertha comes
with the obligatory package of “sex, violence and
social commentary.” The titled character is a country
girl who partners with a union activist to rob trains
and banks, ripping one page off the recent success
of Bonnie and Clyde (1967) and another off the
American tome of outlaw folk heroes. She is a woman
living on the fringe of society, her defiant way of life
an affirmation of the counterculture downloaded and
popularized by baby boomers. Bertha's relationship
with her partner is also a striking illustration of gender
politics during an era of momentous renegotiations of
traditions.

Making Boxcar Bertha was a key moment in Scorsese'’s
filmmaking venture. Working on a B-grade movie,
trying to balance between commercial demands and
the relative freedom for creativity, he made what is
considered by some his least accomplished film. Yet
the picture is full of signature sensibilities of the future
master, from Catholic anxieties to male insecurity
to issues of female sexuality. And what followed was
history. A useful case study to trace the development
of an artist and his creativity.
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Chinese and
English subtitles
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14/

7% Sat
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English subtitles

ST

HE
BRFE
BiExHE

Post-screening Talk
in Cantonese
by Priscilla Chan

BERMEEN+ XS

ERZFROBFHH TEON+ARE - HUEZEA
BB R - WEEFABHAZSABE EBRTF
HANABERA - (AFRERN+XE) A5
FE  FREXCELHB  BHBHERRZRRK
Nz BEASEREEESAEM T FEBE
LtrmEFE - RAEMN/NELESMWIE X
BETE+%EF  BAEEERE-

EAEEESIN KRR e LEEEE@m W
BT BEBEE AR MARAEANETFER
(BYREBZEEBHNENBCARBEEHEE
BrREE BB - EAHO-ME--BHWNAESH HEE-
UBB ALK AREHERAXBEMNEZERE - HIB
EH—EWRRAEBRFEE HEZEETARM
RAFNEREEZS - (BY FERMREREN=
BEAEGT MEINRRENESR - SIABREK
R THRBENEE —FEEENEMHR - BF
ETRmEERAENBEERX - Hbh—B =ZF8 T X
] 7 SR 80 K B 14 B /= #Z (Jean-Luc Godard) & 1EC &R
T&RY (Breathless,1960) g5 !
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Images courtesy of Park Circus/Walt Disney

% / 4B Director/Screenwriter

HIBESH
Samuel Fuller

22 Cinematographer

Joseph Biroc

JEE Cast

Barbara Stanwyck

Barry Sullivan
Dean Jagger
John Ericson
Gene Barry

1957 | = USA | 24 B&W

80 min | DCP




Forty Guns

“She’s a high-riding woman with a whip,” goes the theme song of Forty Guns. Oh yes, she
is! The film starts with 40 gunmen galloping across the glorious landscape of the American
west, led by a woman — dressed in black, riding a white horse, yielding a whip. Women
are often of little importance in westerns, one of the most important genres of American
cinema. Forty Guns, written and directed by Samuel Fuller, is a prominent monument in the
valley that is the westerns and one key reason for this eminence is the woman who rides
high with a whip.

She is Jessica, played by Barbara Stanwyck, a wealthy landowner in Tombstone, a legendary
Arizona town in western lore and featured in many films. She controls everyone and
everything, lording over the area with the 40 guns she employs. Stanwyck, a brilliant star
known for her toughness on screen and off, performed her own stunts in the film, including
a dangerous one of being dragged dangling by a horse. Depicting the power structure and
political machinery of the frontier town, the film offers a poignant challenge to the western,
still in its heyday during the 1950s, questioning the genre by painting a vivid portrait of the
confluence of politics, business, power, sexuality and violence in the west — and the dire
consequences of that confluence.

Forty Guns is both a B-movie and an A picture, alternately screened as first and second
feature of double bills. Director Fuller was a B-movies director for much of his career, until
his reputation was rescued by French critics who elevated him to the stature of auteur. He
is an original, in both style and content, and Forty Guns offers an instructive glimpse of his
art, with stylized iconoclastic images, evocative camera movements and quirky editing,
animated on beautifully photographed black-and-white widescreen. He also decorates the
film with sexual innuendos, often with hilarious touches, one of them inspiring an homage
by the French New Wave's Jean-Luc Godard in his debut Breathless three years later.

Images courtesy of Park Circus/Walt Disney
k) X &
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Allstar Picture Library Ltd./ Alamy Stock Photo

Johnny Guitar

“I never met a woman who was
more man,” says one character of
another in Johnny Guitar. Actually,
he should've doubled the number,
for there are two women in the
film who were more men!

Johnny Guitar is a low-budget western
from Republic Pictures, a minor outfit
in Hollywood's studio era. Directed by
Nicholas Ray and co-written by Ben
Maddow — uncredited, because of
political blacklisting — the film
turns the western genre upside
down, subverting conventions to
generate brand-new meaning.
One remarkable subversion is the
reversal of gender roles, animating
a contentious battle between two
strong women, saloon-casino
owner Vienna and Emma, a bossy
character who calls herself a “cattle
baron”, not baroness. And the
men? A motley crew of powerful
businessman, puppet sheriff,
narrowed-minded and easily-
manipulated town folks. There's
also the titled character, a laconic
stranger who gets into town, a
cowboy armed with nothing but a
guitar!

Ray, an iconoclastic stylist known
for his bold and evocative use
of mise-en-scéne, editing and
narrative development, projects
in the film a melodramatic but
subtly deviant mix of psychology,
from desire to hatred and from
melancholy to hysteria. His visual
bravura is marked especially by the
stylized use of color that amends
the familiar aesthetics of western
visage, mounting emotions that
are perverse, intense and operatic.
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Gun Crazy
(aka Deadly Is the Female)

Boy meets guns, boy meets girl, boy and girl kill with
guns — this is a fascinating film told with a simple
story. Gun Crazy is a B movie, made with a budget
scaled way down, during a time when censorship
self-imposed by the industry was very much in force.
Yet it manages to tell a compelling love story while
profoundly capturing America’s obsessive romance
with guns and the violence it creates, in ways at once
touchingly realistic and powerfully allegorical.

Director Joseph Lewis was an accomplished artist
whose artistry had unfortunately been neglected
or downplayed largely because he worked at the
bargain basement of the film industry. Stretching
remarkably the limits of his paltry resources, Lewis
instills the film with a poetic tenderness animated
by subtly expressive images, audacious situations
and sometimes robust cinematic exercises, like a
celebrated ten-minute long take executed with
calibrated orchestration despite its budget constraints.
One profoundly illustrative fact about the film is the
unlisted contribution of scriptwriter Dalton Trumbo,
who was forced to hide his name from the credits
because of the Cold War, an era very much dictated
by the introduction of a weapon with previously
unimaginable power of destruction. The story Lewis,
Trumbo and their gang created is remarkably similar
to that of Arthur Penn’s Bonnie and Clyde (1967), a
work rightfully celebrated for its artistic prowess but
made 18 years later. Today, Gun Crazy is considered by
turns a cult classic and a masterwork of film noir.
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Detour

Detour is one of the darkest installments of the American road movie. A textbook case of
low-budget filmmaking, it is a road movie that takes place largely on the front seat of a
car, rendering the road at once open and claustrophobic. Al Roberts is a musician trained
in the classics but plays jazz in a smoky club in New York, back when jazz was far from
what it is today. He decides one day to hitchhike to California, looking for a new life and,
predictably, finding a nightmare. Much of that nightmare is in the form of a woman he
meets on the road. Vera is a strong woman, mean and cynical and determined, one of the
most memorable femme fatales of film noir. So strong, she is considered a top villain in film
history, ranked, for example, number 6 by Time Magazine critic Richard Corliss on his list of
“Top 25 Greatest Villains”. And the great nihilistic chemistry between the sulking Roberts and
the scoffing Vera results in one of the most haunting couples in film history.

Director Edgar Ulmer, like Al Roberts, started with the classics, working on the German
stage with famed playwright Max Reinhardt. He later graduated to the renowned cinema
movement of Expressionism, working with such celebrated directors as F. W. Murnau and
Billy Wilder. He then moved to Hollywood, toiling in B Movies with a productive output,
which earned him initial neglect but eventual after-retirement renown as a master.
Detour evocatively integrates the stylistic flourishes of German Expressionism with American
popular culture and post-war darkness, creating a disturbing, paranoic world of human
existence. Ulmer skillfully maneuvers around the limits of Poverty Row filmmaking to tell his
story, like the use of thick fog, which saves on set-dressing expenses but also realizes moody,
mysterious atmospheres. All of this topped with a murder that finds a place in Hollywood's
hallowed tradition of creative ways to Kill.

Courtesy Janus Films




Foreword

Queens of the Bs:

Looking at Strong Women

Art has a way of being fair.
Just because much resources
are invested in a work doesn’t
guarantee that it would be good,
and just because a work lacks
resources doesn't mean it would
be bad. The Hollywood B film is
a provocative example of that
fairness.

The B film can be considered
in specific or general terms.
Specifically, the term has a
prescriptive significance, referring
to movies produced during the
studio era, presented as the second
feature in double bills and were
shorter and had lower budgets
than A films. The term can also
be descriptive, applied in general
to films produced on the cheap,
whether or not they are made
during the Hollywood studio era. As
such, the exploitation films of the
1970s and some of the low-budget
A films are often described as B
movies.

The very meagerness of budget
contributed to the artistic
accomplishment of some B films.
In the studio era, makers of B films
and A-minus films were often
allowed more creative freedom
than the major productions. As

long as the films were finished on
time and on budgets, the bosses
left them largely alone. With 1970s
exploitation films, the mantra of
Roger Corman, the legendary
producer of many cheaply-made
but remarkable films and mentor
to many directors who went on to
fame and prestige - that if directors
make films that contain “a little
sex, a little violence and a little
social commentary,” they can do
whatever they want — is resounding
proof that limited resources do not
automatically mean limited artistic
accomplishment.

Featured in “Queens of the Bs:
Looking at Strong Women" are
studio-era B films, low-budget A
films and 1970s exploitation films.
And, as a companion to “European
Belles: Desire, Sexuality and Male
Gaze", this program highlights the
role of female characters.

All the films in the program
feature strong women, and all
are directed by men. Hollywood
have always had films devoted to
women, alternately addressing
their concerns, nourishing their
dreams and fueling their fantasies.
These films — most of them
produced, directed and written by




men - thrived on the conflicting
impulses between feeding on the
lucrative women's market and
the patriarchy’s negotiation with
western civilization's ongoing but
difficult progress towards equality.
Acknowledgment, appreciation
and resentment of strong women
naturally resulted.

Detour (1945) and Gun Crazy (1950)
are bona fide B movies, both noirish
projections of the shady side of
the 1940s and both feature tough
women as leads, one as fatal as any
femme fatale in history, the other
as lethal with a weapon as any
seasoned gunslinger. Both Johnny
Guitar (1954) and Forty Guns (1957)
are low-budget productions often
referred to as B westerns, their
leading characters willful dames
who run things not with a cowboy's
six-shooter but with moxie and
imposing leadership.

And Boxcar Bertha (1972) and
Caged Heat (1974) are products of
the explosively exciting 1970s. Both
are exploitation films made under
the auspices of Roger Corman,
at the crest of a pivotal moment
that ushered in a glorious era of
American cinema. Corman’s cinema
exemplifies the popularization

and commercialization of the
era’s rebellious counterculture,
its depiction of women graphic
illustration of how gender liberty
had not caught up with the sexual
liberty of the time.

This is a program that looks at how
gender issues are animated in a
particular mode of production,
aiming to examine the artistic
manifestations at the intersection
of business operation and cultural-
political-moral expressions.

(The title of this program is a tribute
to the book Kings of the Bs, by
Todd McCarthy and Charles Flynn,
the first serious attempt to examine
the B-film.)

Curator
Sam Ho
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