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2 MOON MOVIES: APOLLO 11 AT 50 MOON MOVIES: APOLLO 11 AT 50

june 8 — august 3 JUNE 8 — AUGUST 3

4 EXTREME CINEMA. THE ACTION DOCUMENTARIES
OF KAZUO HARA
june 10 — june 23

CALENDAR
6 JUNE
7 JULY
8 AUGUST

9 THE COMPLETE HOWARD HAWKS
june 14 — august 18

21 CINEMA OF RESISTANCE
june 17 — august 26

22 JOAN TEWKESBURY’S OLD BOYFRIENDS
august 23 — august 25

23 DARK WATERS. ALL-NIGHT MOVIE MARATHON
august 31 — september 1

All text written by Brittany Gravely and Haden Guest unless Georges Méliés A TRIP TO THE MOON
otherwise noted.

In collaboration with Houghton Library’s celebration of the moon landing’s 50th anniver-
sary, the Harvard Film Archive presents films about humans’ exploration of that final frontier,
including The Right Stuff, Philip Kaufman’s detailed portrait of the earliest astronauts’ per-
Printer: TCl Press sonal and public lives, and Fritz Lang’s silent Woman in the Moon, which features surprisingly
prescient technical details and is credited with inventing the backward countdown. The HFA's
Weekend Matinees are also folded into this series and feature moon-themed films appropri-
ate for space travelers of all ages.

Co-presented by Houghton Library with support from the Goethe Institut, Bos- O
ton. Special thanks: Anne-Marie Eze—Houghton Library; Marina May and Karin @('

Ohlenschlaeger—Goethe Institut; Gabrielle Rufle—Aardman Animations; and

On the cover: Poppy (Karen Morley) reacts to the sudden,
ominous departure of Scarface, the eponymous anti-hero of
Howard Hawks’ influential gangster film, p. 13.

Steve Boot. GOETHE

Film descriptions by Brittany Gravely, Karin Kolb and David Pendleton. INSTITUT

HOUGHTON LIBRARY, EDISON AND NEWMAN ROOM

april 29 — august 3

SMALL STEPS, GIANT LEAPS: APOLLO 11 AT FIFTY

July 2019 marks the 50th anniversary of the Apollo 11 moon landing, one of the
greatest achievements in human exploration. Houghton Library will celebrate the
occasion with an exhibition that combines its collection of landmarks in the history
of science, such as Copernicus, Galileo and Newton, with rarely exhibited highlights
from a private spaceflight collection, including artifacts used during the Apollo 11
mission and on the moon itself by astronauts Neil Armstrong and Buzz Aldrin.

The screenings on June 8 and July 20 will be preceded by a tour of Small Steps,
Giant Leaps: Apollo 11 at Fifty with exhibition curator John Overholt. Free and open
to the public.

harvard film archive staff

director collections archivist film conservation Herb Nipson founding curator James “Bo” Clay

Haden Guest Amy Sloper assistant Katie Soule Vlada Petric Stefan Grabowski

Robert Vaszari Sean Sprecher Rahul Joseph
programming istant llecti manager special thanks Dan Kearney
Karin Kolb Mark Johnson financial associate theater managers Verjana Abazaj Asma Khoshmehr

Regina Pellicano Amanda Bristow Anto Astudillo Olivia Park
publicist/designer film technician/ Steven Brown Alexandra Bandow
Brittany Gravely head projectionist projectionists Andrew Gerzon Janet Benn

John Quackenbush Scott Norwood Kevin Monahan Lisa Brown David Pendleton

1964 - 2017



PRECEDED BY HOUGHTON TOUR AT 2PM

$5 WEEKEND MATINEE ADMISSION
FREE WITH CAMBRIDGE PUBLIC LIBRARY CARD

saturday june 8 at 3pm
MOON MEDLEY

LIVE MUSICAL ACCOMPANIMENT

A TRIP TO THE MOON

(LE VOYAGE DANS LA LUNE)

Inspired by two Jules Verne novels—From the Earth
to the Moon (1865) and Around the Moon (1870)—
Georges Méliés made what is considered one of
the first science fiction films 117 years ago, and it
continues to delight and fascinate. Detailing the fan-
tastic adventures of a group of astronomers on their
cannon-propelled rocket trip to the moon, the film
was originally released in both black-and-white and
hand-painted color versions. The latter was consid-
ered lost until a single print was discovered in 1993.
Its painstaking and careful restoration recently com-
pleted, modern audiences can now experience the
wonders of Méliés’ classic vision anew.

Directed by Georges Méliés. With Georges Méliés, Francois Lallement,
Jules-Eugéne Legris
France 1902, 35mm, color, silent, 15 min

A GRAND DAY OUT

What to do when you run out of cheese and your
corner store is closed due to a National Holiday?
Very simple: build a rocket, fly to the moon and have
a cheese picnic there. After all, “everybody knows
the moon is made of cheese...” Nick Park’s gradu-
ation film at the National Film and Television School
marks the first Wallace and Gromit adventure. The
six years it took to make this stop-motion claymation
short paid off with an Oscar nomination in 1990.
Though it lost, the winner was the director’s other
nominated short, Creature Comforts.

Directed by Nick Park. With Peter Sallis, Peter Hawkins
UK 1989, DCP, color, 23 min

ONCE UPON A BLUE MOON

An alien is excited about the possibility of friend-
ship when a robot lands on his lonely sphere in this
charming stop-motion moon adventure.

Directed by Steve Boot
UK 2015, digital video, color, 4 min

AMERICA’S FIRST SPACEPORT

This Screen News Digest focuses on the construction
of America’s First Spaceport—now the Kennedy
Space Center in Florido—and gives an exclusive
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Nick Park A GRAND DAY OUT

Theodore Melfi HIDDEN FIGURES

tour of the new launch complex that will later send
Apollo 11 to the moon.
US 1967, 16mm, b/w, 15 min

MAXIMUM BOOST (SCHUB AUF MAXIMUM)

Remo and his hearing-impaired grandmother try to
blast off to the moon from a rainy Swiss playground.
The director’s inventive use of sound—incorporating
the original audio from the Apollo 11 space mis-
sion—enables the unassuming astronauts to reach
their exotic destination. Or do they?

Directed by Rolf Hellat. With Sonja Wackerle, Remo Ernst
Switzerland 2010, digital format, color, 5 min

ONE SMALL STEP

Though a woman has yet to visit the moon, Luna, a
young Chinese American girl, wants to become an
astronaut no matter what. Facing all kinds of ups
and downs in the relentless pursuit of her dream,
she always has her father’s love and support—even
after he is gone.

Directed by Andrew Chesworth and Bobby Pontillas
US/China 2018, digital video, color, 8 min

TRT: 70 min

$5 WEEKEND MATINEE ADMISSION
FREE WITH CAMBRIDGE PUBLIC LIBRARY CARD

saturday june 29 at 3pm

HIDDEN FIGURES

Based on the true story told in Margot Lee Shet-
terly’s book of the same title, Theodore Melfi’s film
focuses on the early “computers” at NASA’s Lang-
ley Research Center, in this case humans working
on mathematical orbit calculations. Most of these
mathematicians were women and many were also
black—hired after race-based discrimination was
outlawed during the World War Il worker short-
age—including the three geniuses featured in the
film: Katherine Johnson (Taraji P. Henson), a math
wunderkind; Mary Jackson (Janelle Monde), who
dreams of being an engineer; and Dorothy Vaughan
(Octavia Spencer), an unofficial supervisor who has
been denied that very promotion. The film jumps to
the heightened drama of 1961, when NASA is work-
ing overtime to figure out how to make it possible
for the first American to orbit the Earth while their
new IBM machine produces some questionable data.
Even as they worked meticulously and invisibly for
their country, the women depicted here were also
engaged in the daily struggle of being female and

black in the era of Jim Crow. An eye-opening com-
plement to the celebrated heroics of The Right Stuff,
Hidden Figures exposes what history has hidden for
so long, restoring the humanity and complexity to a
one-sided story. The film expertly embeds the wom-
en’s compelling challenges, successes and equally
inspirational support of one another within the ten-
sion and thrill of the space race, which NASA finally
“won” with the 1969 moon landing thanks to essen-
tial contributions from these remarkable computers.

age recommendation: 9+

Directed by Theodore Melfi. With Taraji P. Henson, Octavia Spencer,
Janelle Monde
US 2016, DCP, color & b/w, 127 min

PRECEDED BY HOUGHTON TOUR AT 4:30PM

saturday july 20 at 5:30pm

THE RIGHT STUFF

Philip Kaufman’s adaptation of Tom Wolfe’s best-
selling book remains an exciting, accomplished
piece of filmmaking and a fascinating specimen of
Americana. In compiling a team of physically and
mentally fit daredevils who weren’t too unmanage-
able, the US government was also crafting the ideal
American heroes: rugged, rough-around-the-edges,
independent men who were ultimately team players
as anxious as their superiors to beat the Russians in
the race to outer space. Bolstered by Caleb Descha-
nel’s beautiful cinematography and Jordan Belson’s
realistic special effects, the remarkable ensemble
character-actor cast—whose careers the film also
helped launch into orbit—forms the convincing heart
of The Right Stuff. By focusing on five of the Mercury
Seven, the film delves just deep enough into both
their personal and suddenly very public lives, while
acknowledging the emotional toll taken on their
wives during these extraordinarily high-risk missions
into the unknown. This thrilling portrait of the first as-
tronauts also features surprising details and asides,
such as the role the press and individual astronauts
had in influencing protocol and operations. NASA's
team of headstrong, competitive men whose nation
is—at times recklessly—engaged in fierce global
competition stands in elucidating contrast to the re-
cent black hole event involving the collaboration of
diverse teams of scientists from around the world.

Directed by Philip Kaufman. With Sam Shepard, Scott Glenn, Ed Harris
US 1983, DCP, color & b/w, 193 min
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LIVE MUSICAL ACCOMPANIMENT BY ROBERT HUMPHREVILLE
saturday august 3 at 7pm

WOMAN IN THE MOON (FRAU IM MOND)

If Metropolis represents speculative science fiction, Woman in the
Moon finds Lang with screenwriter (and his wife at the time) Thea von
Harbou returning to the genre with a dramatic emphasis now upon the
science. Lang’s last silent film presents the tale of the first rocket to the
moon with a sincere realism and a woman essentially at the helm. Ret-
rospectively, a few details—the multistage launch, the weightlessness,
sunrise from space—were prescient, if not actually pioneering, as in
the case of Lang’s apparent invention of the backward countdown.
Although there is a plot involving a romantic triangle and a cabal of
sinister capitalists, it is clearly the machinery that attracts Lang’s at-
tention, as well as the science and morality behind it. Called Lang’s el
most abstract film, it retains some fatalistic and fantastic detours, yet !
with an atmosphere much cooler, and at times, chilling; the celebrated V g R
rocket launch sequence predicts the mass-as-machine imagery of Tri- i
umph of the Will.

Directed by Fritz Lang. With Willy Fritsch, Gerda Maurus, Gustav von Wangenheim
Germany 1929, DCP, b/w, silent, 169 min Fritz Lang WOMAN IN THE MOON

EXTREME CINEMA.
THE ACTION DOCUMENTARIES OF KAZUO HARA

JUNE 10 - JUNE 23

“I
try to forcibly generate action with the camera. | try to wrench it into existence. With deliberate force.” — Kazuo Hara

Among the most vital, courageous and controversial documentary filmmakers active today, Kazuo Hara (b. 1945) is best known for a series of passionately confronta-
tional films—or “action documentaries” as he terms them—made in close collaboration with a series of extraordinary activists and agitators. From the cerebral palsy
victims turned disabled-rights champions in Sayonara CP to the vociferously anti-Imperialist WWII veteran Kenzo Okuzaki in The Emperor’s Naked Army Marches On
and the outspoken novelist Mitsuharu Inoue in A Dedicated Life, Hara’s fascinating films closely follow firebrand iconoclasts in pursuit of often perilous causes. Rejecting
any kind of detached or “objective” position, Hara instead deliberately inserts his camera (and small crew) into the heat of the moment to capture, and sometimes
even to instigate, revelatory confrontations that lay bare repressed secrets and unsettling truths. Hara’s films often bring the viewer uncomfortably close to their dif-
ficult subjects, generating a discomfort that forces the viewer to question what exactly a documentary can and should represent. The radical intimacy of Hara’s cinema
reached a bold climax with Extreme Private Eros, a diaristic portrait of Miyuki Takeda—Hara’s ex-lover and mother to his child—after she leaves Hara in search of
a new sexual and political identity. Holding his own raw emotions and investments up for scrutiny, Extreme Private Eros is a milestone in self-critical documentary and
a powerful study of the stakes and limits of sexual revolution. With his long-awaited new film, the decade-in-the-making Sennan Asbestos Disaster, Hara adds a new
dimension to his action documentary: a slower, more patient mode of cinematic intervention that seeks to understand the collective voice of marginalized victims and
the power of a community to challenge the state. — HG

The Harvard Film Archive is thrilled to welcome Kazuo Hara and his long-time producer Sachiko Kobayashi for a special screening of his latest film as well as his now-
classic Extreme Private Eros. We are also extremely proud to premiere new film prints of Sayonara CP and Extreme Private Eros acquired by the HFA for its collection,
from Kazuo Hara.

This refrospective is made possible in collaboration with Shisso Production, Inc. in association with Hisami Kuroiwa.

Special thanks: Josh Siegel, Film Curator—Museum of Modern Art, New York; Mary Brinton, Director and Stacie Matsumoto, Associate Director—Reischauer Institute of
Japanese Studies, Harvard; and Hiroshi Sunairi.

Photos courtesy Shisso Production, Inc. Film descriptions by Haden Guest.

monday june 10 at 7pm

THE EMPEROR’S NAKED ARMY MARCHES ON (YUKI YUKITE SHINGUN)
Hara’s best-known film is also his most controversial: a portrait of Kenzo
Okuzaki, a radical anti-Imperialist activist and convicted criminal, impris-
oned for murdering a real estate agent and for shooting pachinko balls
at the Emperor of Japan. Okuzaki’s dark experiences as a veteran of the
brutal Japanese occupation of New Guinea inspired him to denounce the
Emperor as a war criminal, a stance far from the mainstream of Japanese
society at the time and to this day. Hara'’s film finds Okuzaki now doggedly
hunting down the members of his outfit to uncover the mysterious execution
of two of them, days after Japan’s surrender. Aided by Hara, Okuzaki ar-
rives unannounced at the homes of the now-elderly soldiers, ambushing and
accosting them with difficult and unrelenting questions about their guilt and
awareness of their, and the Japanese nation’s, crimes. Okuzaki’s bold ag-
gression drives Hara's film dangerously forward, lurching even into parox-
ysms of violence as the tireless Okuzaki attacks his former commanders and
fellow soldiers not just with his sharp questions and accusations but also with
- his fists. The unspeakable crimes revealed over the course of The Emperor’s
Kazuo Hara THE EMPEROR’S NAKED ARMY MARCHES ON Naked Army Marches On makes clear the potential of Hara's camera-as-
4




Kazuo Hara SAYONARA CP

weapon (or wrecking ball) attitude, as the “actions”
staged together with Okuzaki reveal far more than
even the zealous agitator had set out to expose.

Directed by Kazuo Hara
Japan 1987, 16mm, color, 122 min. Japanese with English subtitles

monday june 17 at 7pm

SAYONARA CP

Hara’s profoundly moving debut film was inspired by
his time teaching at a school for disabled children
and his ardent desire, born there, to fight against
the rarely acknowledged prejudices that kept the
disabled out of collective sight and mind. Towards
this cause, Sayonara CP offered a difficult yet life
affirming meditation on the actual and imagined
boundaries between the abled and disabled, cen-
tered upon the arresting figure—and body—of
Hiroshi Yokota, a person with cerebral palsy and
active leader of the Green Lawn Movement dedi-
cated to bringing new consciousness to the needs
of the Japanese disabled community. Shot in high
contrast black-and-white, Sayonara CP refuses to
varnish or sentimentalize in any way the struggle of
Yokota and his group, joining them as they take to
the streets, leaving aside their wheelchairs to make
their own physical condition patently, and painfully,

&
Kazuo Hara A DEDICATED LIFE

obvious to passersby unaccustomed to seeing non-
normative bodies amongst them. Weaving together
interviews with Yokota and his fellow Green Lawn
members with those of parents and family of the
impaired, as well as the opinions of non-disabled
people, Hara creates a polyphonic and complex
portrait of a community newly energized by a sense
of difficult but real forward movement. Made at a
time when the disabled were considered “unseemly”
and most often kept inside—or placed in dedicated
institutions—Sayonara CP (which was released inde-
pendently and screened principally in non-theatrical
venues) is credited with helping advance the cause
of disabled rights in Japan.

Directed by Kazuo Hara
Japan 1972, 16mm, b/w, 82 min. Japanese with English subtitles

Also screening as part of the Cinema of Resistance
program, p. 21.

friday june 21 at 7pm

A DEDICATED LIFE (ZENSHIN SHOSETSUKA)

Hara’s rarely screened fourth film is an extended
intimate portrait of celebrated and outspoken nov-
elist Mitsuharu Inoue, a project that took a radical
new direction when the writer’s recently diagnosed
cancer began to spread throughout his body. Re-
sponding to the urgent sense of time running out,
Hara filmed extended sessions of Inoue’s writing
workshops, lectures and visits to the doctor, while
also interviewing the many women in the author’s
life. Like his early films, A Dedicated Life refuses sen-
timental hagiography, revealing Inoue’s jealousies,
anger and darker side as expressions of the inher-
ent and irresolvable complexity of the portrait film.
And like Extreme Private Eros in particular, Hara’s
thoughtful film also reveals the contradictory and
often self-destructive impulses of love and devotion.

Directed by Kazuo Hara
Japan 1994, 16mm, color, 157 min. Japanese with English subtitles

$12 SPECIAL EVENT TICKETS

KAZUO HARA AND SACHIKO KOBAYASHI

IN PERSON

saturday june 22 at 5pm

SENNAN ASBESTOS DISASTER

(NIPPON ASBEST VILLAGE)

Hara’s latest film is a slow-building and devastat-
ing epic exposé of the “silent time bomb” of wide-
spread asbestos contamination discovered in the
Sennan City area of Osaka in 2005. Made over a
full decade working closely with an activist group
racing against the clock to trace the devastating
roots of the epidemic in the area’s traditional hub
of asbestos production and connect with elderly sur-
vivors to build their case against the state, Sennan
Asbestos Disaster offers a remarkable portrait of a
community charged with purpose yet faced with tre-
mendous obstacles. While more ruminative in tone
and pace than his earlier action documentaries, Sen-
nan Asbestos Disaster shares the urgency and anger
of films such as Sayonara CP and The Emperor’s Na-
ked Army Marches On. Indeed, its haunting echoes
of the horrific mercury poisoning in Minamata and
other toxic calamities that have struck Japan reso-
nate deeply as stark reminders of the lack of state
protections for citizens around the world who are
exposed to hazardous pollutants.

Directed by Kazuo Hara
Japan 2017, DCP, color, 215 min. Japanese with English subtitles

Kazuo Hara EXTREME PRIVATE EROS

$12 SPECIAL EVENT TICKETS

KAZUO HARA AND SACHIKO KOBAYASHI

IN PERSON

sunday june 23 at 7pm

EXTREME PRIVATE EROS: LOVE SONG 1974
(KYOKUSHITEKI EROSU KOIUTA 1974)

Even in this era of reality television and docu-fiction,
only rarely has a filmmaker turned the camera upon
their own private life with such candor and intimacy
as Kazuo Hara in the aptly named Extreme Private
Eros. While ostensibly focused upon his former love
Miyuki Takeda as she comes to terms with her own
bisexuality and intense distrust of traditional family
structures, Extreme Private Eros also offers a por-
trait of Hara as a jealous and resentful ex for whom
filming serves as a kind of harsh self-therapy. The
film was, in fact, made in close collaboration with
Takeda, who invited Hara to follow her to Okinawa
where she had gone with their child to live with her
girlfriend. Takeda also asked Hara to document her
giving birth unassisted to another child, the result of
her relationship with a black American Gl. Adding
further emotional complexity to the project, Hara
invited his new girlfriend and producer Sachiko Ko-
bayashi to assist in the production—resulting in one
of the film’s most indelible scenes, a stinging conver-
sation between the two women about Hara as artist,
lover and human being.

Directed by Kazuo Hara
Japan 1974, 16mm, b/w, 92 min. Japanese with English subtitles

& .
Kazuo Hara SENNAN ASBESTOS DISASTER
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04

06

JUNE 2019

F
07

MEMBERS’ WEEKEND

S
08

3PM

MOON MEDLEY P. 3

live musical accompaniment
$5 matinee admission

7PM & 9PM
MEMBERS’ WEEKEND
SCREENINGS
7PM 7PM 7PM
THE EMPEROR’S NAKED ONLY ANGELS HAVE BRINGING UP BABY P. 11
MEMBERS’ WEEKEND ARMY MARCHES ON P. 4 WINGS P. 10 oPM
9:30PM GENTLEMEN PREFER

TIGER SHARK P. 11

BLONDES P. 11

16

4:30PM
BRINGING UP BABY P. 11

7PM

ONLY ANGELS HAVE
WINGS P. 10

17

7PM
SAYONARA CP P. 5

18

19

20

21

7PM
A DEDICATED LIFE P. 5

22

5PM

SENNAN ASBESTOS
DISASTER P. 5

kazuo hara and sachiko
kobayashi in person

23

5PM

GENTLEMEN PREFER
BLONDES P. 11

7PM
EXTREME PRIVATE EROS P. 5

kazuo hara and sachiko
kobayashi in person

24

7PM
HIS GIRL FRIDAY P. 11

25

26

27

28

7PM
BALL OF FIRE P. 12

9:30PM
TWENTIETH CENTURY P. 12

29

3PM
HIDDEN FIGURES P. 3

$5 matinee admission

7PM
THE BIG SLEEP P. 12

theatrical version

9:30PM
SCARFACE P. 13

30

7PM
THE BIG SLEEP P. 12

pre-release version

Howard Hawks SERGEANT YORK P. 18




S

M
01

7PM
THE WAR AT HOME P. 21

04

JULY 2019

=
05

7PM
HATARI! P. 13

S
06

7PM

TO HAVE AND HAVE NOT
P.13

9PM

| WAS A MALE WAR BRIDE
P.13

07

4:30PM
SCARFACE P. 13

7PM
HATARII P. 13

08

7PM

A GIRL IN EVERY PORT
P. 14

live musical accompaniment

09

10

11

12

7PM
THE CRIMINAL CODE P. 14

9PM

LAND OF THE PHARAOHS
P. 14

13

7PM

THE THING FROM
ANOTHER WORLD P. 14

9PM
THE DAWN PATROL P. 15

14

4:30PM
THE CRIMINAL CODE P. 14

7PM
AIR FORCE P. 15

15

7PM

THE CRADLE SNATCHERS
PAID TO LOVEP. 15

live musical accompaniment

16

17

18

19

7PM

I WAS A MALE WAR BRIDE
P.13

9PM

TO HAVE AND HAVE NOT
P.13

20

5:30PM
THE RIGHT STUFF P. 3

2]

5PM

THE THING FROM
ANOTHER WORLD P. 14

7PM
AIR FORCE P. 15

22

7PM
FAZILP. 16

live musical accompaniment

23

24

25

26

7PM
RIO BRAVO P. 16

27

7PM
HIGH NOON P. 16

9PM
CEILING ZERO P. 16

28

5PM
THE DAWN PATROL P. 15

7PM
EL DORADO P. 16

29

7PM
FIG LEAVES P. 17

live musical accompaniment

30

31

Roman Polanski KNIFE IN THE WATER P. 23

Howard Hawks HIS GIRL FRIDAY P. 11
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AUGUST 2019

=
02

7PM
EL DORADO P. 16

S
03

7PM

WOMAN IN THE MOON
P.4

live musical accompaniment

04 05 06

7PM 7PM

RED RIVER P. 17 MAN’S FAVORITE SPORT?
P.17

07 08

09

7PM
THE BIG SKY P. 18

10

7PM
RIO BRAVO P. 16

11 12 13

7PM 7PM
RED RIVER P. 17 SERGEANT YORK P. 18

14 15

16

7PM
RIO LOBO P. 18

9:30PM
THE ROAD TO GLORY P. 19

17

7PM
A SONG IS BORN P. 19

9PM

O. HENRY’S FULL HOUSE
P.19

18 19 20

4:30PM 7PM
COME AND GETIT P. 19 THE CROWD ROARS P. 20

7PM
BARBARY COAST P. 20

2] 22

23

7PM
OLD BOYFRIENDS P. 22

9PM
RED LINE 7000 P. 20

24

7PM
OLD BOYFRIENDS P. 22

9PM
TODAY WE LIVE P. 20

25 26 27

4:30PM 6PM
OLD BOYFRIENDS P. 22 CHRIST STOPPED

AT EBOLI P. 22
7PM

OLD BOYFRIENDS P. 22

28 29

30

7PM
MONKEY BUSINESS P. 21

9PM
HIS GIRL FRIDAY P. 11

31

7PM
DARK WATERS P. 23
all-night movie marathon

Harvard Film Archive
Carpenter Center for the Visual Arts
24 Quincy Street

Cambridge MA 02138
617.495.4700
library.harvard.edu/film

$9 General Public
$7 Students, Seniors, Harvard Faculty and Staff
Special Events priced as indicated

Harvard students free except for Special Events
CASH OR CHECK ONLY

Tickets are available 45 minutes before showtime.
All programs are subject to change.
No late seating.

The Harvard Film Archive is just east of the
Harvard Square Red Line T stop and next to
the Harvard Art Museums. The HFA is one block
north of Massachusetts Avenue between Broad-
way and Harvard Streets on the Harvard Uni-
versity campus.

There is limited metered parking in Harvard
Square, which is free after 8pm and all day o
Sundays. Parking is also available at several
public lots in Harvard Square.

THEATER FIRE EXITS

(ExT)




THE COMPLETE HOWARD HAWKS

Al

On the set of RIO BRAVO

JUNE 14 - AUGUST 30

(1
W‘mf one should do, what one must do, is try to anticipate what the public is going
to like... | have no desire to make a picture for my own pleasure.” — Howard Hawks,

in a Cahiers du Cinema interview with Jacques Becker, Jacques Rivette and Francois
Truffaut, 1956

If one of the side effects of auteurism’s midcentury flourishing as an interpretive
framework was to encourage critics to retroactively assign subterranean artistic intent
to commercial film entertainment, few directors were as invested in demystifying that
notion toward their own work as Howard Hawks (1896 — 1977). The prolific Holly-
wood genre pioneer, who occupied the dead center of the industry for at least three
decades of his career, was first and foremost, by his own admission, in the business
of filling movie theaters. Unlike Alfred Hitchcock, the other half of the famous “Hitch-
cocko-Hawksian” designation given to the French New Wave critics-turned-filmmakers
who elevated these two directors as the zenith of Hollywood’s crop during the classi-
cal era, Hawks was not interested in pursuing personal obsessions irrespective of the
audience’s pleasure. Until the final decade of his career, when the tides of culture
finally outpaced his sensibilities, Hawks’ body of work was defined by a canny accom-
modation of popular opinion. When a film underperformed at the box office, Hawks
didn’t blame the viewership; rather, he corrected course.

Yet, despite this conservatism, Hawks persists as a widely influential figure as well as
one of the greatest exemplars of a certain kind of genre cinema. His directorial run
from 1926 to 1970 encompasses action-adventures, screwball comedies, gangster
films, Westerns, noirs, musicals, war films, science fictions and historical pageants, but
the seeming variety of his output betrays a remarkable coherence of vision, a precise
attitude toward genre filmmaking that endured through the different clothing his pro-
ductions wore. In a nutshell, the tenets of this attitude included a resistance to outward
displays of sentiment within his narratives; a preference for large ensembles of mostly
male characters; a tendency to de-emphasize spectacle in favor of the passages of
character-building downtime in between; and a pared-down, pragmatic visual style
that rarely allowed for overtly expressive uses of the camera. Above all, Hawks’ films
are about people, not politics, abstract concepts or social issues.

Part of this straight-shooting temperament must surely be rooted in Hawks’ inheri-

tance of the wealth and privilege of one of Indiana’s richest families whose fortune was gained through manufacturing and milling exploits in the late 19th century.
His parents’ stature and connections enabled him to coast through Ivy League universities despite unsteady academic performance, and the adversities of his young
life—dealing with his mother Helen's long-term illness and leaving home for a stint in the Air Force during WWI—had nothing to do with economic strain. Instead,
the myriad opportunities granted Hawks in his early years—as student, athlete, aviator, gambler, mechanical engineer, race-car driver and finally Hollywood ap-

prentice—instilled in him a love of people and a penchant for thrill-seeking.

After his family relocated to Southern California, Hawks’ inexhaustible curios-
ity eventually led him to Hollywood, where his willingness to exploit his fam-
ily’s wealth garnered him traction in the company of powerful men such as
Cecil B. DeMille, Allan Dwan, Douglas Fairbanks and Irving Thalberg. After
a brief stint in the early twenties financing and producing films by Dwan and
Allen Holubar, Hawks worked up an appetite for directing, and his now-lost
debut for Fox, 1926’s The Road to Glory (no relation to his 1936 film), came
about as a result of banging on doors and audaciously overselling himself.
That penchant for self-promotion, for gung-ho individualism, was the engine of
Hawks’ success throughout his career, explaining his lack of fidelity to any one
studio and his inclination to produce his own pictures when other avenues fell
through. In an era of long-term contracts, Hawks was singular for his ability
to travel freely within the studio system without making lasting enemies of the
production heads.

To the contrary, Hawks maintained a steady rotation of proud collaborators
throughout his career. Most foundational were the screenwriters, with whom
Hawks required a close artistic partnership: Ben Hecht, Charles MacArthur,
Jules Furthman, Charles Lederer, Leigh Brackett, and William Faulkner, a writer
Hawks claims to have taught how to pen screenplays. For his players, Hawks
pulled routinely from a well of elite stars including Cary Grant, John Wayne,
Gary Cooper and James Cagney; pruned for the screen electrifying new-
comers like Lauren Bacall, Montgomery Clift and James Caan; and turned
inimitable character actors like Walter Brennan, Arthur Hunnicutt and Charles
Coburn into household names. His cinematographers, editors and set designers,
meanwhile, were less predictable, though it is worth noting that Hawks named
his youngest son Gregg in tribute to cinematographer Gregg Toland, the man
responsible for Hawks’ most uncharacteristically expressionistic films.

Howard Hawks BRINGING UP BABY
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Despite the relative lack of cinematic fireworks in Hawks’ films, at least
when compared to contemporaries like Hitchcock, Orson Welles or Fritz
Lang, his oeuvre does boast a number of technical and stylistic innovations
that pushed the industry and medium forward. His distaste for thespian
hysterics endowed his silent films with a distinctly naturalistic touch, while
his earliest sound films, which utilized cutting-edge recording technology to
enable more flexible cross-cutting, chipped away all traces of the theatrical
at a time when unrestrained emoting was still tantamount to motion picture
quality. First developed in The Dawn Patrol, Hawks' exacting approach to
dialogue—terse, fast-paced, low-pitched and overlapping—flummoxed his
producers when they encountered it, until of course the box office receipts
came in and the method became the new model for talkies. Meanwhile,
though his visual style never announced itself, it was distinguished from his
peers by its economy and consistency. The quintessential Hawks shot—a
loose frame crowded with bodies and faces in relaxed coexistence, often
around a piano or other musical instrument—is immediately recognizable
as his signature despite its utter simplicity, and when encountered in the
work of other directors, even today, carries with it an implicit debt.

More than these stylistic characteristics, however, Hawks is renowned for his - > -

idiosyncratic approach to storytelling, which, as his career went on, increas- Howard Hawks THE DAWN PATROL

ingly dispensed with plot mechanics until the real nourishment to be found

in his films was in the simple act of watching his characters interact—a methodology that reached its peak in Rio Bravo. Typically concentrating on men in high-risk
professions like aviation or stock-car racing, Hawks reflected in his ensembles the warmth, camaraderie and grace under pressure that he valued in life. In elevating
these qualities to the forefront of human existence, Hawks largely neglected otherwise common cinematic subjects like family life, domesticity, and even romantic love,
though his narratives regularly danced around the latter. Such a hierarchy of values meant that Hawks incorporated only a small fraction of female characters into his
projects, though in winnowing the field down to tough-talking, self-reliant women who found their deepest happiness when going toe-to-toe with the men who initially
doubted them, his work found unlikely champions in the feminist community—even as some camps denigrated this very rubric of female empowerment as misogynistic.

Hawks’ vast body of work has generated far more proselytizers than naysayers, a level of nearly uniform acclaim that few other Golden Age directors have enjoyed.
In addition to the steady popular appeal of his films during their time, the blanket admiration from the Cahiers crowd inspired a generation of highbrow critical ap-
praisal courtesy of Andrew Sarris, Molly Haskell, Manny Farber, Peter Wollen, David Thomson, Joseph McBride and Robin Wood, whose book-length study, which
analyzes the director’s work around thematic pillars such as “the lure of irresponsibility” and “the instinctive consciousness,” continues to be a benchmark for thinking
about Hawks. This rich critical legacy perseveres today in new iterations, from the Bazinian considerations of genre and realism that underpin the criticism of Dan
Sallitt to the thorough breakdowns of rhythm and technique that dominate the essays of Lea Jacobs.

Robust as it is, however, the tradition of analytic appreciation around Hawks seems almost paltry alongside the director’s reach in the filmmaking community. Peter
Bogdanovich, John Carpenter, Martin Scorsese, Brian De Palma, Albert Brooks, Elaine May and Quentin Tarantino have all revealed their adherence to Hawks in one
way or another, while any contemporary film that so much as features a group of professionals working together is liable to be regarded as “Hawksian.” It's quite
an anomaly for an unpretentious populist to hold such an enshrined status with filmmakers and critics alike, though it’s one best explained by the enduring enjoyability
of the films themselves, which cut through matters of topicality and “importance” to get right to the heart of what makes human life gratifying: the sustenance to be
gained from one another. — Carson Lund

Special thanks: Todd Wiener and Steven Hill—UCLA Film and Television Archive; Lynanne Schweighofer—Library of Congress; Katie Trainor—Museum of Modern Art;
Daniel Bish—George Eastman Museum; Schawn Beltson—20th Century Fox; and Quentin Tarantino.

Film descriptions by Carson Lund, Brittany Gravely and Haden Guest.

friday june 14 at 7pm

sunday june 16 at 7pm

ONLY ANGELS HAVE WINGS

Jollity and death exist on a precarious seesaw throughout Only Angels Have
Wings, a quintessential mid-career Hawks film about male commercial pilots
operating in a remote alpine outpost in South America. Two worlds govern
the film: there is the idyllic flying station, a bunkhouse-cum-saloon where the
men carouse in between missions, and then there is the treacherous route
through the mountains, where storm clouds constantly circle and planes go
to die. Hawks delineates both masterfully through sound design, favoring
brisk overlapping banter and near-constant barroom music in the station
while letting the nerve-wracking drone of wind, rain and plane engines
dominate the missions—a soundscape that gradually intrudes on the mer-
riment as the film presses on. Geoff (Cary Grant) is the headstrong leader
of the ever-dwindling crew, a stoic man who has learned to accept death
with a straight face and an ace pilot who volunteers for the most dangerous
trips himself. Still, what unites these daredevils is a passion for their death-
defying craft, and much of the film revels in the pockets of joy found amidst
lingering grief. In acquainting the viewer with this unstable existence, Hawks
offers Bonnie Lee (Jean Arthur) as an audience surrogate, a curious traveler
who must come to grips with the wearying transience of the pilots’ lifestyle
in order to win Geoff’s affection. Restored DCP courtesy Sony Pictures.

Directed by Howard Hawks. With Cary Grant, Jean Arthur, Richard Barthelmess
US 1939, DCP, b/w, 121 min

Howard Hawks ONLY ANGELS HAVE WINGS
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friday june 14 at 9:30pm

TIGER SHARK

Balancing the demands of a melodramatic love tri-
angle with a documentary-like portrait of the Pa-
cific Coast tuna fishing community, Tiger Shark is a
great early example of Hawks' gift for narrative
looseness. Edward G. Robinson stars as a bawdy,
self-aggrandizing Portuguese fisherman who falls
in love with the heartbroken daughter (Zita Johann)
of a fallen shipmate, only to find himself compet-
ing for her affections alongside his longtime com-
rade (Richard Arlen). As concerned with the trials
of male friendship and loyalty as it is with the ad-
venture of romance, the film generates a great deal
of dramatic complexity through its leads’ differing
acting styles, from Robinson’s boisterous theatrical-
ity to Johann’s emotional vulnerability and Arlen’s
understated machismo. Meanwhile, Hawks, with the
help of second-unit director Richard Rosson, paints
a vivid impression of the seafaring life, a vocation
whose simultaneous sense of danger and fraternity
is beautifully crystallized in an extraordinary final
shot. Preserved by the Library of Congress.

Directed by Howard Hawks. With Edward G. Robinson, Richard Arlen,
Zita Johann
US 1932, 35mm, b/w, 77 min

saturday june 15 at 7pm

sunday june 16 at 4:30pm

BRINGING UP BABY

A pair of leopards, a pending million-dollar mu-
seum donation, a missing Brontosaurus bone known
as the intercostal clavicle, and a yapping dog that
likes burying things deep in the ground... With its
escalating pile-up of absurd plot detail, Bringing Up
Baby ranks among the zaniest screwball comedies
ever produced in Hollywood. For all its raucous in-
cident and outrageous twists of fate, however, the
film is anchored by an affecting if unlikely romance
between prudish paleontologist David Huxley (Cary
Grant) and ditzy heiress Susan Vance (Katharine
Hepburn), a pair of discontented loners who, on the

Howard Hawks GENTLEMEN PRfFER BLONDES

Howard Hawks TIGER SHARK

surface, couldn’t seem more mismatched. As with
so many canonical screwball comedies, desire and
courting are expressed through verbal combat and
a series of stressful crises, with Susan playing the
nosy agitator and David the befuddled straight
man. But Hawks’ particular strategy here is to use
exaggeration to push the usual archetypes into the
realm of psychological complexity, treating Susan’s
desperate pursuit of love and David’s ascetic re-
sistance to it as pathologically antisocial behaviors
that can only be resolved by one another. As Bring-
ing Up Baby propels through rapid-fire dialogue
and slapstick on the way to its carnivalesque final
act, Hawks never loses sight of his characters’ hu-
manity, knowing full well that their neuroses and hys-
terics are little more than hang-ups to be grown out
of in the pursuit of real happiness.

Directed by Howard Hawks. With Cary Grant, Katharine Hepburn,
Charles Ruggles
US 1938, 35mm, b/w, 102 min

saturday june 15 at 9pm

sunday june 23 at 5pm

GENTLEMEN PREFER BLONDES

Prior to presenting any onscreen credits or produc-
tion logos, Gentlemen Prefer Blondes offers the brash
spectacle of Jane Russell and Marilyn Monroe sing-
ing in tandem against a garish violet backdrop, their
ruby-red dresses glistening in contrast. It's a suitably
potent opening to Hawks’ delirious musical, a film
whose stylistic excesses match the insatiable appe-
tites of its two female protagonists. Russell’s Dorothy
Shaw longs for love and sex, while Monroe’s Lore-
lei Lee gravitates towards money and shiny objects,
and the film charts the teamwork they foster while
aboard a Paris-bound luxury liner in helping each
other achieve these desires—a mission ushered
along by extravagant Jack Cole-directed musical
numbers. Somewhat unique in Hawks’ oeuvre for its
rapt focus on female friendship and yearning, the
film is even more remarkable in its wholesale bur-
lesquing of the dominant sex, represented here as a
gallery of gullible buffoons that recall the cartoons
of Frank Tashlin. Alternately analyzed in the de-
cades since as sexist or feminist, unabashedly capi-
talistic or radical, Gentlemen Prefer Blondes remains
a slippery product of the same consumer culture it
ravenously sends up.

Directed by Howard Hawks. With Jane Russell, Marilyn Monroe,
Charles Coburn
US 1953, 35mm, color, 91 min

monday june 24 at 7pm

friday august 30 at 9pm

HIS GIRL FRIDAY

The newspaper comedy subgenre that flowered in
the 30s and 40s arguably finds its apotheosis in this
hysterical, briskly told tale of high-stakes New York
journalism, a revved-up reboot of the Broadway hit
The Front Page. Cary Grant and Rosalind Russell, in
performances of both verbal and physical virtuosity,
form a harmonious comic duo as editor Walter Burns
and investigative reporter Hildy Johnson. As soul-
mates joined at the hip one minute and foul-mouthed
opponents the next, the actors motor through Ben
Hecht’'s verbose, quick-witted dialogue like sea-
soned veterans in the newsroom, walking all over
each other’s lines when they’re not literally tripping
over each other to handle the next task. Just when
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Hildy begins considering ditching this stressful ca-
reer for good, a controversial death-row trial reels
her back in, and His Girl Friday ultimately offers a
stirring evocation of the idea that true love only
grows out of mutual passion and adversity, howev-
er demanding these pursuits may be. Matching his
performers’ dexterity beat for beat, Hawks stages
the film with a remarkable economy of movement,
minimizing montage editing to instead choreograph
frenetic action around the frame, all while finding
startling uses of the dolly to synchronize with the
story’s understated tonal shifts. 35mm preservation
print courtesy of the UCLA Film & Television Archive.

Directed by Howard Hawks. With Cary Grant, Rosalind Russell,
Ralph Bellamy
US 1940, 35mm, b/w, 92 min

friday june 28 at 7pm

BALL OF FIRE

Three years after Bringing Up Baby, Hawks returned
to the comic potential of the intellectual hermit, an
archetype within which the prevailing rationality of
the director’s male characters is exaggerated to an
absurd degree. Ball of Fire finds Gary Cooper in un-
expected territory as Bertram Potts, a bookish dope
toiling away with a merry band of old professors on
an encyclopedia to end all encyclopedias. Confront-
ed with the challenge of a chapter on modern slang,
Potts is forced to venture out into a social world
of which he knows little. There, in one of Hawks’
greatest scenes of musical performance, he meets
nightclub singer Sugarpuss O’Shea (Barbara Stan-
wyck), a gangster’s moll who also happens to need
a temporary hideout from the law. The delightful
events that follow constitute a playful gloss on Snow
White and the Seven Dwarves, with Sugarpuss confi-
dently inserting herself into a cloistered academic
retreat by offering her erudite but clueless students
a multi-course education in worldly matters. Packed
with crowded compositions juxtaposing Stanwyck’s

Howard Hawks TWENTIETH CENTURY
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carefree self-possession with the stiff inquisitiveness
of the professors, Ball of Fire is a visually engag-
ing piece of filmmaking, though its innuendo-laden
screenplay, written partially by Billy Wilder, is the
real reward.

Directed by Howard Hawks. With Gary Cooper, Barbara Stanwyck,
Oscar Homolka
US 1942, 35mm, b/w, 111 min

friday june 28 at 9:30pm

TWENTIETH CENTURY

John Barrymore and Carole Lombard form a whirl-
wind duo as illustrious theater director Oscar Jaffe
and his prized star Lily Garland in this genre-strad-
dling Broadway portrait, a film that turns on a dime
from flamboyant hysterics to weepy pathos on more
than one occasion. Beginning in the spacious audito-
riums and dressing rooms of Broadway and eventu-
ally moving to the stifling cabins of the titular Chi-
cago-to-New York commuter train, Twentieth Century
paints a vivid portrait of the simultaneously toxic
and symbiotic relationships between the men and
women of this tight-knit theatrical community, which
is held together and lorded over by the autocratic
Jaffe. When Garland, sick and tired of her cloying
director, ditches the troupe for a rapidly successful
career as a Hollywood starlet, however, everything
comes undone for Jaffe—that is, until a chance en-
counter with Garland onboard the Twentieth Centu-
ry train provides him a legacy-defining opportunity
to reacquaint with his lost muse. Hijinks ensue, though
for all the fast-flowing, hysterically delivered Ben
Hecht dialogue, Hawks maintains an emphasis on the
sorrow and tragedy of a vulnerable man realizing
too late that his moment has passed.

Directed by Howard Hawks. With John Barrymore, Carole Lombard,
Walter Connolly
US 1934, DCP, b/w, 91 min

saturday june 29 at 7pm (theatrical version)

sunday june 30 at 7pm (pre-release version)

THE BIG SLEEP

Based on a Raymond Chandler short story but fi-
nessed into its gleaming, multifaceted final form by
William Faulkner, Leigh Brackett and Jules Furthman,
the screenplay for The Big Sleep is one of the finest
in the entire noir canon and certainly ranks in the

upper echelon of the scripts Hawks worked with in
his career. The reasons for this have less to do with
the labyrinthine complexity of the plot—a chain of
ever-expanding revelations about the haute-bour-
geois Los Angeles criminal underworld—than with
the layers of implication, innuendo, slang and clash-
ing motivations in the dialogue, the rhythm of which
is carefully managed by Hawks and his actors. An-
choring all of these knotty exchanges is Humphrey
Bogart as private eye Philip Marlowe, master of cool
and sex appeal as he sizes up his conversational op-
ponents and seizes their intel without them even re-
alizing it. Hired by a wealthy general to clear up a
potential blackmail situation, Marlowe quickly finds
himself personally invested in the case due to the

Howard Hawks SCARFACE



Howard Hawks THE BIG SLEEP

recurring presence of his client’s lovely but possibly
two-faced daughter (Lauren Bacall). The Big Sleep’s
great trick is in seducing the audience first with the
seedy plot even as it constantly redirects our atten-
tion to less analytical pleasures, like the chemistry of
Bogart and Bacall and the sheer musicality of their
line deliveries.

Directed by Howard Hawks. With Humphrey Bogart, Lauren Bacall,
John Ridgely
US 1946, 35mm, b/w, 114/116 min

saturday june 29 at 9:30pm

sunday july 7 at 4:30pm

SCARFACE

One of Hawks’ most visually elaborate works, Scar-
face is a film enamored with shadows, fog and the
damp, shiny allure of Chicago by night. Utilizing
dynamic camera movement and expressionistic com-
positional play, Hawks reflects the intensity of the
city’s mafia community without glamorizing it. Riding
high in this crime world is Tony Camonte (Paul Muni),
a bloodthirsty gangster who consistently ignores his
boss’ orders in launching a killing spree that takes
him deep into the North Side to mess with a much-
feared Irish mob. From here, Tony’s swelling ego
and drive to rule Chicago go largely unchecked,
while his intimate, vaguely incestuous relationship
with his sister (played by a wonderfully committed
Ann Dvorak) provides his only fulfilling, if damaged,
human relationship. Though completed prior to the
enactment of the Production Code, this nastily effec-
tive film came under great scrutiny from the censors
and caused even more concern when it became a
box office success, but to film history it is invaluable,
providing seeds for the noir genre as well as the en-
tire careers of Martin Scorsese and Brian De Palma.
Restored DCP courtesy Universal.

Directed by Howard Hawks. With Paul Muni, Ann Dvorak, Karen Morley
US 1932, DCP, b/w, 90 min

friday july 5 at 7pm

sunday july 7 at 7pm

HATARI!

If there’s one film that crystallizes what critics gen-
erally mean when they use the term “Hawksian,”

it's Hatari!, the director’s ambling, good-natured,
character-driven late film about a motley crew of
safari wranglers who catch and sell exotic wild
animals in the African desert. Like The Dawn Patrol
or Only Angels Have Wings, the film focuses on the
bonds formed within a group of men—and in this
case, two women—doing daunting physical work in
a remote region, and, in perhaps the most Hawksian
trait of all, it jettisons plot to fixate almost entirely
on the schmoozing and leisure time that always at
least punctuates Hawks’ storytelling. Here, we're im-
mersed in the day-to-day activities of Sean Mercer
(John Wayne) and his team, a rowdy bunch that in-
cludes a former NYC cabbie (Red Buttons), a Mexi-
can bullrider (Valentin de Vargas), and a sage old
chap referred to only as “The Indian,” whose injury
at the horns of an angry rhino constitutes one of
the film’s few instances of narrative tension. In the
absence of high stakes, Hatari! relishes in gags and
good humor, much of it generated by the arrival of a

beautiful Italian photographer (Elsa Martinelli) who
forces Sean to come to terms with his past struggles
with women. Long and digressive, the film features
some of Hawks’ most enjoyable scene construction
and character building.

Directed by Howard Hawks. With John Wayne, Hardy Kruger,
Elsa Martinelli
US 1962, 35mm, color, 159 min

saturday july 6 at 7pm

friday july 19 at 9pm

TO HAVE AND HAVE NOT

Rarely has Hollywood produced a male-female duo
with more chemistry than Humphrey Bogart and Lau-
ren Bacall, and To Have and Have Not, their first col-
laboration and Bacall’s onscreen debut, ranks among
their most electric. The film, based on an undistin-
guished Ernest Hemingway novel whose complicated
black-market plotting is thoroughly streamlined by
Hawks in favor of character exploration, is defined
by long, simmering sequences of flirtation between
its two stars, who command a series of cramped two
shots with an ongoing dynamic of physical intimacy,
innuendo and battles of wit. Bogart is a charter
ship owner in Vichy-occupied Martinique and Ba-
call is the singing American tourist who catches his
eye from across the boat’s swarming cabaret. Both
become embroiled in a fiasco involving French Resis-
tance money and pesky Vichy policemen, but all of
this is window dressing. To Have and Have Not is first
and foremost one of Hawks' most atmospherically
distinctive films, conjuring in a studio backlot a dance
of delicate and exotic energies, from Bacall’s sensu-
ous whisper and Bogart’s wafting cigarette smoke to
the humid island breezes and clammy air of secrecy.

Directed by Howard Hawks. With Humphrey Bogart, Walter Brennan,
Lauren Bacall
US 1944, 35mm, b/w, 100 min

saturday july 6 at 9pm

friday july 19 at 7pm

| WAS A MALE WAR BRIDE

One of the most popular films of its year due large-
ly to the novelty of seeing the world’s biggest movie
star dressed in drag, | Was a Male War Bride stars
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Cary Grant alongside Hawks newcomer Ann Sheri-
dan in an eccentric screwball comedy based on the
memoir of a Belgian, Henri Rochard, who married
an American servicewoman following WWIL. In its
first half, the film follows the trusty formula popular-
ized by screwball comedies like Bringing Up Baby,
with Grant and Sheridan, playing a French Army
Captain and the Women’s Army Corps lieutenant
with whom he’s assigned for postwar duty, mask-
ing their mutual attraction under relentless verbal
sparring. When the two drop the facade halfway
through, however, Hawks goes about comprehen-
sively charting the absurdities of the era’s US Im-
migration Law, which enabled a war groom’s pas-
sage to America only via a loophole in the system:
he must pose as a bride. The film generates much
of its comedy through the relative stoicism of Grant
in the face of these ludicrous bureaucratic machi-
nations, which ultimately lead Rochard to hide out
aboard a ship in women’s clothing. Hawks, ever the
sophisticate, deserves credit for not leaning heavily
on cheap sight gags, instead finding greater wit in
the warped logic of the immigration process.

Directed by Howard Hawks. With Cary Grant, Ann Sheridan,
Marion Marshall
US 1949, 35mm, b/w, 105 min

LIVE MUSICAL ACCOMPANIMENT

BY ROBERT HUMPHREVILLE

monday july 8 at 7pm

A GIRL IN EVERY PORT

Often cited as the earliest flowering of the Hawksian
ethos, A Girl in Every Port is a subversive farce of he-
donism and male bonding, a story propelled almost
entirely by a rowdy, freewheeling spirit. Spike (Vic-
tor McLaglen) and Bill (Robert Armstrong) are hard-
drinking patrons of the high seas, sailing from port
to port looking for frolics and fistfights while leaving
trails of besotted dames in their wake. When the
two come into one other’s crosshairs over a conspir-
ing siren in Marseilles (Louise Brooks), the tension
14

leads inexorably to quasi-romantic camaraderie, at
which point A Girl in Every Port turns gradually from
the ribald to the delicate, tracing Spike and Bill’s
developing relationship as through it were the dal-
liance in Sunrise. Despite what might be seen as a
proto-queer sensibility, however, the film broke box-
office records for its loose, broad comedy, a mode
naturally suited to McLaglen, whose wide frame and
stomping gait practically necessitate Hawks’ master-
shot approach.

Directed by Howard Hawks. With Victor McLaglen, Robert Armstrong,
Louise Brooks
US 1928, 35mm, b/, silent, 64 min

friday july 12 at 7pm

sunday july 14 at 4:30pm

THE CRIMINAL CODE

Hawks’ only foray into the prison film, The Criminal
Code was part of a cycle of hard-hitting, reform-

Howard Hawks | WAS A MALE WAR BRIDE

minded pictures about American crime and punish-
ment made during the early years of sound. The
great Walter Huston stars as a rigidly principled
prosecuting attorney given the job of warden at a
penitentiary populated by criminals he sent away,
including a sensitive young man, played by Phillips
Holmes, given a hard sentence of ten years for mur-
der in self-defense. The presence of the attorney’s
comely daughter adds another dimension to the
drama and to Holmes’ relationship with the warden.
Most impressive in the cast, however, is journeyman
stage and screen actor Boris Karloff (who had al-
ready appeared in bit parts in eighty films) in his
breakout role as a hardened criminal, a role he had
played in the original Broadway production. An in-
novative talkie, The Criminal Code allowed Hawks to
experiment right away with the kind of rapid and
overlapping dialogue that would become an impor-
tant signature of his cinema.

Directed by Howard Hawks. With Walter Huston, Phillips Holmes,
Constance Cummings
US 1931, 35mm, b/w, 97 min

friday july 12 at 9pm

LAND OF THE PHARAOHS

The most radical departure from the more familiar
genre territories explored by Hawks is his ill-fated
tale of ancient Egypt—a saga of hubris, greed and
obsession with the afterlife—that was also the di-
rector’s first and only major box-office bomb. Over
time, Land of the Pharaohs has earned a place as a
beloved and much-admired cult film and as proof
of the auteurist theory that even the most seemingly
outlier films are essential to a filmmaker’s oeuvre. In
this case, the film provides the typical Hawksian bal-
ance between thrilling action spectacle—especially
the construction of the pharaoh’s tomb and gripping
sequences with poisonous vipers—and intimate ro-
mantic rivalries, with a young Joan Collins casting a
particularly bewitching spell as a Cypresian prin-
cess determined to charm her way into the heart of
the pharaoh and his secret treasure trove.

Directed by Howard Hawks. With Jack Hawkins, Joan Collins,
Dewey Martin
US 1955, 35mm, color, 106 min

saturday july 13 at 7pm

sunday july 21 at 5pm

THE THING FROM ANOTHER WORLD

A nondescript set masquerading as an Alaskan re-
search outpost, about a dozen spirited B-list actors,
and a few rudimentary special effects are all that’s
needed to mount nail-biting suspense in The Thing
from Another World, a thrifty sci-fi classic that is as
much about the moment-to-moment logistics of grap-
pling with the unknown as it is about the eponymous
alien entity itself. When a mysterious saucer from
the sky crash-lands near a secluded Air Force com-
pound, Captain Patrick Hendry and a ragtag bunch
of servicemen are forced to make imaginative use
of their limited resources to conquer their increas-
ingly predatory visitor, all while butting heads with
a cerebral scientist who insists the extraterrestrial
beast is mere “phenomena to be studied.” In ced-
ing the director’s chair to then-debuting filmmaker
Christian Nyby, Hawks claimed only a producer role
for the film, though his stylistic influence is so strongly
felt in the brisk banter and calculated blocking that
there has long been speculation as to the degree
of his artistic intervention. Whatever the case, The



Thing from Another World stands as both a consum-
mate expression of Hawksian ensemble acting and
a master class in the power of suggestion.

Directed by Christian Nyby and Howard Hawks. With Margaret Sheridan,
Kenneth Tobey, Robert Cornthwaite
US 1951, 35mm, b/w, 87 min

saturday july 13 at 9pm

sunday july 28 at 5pm

THE DAWN PATROL

Hawks’ first film of his most productive decade marks
one of the great stylistic leaps in cinema history. Not
the first production to fully incorporate direct-sound
recording, but one that nevertheless revolutionized
the way that sound would be used in movie narra-
tives, The Dawn Patrol captures the gloomy evenings
and cacophonous mornings at a British air base dur-
ing World War |, where an ever-diminishing cadre
of hopeful men while away their days drinking and
reminiscing in between deadly missions behind ene-
my lines. The film’s prevailing atmosphere, manifest-
ed most plainly by a chalkboard listing the surviving
pilots that gets sparser by the day, is one of im-
pending doom, and Hawks, a former flight instructor,
lends the proceedings an authentic sense of the trials
of daily warfare, where grief and spiritual decay
are offset by male bonding. Alternating between
hushed scenes of mourning at the base and brutally
intense episodes of aerial combat, Hawks cultivates
a hypnotic narrative structure that revolves large-
ly around the complicated friendship of Captain
Courtney (Richard Barthelmess) and ace pilot Scott
(Douglas Fairbanks Jr.) without ever losing sight of
the other men who come and go at the base, in-
cluding Scott’s wide-eyed younger brother (William
Janney). Stunning rear-projection effects and aerial
footage aside, The Dawn Patrol’s greatest innovation
is its dimensional use of direct sound with overlap-
ping naturalistic dialogue, which creates a relentless
pace distinct from the more theatrical, melodramatic
style that defined the early sound era. Preserved by
the Library of Congress.

Directed by Howard Hawks. With Richard Barthelmess, Douglas Fairbanks
Jr., Neil Hamilton
US 1930, 35mm, b/w, 95 min

sunday july 14 at 7pm

sunday july 21 at 7pm

AIR FORCE

Hawks directed his final tribute to aviation with this
rousing piece of WWII military propaganda. Made
at the height of the war effort, Air Force depicts the
chaotic days following the attack on Pearl Harbor
by focusing on a small brigade that gets pulled into
combat in the midst of a routine training mission, but
Hawks treats the action of warfare as secondary
to the smaller dramas between the crew members
onboard their cramped B-17 bomber plane. The
terrific ensemble, composed largely of relative un-
knowns, embodies a cast of characters culled from
various walks of American life: among others, there’s
the family-man pilot (John Ridgely), the rebellious
newcomer (John Garfield), the Jewish mechanic
(George Tobias), a fresh-faced radio operator (Ray
Montgomery), and Harry Carey in one of his most
affecting late performances as a veteran crew chief
whose son works at another base. Much of the film
is devoted to the team-building conversations that
take place amongst the group while maintaining the
plane, where topics range from family life to the

merits of New York City and California. When the
film moves into its action-packed, visually impressive
second half, however, the emphasis shifts toward
the barbaric “Japs” and their brutal defeat at the
hands of American military prowess, a tonal shift
that’s understandable in context if rather difficult to
swallow by modern sensibilities.

Directed by Howard Hawks and Vincent Sherman. With John Garfield,
John Ridgely, Gig Young
US 1943, 35mm, b/w, 124 min

LIVE MUSICAL ACCOMPANIMENT
BY ROBERT HUMPHREVILLE

monday july 15 at 7pm

THE CRADLE SNATCHERS

Considered lost until Peter Bogdanovich located the
originals in the depths of the Fox archive, The Cradle
Snatchers remains slightly incomplete, missing part

Howard Hawks & Vincent Sherman AIR FOCE

of the third reel and all of the fourth. Despite the
absent ten minutes, Hawks’ adaptation of Russell G.
Medcraft and Norma Mitchell’s popular, dialogue-
heavy play into a silent film remains an enjoyable,
captivating feat. Three middle-aged wives punish
their philandering husbands by hiring college boys
to pose as their secret lovers. The young men’s con-
vincing performances twist a few comical knots in
the ladies’ vengeful strategy, and the result is, in
the words of Hawks’ biographer Todd McCarthy, “a
boisterous, energetic Jazz Age film, sprightly paced
and fresh-feeling, despite its obvious theatrical ori-
gins.” Preserved by the Library of Congress.

Directed by Howard Hawks. With Louise Fazenda, J. Farrell MacDonald,
Ethel Wales
US 1927, 35mm, b/w, silent, b/w, 59 min

PAID TO LOVE

In order to help guarantee his loan to the flounder-
ing Mediterranean kingdom of San Savonna, an
American financier requires that the king’s son start
showing some interest in the opposite sex. Like many
Hawks men intellectually consumed by other inter-
ests, Michael the Crown Prince (George O’Brien)
only has eyes for all things automotive. Thus, two
“old fools” team up like a meddling married cou-
ple—undoubtedly a Hawks touch—to concoct a
scheme to spark Michael’s latent libido. Adding to
the comic incongruency, they venture to a notorious
Paris dive only to discover another Hawks prototype:
the gorgeous, self-made and street-smart doyenne
of the underworld. Because of her skill at deception,
Virginia Valli’s nightclub performer is half-wittingly
pulled into a tangle of role-playing, mistaken identi-
ties and clashing classes—with a young and slither-
ing William Powell appearing as the foil. Clearly
influenced by the surge of German expressionism
washing over Hollywood at the time, Hawks’ amus-
ing frolic features an array of un-Hawksian creative
camera moves and artful flourishes, as well as a
few startlingly erotic pre-Code moments, including
a scene with Powell slowly unpeeling and eating a
banana while watching Valli, unaware, disrobe. Pre-
served by the Museum of Modern Art with support
from the Celeste Bartos Fund for Film Preservation.
Directed by Howard Hawks. With George O’Brien, Virginia Valli,

J. Farrell MacDonald
US 1927, 35mm, b/w, silent, 74 min
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LIVE MUSICAL ACCOMPANIMENT

BY ROBERT HUMPHREVILLE

monday july 22 at 7pm

FAZIL

Hawks was reluctantly fulfilling a Fox assignment
when he took on the adaptation of Pierre Frondaie’s
1922 play L'Insoumise about a conservative Arabi-
an sheik who falls in love with a modern, free-spirit-
ed Parisienne. Just as the lovers feel when removed
from their respective cultures, the director was also
out of his element in this melodramatic romance. Si-
lent screen heartthrob Charles Farrell dutifully fills
the role of the stringent, sexy Arabian—much to
Hawks’' and certainly contemporary viewers’ dis-
may—while Norwegian star Greta Nissen seems
more credible and comfortable as the feisty, inde-
pendent Fabienne. In addition to beautifully filmed
vignettes within the visually sumptuous—if exoti-
cized—"Arabia,” the picture delivers many other
surprises, including a shocking scene of an execution
ordered by Fazil; the couple’s sweet and intimate
pre-Code courtship; and an even racier, provoca-
tively detailed sequence inside Fazil’s elaborate ha-
rem. Preserved by the Museum of Modern Art.

Directed by Howard Hawks. With Charles Farrell, Greta Nissen, Mae Busch
US 1928, 35mm, b/w, silent, 75 min

friday july 26 at 7pm

saturday august 10 at 7pm

RIO BRAVO

Viewed by many as the peak of Hawks’ career, if
not the Western in total, Rio Bravo boasts the direc-
tor in full command of his peculiar brand of plot-
less genre cinema, grinding narrative momentum
down to a slow crawl to keep the spotlight on the
rich character interplay for which his work is re-
vered. At the heart of the film is a drawn-out duel
between a sheriff (John Wayne) and the powerful
rancher (John Russell) whose brother he locked up
for murder, but the real meat of this lengthy, digres-
sive “hangout” movie is the camaraderie shared be-

Howard Hawks FAZIL
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Howard Hawks CEILING ZERO

tween Wayne and his co-stars while their characters
negotiate their next moves in the small-town jail. As
the sheriff’s right-hand men, Dean Martin, Ricky Nel-
son and Walter Brennan mine humor and depths of
feeling from cliched archetypes, while Angie Dickin-
son, clad in a dazzling array of costumes, embodies
an ideal Hawksian love interest as the whip-smart
gambler who steals Wayne's affection. In its general
allegiance to good vibes over plot—never more ap-
parent than when the film halts all mounting suspense
for back-to-back group musical performances (a se-
quence singled out by critic Nick Pinkerton as quite
possibly “the apex of American culture”)—Rio Bravo
offers perhaps the most radical storytelling exercise
in Hawks’ oeuvre, one that altered the course of his
art thereafter.

Directed by Howard Hawks. With John Wayne, Dean Martin, Ricky Nelson
US 1959, 35mm, color, 141 min

saturday july 27 at 7pm

HIGH NOON

Fred Zinnemann’s now-classic moral Western was
despised by Hawks and John Wayne, who decried
the Austrian-born director’s vision of the West as
“un-American.” In truth, Zinnemann was inspired by
the distinctly “un-American” sentiments transforming
Hollywood—the HUAC trials and Red Scare that
had punished many politically outspoken artists and
victimized countless others with a culture of fear and
self-serving conservative rectitude. Viewed today,
High Noon stands upright not only as a cautionary
tale about how the high road is often the loneliest,
but also as a remarkable exploration of subjective
and expressive narrative in which the almost real-
time structure allows each passing minute to be felt
as lashes across the back of Gary Cooper’s sheriff
as he walks in a kind of Passion through the increas-
ingly deserted town toward the deadly showdown
that awaits.

Directed by Fred Zinnemann. With Gary Cooper, Thomas Mitchell,
Lloyd Bridges
US 1952, DCP, b/w, 85 min

saturday july 27 at 9pm

CEILING ZERO

Ceiling Zero offers a standout early example of
Hawks’ penchant for mixing seemingly incompatible
tonal registers. Pointing ahead to Only Angels Have

Wings, the film’s first half is dedicated to the screw-
ball banter of Dizzy (James Cagney), Tex (Stuart
Erwin) and Jake (Pat O’Brien), lifelong friends whose
enduring passion for flying has led them all to ca-
reers in commercial aviation. In these early scenes,
Hawks savors the easy rapport and overlapping
one-liners shared among the men, and the mood
becomes playfully, insinuatingly erotic when Dizzy
falls for a flirtatious flight trainee (June Travis). But
naivete and overconfidence quickly spell danger as
the young pilots find themselves on nerve-wracking
missions in the sky, where storm clouds and envelop-
ing fog prompt emergency landings and casualties.
The film’s second half pivots to tragedy, with Cagney
negotiating a moving transition from boorish adoles-
cent to sympathetic, hardened adult. Shot on a shoe-
string, Ceiling Zero makes stirring use of practical
effects to emphasize the claustrophobia and peril
associated with his characters’ vocation.

Directed by Howard Hawks. With James Cagney, Pat O’Brien, June Travis
US 1936, 35mm, b/w, 95 min

sunday july 28 at 7pm

friday august 2 at 7pm

EL DORADO

In the mythic Old West town of El Dorado, two aging
cowboys—one a drunken sheriff (Robert Mitchum)
and the other a gunman-for-hire (John Wayne)—
team up with a bearded old codger (Arthur Hun-
nicutt), a young eccentric (James Caan), and a tough-
as-nails saloon owner (Charlene Holt) in a face-off
against a rancher (Ed Asner) and his pack of thugs.
El Dorado’s stock scenario is a bald-faced retread
of Rio Bravo (screenwriter Leigh Brackett even lam-
pooned it as “The Son of Rio Bravo Rides Again”),
but Hawks is one of the rare filmmakers who can
repeat himself without really repeating himself. In its

Howard Hawks EL DORADO



subtle variations on the prior film’s winning formula,
El Dorado becomes something altogether new and
welcome, not to mention a sly treatise on the twilight
stage of Hawks’ career. The film’s mischievous narra-
tive structure first lures the viewer with rising tension,
then leaps ahead in time to a series of slow builds
and frantic shootouts, the most memorable of which
takes place around a church bell tower and finds the
men strategically incorporating the bells into their
attack (“let's make some music!” hollers Wayne). In
between the torrents of gunfire, Hawks clears space
for his amiable characters to simply enjoy each oth-
er’'s company and figure out what to do with their
ailing bodies, a subplot that gradually reveals itself
as a running commentary on the decline of the ide-
alized Hawksian hero.

Directed by Howard Hawks. With John Wayne, Robert Mitchum,
James Caan
US 1967, 35mm, color, 126 min

LIVE MUSICAL ACCOMPANIMENT

BY ROBERT HUMPHREVILLE

monday july 29 at 7pm

FIG LEAVES

Upon proving himself capable of moralistic drama
with The Road to Glory, Hawks was determined to
fashion something much lighter and more commer-
cial for his sophomore effort. He begins by estab-
lishing the ancient history of marital combat with his
lead couple as the original Adam and Eve, who live
a fanciful proto-Flintstones lifestyle complete with
elaborate “high-tech” stone-age contraptions and
a pet dinosaur. As time leaps ahead to the 1920s,
so do the relationship jokes, particularly those in-
volving women and clothes. These come to an enter-
taining crossroads when a famous fashion designer’s
car hits Eve—accompanied by a spectacular spe-
cial effect. Unbeknownst to a clueless Adam, she is
pulled into Josef André’s illustrious design house as
his latest muse. Hawks caps his bubbly sex comedy
with a dazzling fashion show sequence—originally
screened in two-strip Technicolor—featuring stun-

Howcr awks FIG LEAVES

Howard Hawks RIO BRAVO

ning gowns designed by Adrian (before he was the
Adrian). Including an array of theatrical characters
such as Eve’s serpentine, conniving friend, Adam’s
brutish pal Eddie and the effete André, the picture
is a primordial hotbed of Hawks’ themes and tropes
which would come to full flower in his celebrated
romantic comedies of the 40s and 50s. Preserved by
the Museum of Modern Art.

Directed by Howard Hawks. With George O’Brien, Olive Borden,
Phyllis Haver
US 1926, 35mm, b/w, silent, 70 min

sunday august 4 at 7pm

sunday august 11 at 7pm

RED RIVER

In Red River, Hawks stages a brewing tension be-
tween Thomas Dunson (John Wayne) and Matt
Garth (Montgomery Clift), an antipathy famously
shared by the men playing them. While Wayne was
delivering one of his iconic performances in a West-
ern, Clift was making his screen debut, and the tus-
sling that explodes onscreen as the cattle rancher
and his protégé embark on a massive pilgrimage to
Missouri has occasionally been seen as an allegory
for the generational shift developing in Hollywood
between old-fashioned stardom and method act-
ing. Whatever extratextual fascination the casting
may have, however, cedes the floor to the film it-
self, a riveting Old West yarn brought to life by
some of Hawks’ most muscular filmmaking. Boasting
monumentally-scaled sequences of cattle migration
across America’s vast heartland, the film is impres-
sively choreographed and visually thrilling, though
its dramatic core resides in the passages of down-
time when Dunson and his crew set up camp to re-
fuel and plan for the next day’s challenges. It's here,
when Dunson refuses to compromise on his original
lucrative plot even in the face of developing ob-
stacles, that the rift with Garth is established, turning
the film’s surrogate father-son tale into a study of
violently clashing male egos that Hawks neverthe-

less settles in one of his great tributes to the power
of fraternity.

Directed by Howard Hawks. With John Wayne, Montgomery Clift,
Joanne Dru
US 1948, DCP, b/w, 125 min

monday august 5 at 7pm

MAN'’S FAVORITE SPORT?

Right from its spunky opening credit sequence—a
Pop art animation slicing and dicing various photo-
graphs of beautiful women over a theme song about
man’s insatiable appetite for the fairer sex—Man’s
Favorite Sport¢ announces its anarchic, tongue-in-
cheek spirit, which seemingly promises a movie of
unchecked sexual energy. After Hawks introduces
protagonist Roger Willoughby (Rock Hudson), how-
ever, the tune is revealed as gently ironic: this is a

Fred Zinneman HIGH NOON
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man defined by his resistance to emotionality, plac-
ing him in a lineage of comic Hawksian prudes like
David in Bringing Up Baby or Bertram in Ball of Fire.
Indeed, the former film is the template for this ab-
surd comedy of humiliation, which finds Willoughby,
a “fishing expert” who has actually never fished be-
cause he’s disgusted by fish, enduring one embar-
rassment after another at the hands of Abigail Page
(Paula Prentiss), who is trying to recruit him for a
tournament she helps promote. In addition to being
a vehicle for outrageous sight gags such as a bear
cub riding a red motor bike, the plot is ultimately
another of Hawks’ explorations of male-female an-
tagonism as a route to love, even if the hindsight
awareness of Hudson’s homosexuality turns it into an
altogether more subversive romp.

Directed by Howard Hawks. With Rock Hudson, Paula Prentiss,
Maria Perschy
US 1964, 35mm, color, 120 min

friday august 9 at 7pm

THE BIG SKY

Like Red River, Hawks’ second spin with the West-
ern concerns a linear pilgrimage—a cattle drive in
the earlier film, a row up the choppy Missouri River
here—during which relationships and rivalries are
molded over the course of an ambling, episodic
structure. Conflict develops in the form of a spat
between the heroes, a band of adventurers led by
the brawny Jim Deakins (Kirk Douglas), and the lo-
cal communities that they brush up against in their
travels north, whether it be a local fur company that
doesn’t welcome the competition or a tribe of Black-
foot Indians. Beyond its modest pleasures as an ac-
tion film, though, The Big Sky functions as a paean
to the daring spirit of early frontier life, capturing
the raw, untamed maijesty of the landscape and the
serene evenings spent camped out under the stars,
singing songs and imagining what lies ahead. Even-
tually, a typically Hawksian love triangle forms be-
tween Jim, his best friend Boone (Dewey Martin) and
a Blackfoot princess (Elizabeth Threatt) who the men
intend to return to the locals, but even this gesture
18

toward narrative convention takes a backseat to the
leisurely pace of day-to-day exploration.

Directed by Howard Hawks. With Kirk Douglas, Dewey Martin,
Elizabeth Threatt
US 1952, 35mm, b/w, 122 min

monday august 12 at 7pm

SERGEANT YORK

Hawks’ highest-grossing success, and his only film to
earn him a nomination from the Academy, was this
rousing coming-of-age drama about decorated US
Army Lieutenant Alvin York, a real-life figure whose
path from juvenile delinquency to national hero-
ism was tailor-made for the screen. As portrayed
by Gary Cooper, York is an irresponsible rube from
the backwoods of Tennessee who nevertheless em-
anates fundamental decency, making his eventual,
belated embrace of Catholicism, spurred on by the
local pastor (Walter Brennan), feel like a natural
outgrowth of his character. Internal dilemmas arise
when the draft comes knocking, but York, after much
deliberation, accepts military service as the moral
path and goes on to lead in the historic capture of
over one hundred enemy soldiers. In the dark years
of WWII, Sergeant York’s earnest portrait of rural
Americana, deep Christian faith, and rousing nation-
alism proved a winning formula, making it one of the
era’s critical pieces of war propaganda in spite of
how little combat it actually dramatizes. The bulk of
the film’s narrative is instead concentrated around
Tennessee, an idyllic swath of heartland recreated
in the studio with remarkable painted backdrops
and carefully weathered props, all of which enable
Hawks to indulge a pictorialism unique to his filmog-
raphy. Preserved by the Library of Congress.

Directed by Howard Hawks. With Gary Cooper, Walter Brennan,
Joan Leslie
US 1941, 35mm, b/w, 134 min

friday august 16 at 7pm

RIO LOBO

Hawks’ final film channels Vietnam-era domestic re-
sentments into a vacillating tale of Civil War be-
trayal and vengeance, one that finds the seasoned
auteur returning to tropes from Rio Bravo and El Do-
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Howard Hawks THE ROAD TO GLORY

rado to reckon with a changing social epoch. Cen-
tering the film is John Wayne as the world-weary
Cord McNally, a Union colonel who loses several
of his men to a Confederate railroad attack after
a traitor in his midst sells precious information re-
garding a gold shipment. McNally’s pursuit of justice
leads him to the dusty Texas town of Rio Lobo, where
he finds himself navigating local corruption along-
side a young ex-Confederate prisoner (Jorge Rive-
ro, loosely reprising the Dean Martin role in Bravo),
a drunken codger (Jack Elam), and a pair of ag-
grieved local women (Jennifer O’Neill, Sherry Lan-
sing). Barricades, standoffs, and shooting matches
ensue, but Hawks savors the leisure time in between.
The real spectacle in Rio Lobo is watching Wayne's
usual heroic authority fade to a sense of quiet resig-
nation under the harsh desert sun.

Directed by Howard Hawks. With John Wayne, Jorge Rivero,
Jennifer O’Neill
US 1970, 35mm, color, 114 min




friday august 16 at 9:30pm

THE ROAD TO GLORY

Replacing the aerial dread of The Dawn Patrol and
Today We Live with the bleakness of trench life dur-
ing WWI, The Road to Glory again finds Hawks
proffering a statement on the cyclicality and futility
of war, a wrenching ceremony in which men die on
reckless missions before being replaced by new re-
cruits who will meet the same fate. In its nightmarish
opening passage, showing a breakout of grenade
smoke and gunfire in a city “somewhere in France,”
the film stresses the pervasiveness of combat and the
way war rules over everyone regardless of direct in-
volvement; the trench scenes that follow, scrupulously
fabricated on a Fox backlot, only further accentu-
ate the doomed atmosphere. Not merely a morose
death march, however, Hawks locates pockets of
warmth in the camaraderie of the soldiers and in the
figure of Monique (June Lang), a young woman of
religious faith who shares a therapeutic relationship
with Captain Paul La Roche (Warner Baxter) and
becomes a symbol of hope for the entire battalion.
When newly transferred Lieutenant Michel Denet
(Fredric March) joins the fold and falls for Monique,
the script shifts into melodrama, but Hawks keeps
the emphasis largely on the tragic rapport between
the men, who are driven to drink, abandoned by
God, but always united by conversation and song.

Directed by Howard Hawks. With Fredric March, Warner Baxter,
Lionel Barrymore
US 1936, 35mm, b/w, 95 min

saturday august 17 at 7pm

A SONG IS BORN

Looking for another vehicle for Danny Kaye, who
was on a roll, Sam Goldwyn wanted Hawks to re-
make Ball of Fire, though it was a mere five years
old. In this second, Technicolor iteration, the group of
bachelor professors are at work on an exhaustive
encyclopedia of music. Kaye plays Hobart Frisbee,
the intellectual naif who falls for Virginia Mayo’s in-
terloping nightclub chanteuse with mob connections.
The appearance of multitalented duo Buck and
Bubbles—similar to their roles in William Keigh-
ley’s Varsity Show (1937)—livens up the professors’

Howard Hawks BARBARY COAST
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stodgy studies; Frisbee is transformed by their jazzy
renditions of classical music, and his explorations
into these unfamiliar rhythms comprise some of the
movie’s most entertaining scenes. Unlike his relation-
ship to the leads, Hawks was as charmed as con-
temporary viewers will be by the impressive line-up
of jazz greats—including Benny Goodman, Louis
Armstrong, Tommy Dorsey and Lionel Hampton—
who form a striking ensemble of black and white
musicians performing together. For a Hollywood pic-
ture in 1948, depicting the lead character so out
of place and out of touch when entering a lively,
packed jazz club seems revolutionary, a momentary
vision of an industry unprejudiced.

Directed by Howard Hawks. With Danny Kaye, Virginia Mayo,
Benny Goodman
US 1948, 16mm, color, 112 min

saturday august 17 at 9pm

O. HENRY’S FULL HOUSE

Due to its poor reception, Hawks’ entry in Twenti-
eth Century Fox’s omnibus tribute to O. Henry was
eventually removed by the studio before the film
opened widely—thereby negating the title’s poker
reference. Apparently only made as a favor to Dar-
ryl Zanuck, “The Ransom of Red Chief” is the most
slapstick of the bunch, relying mainly on the antics
and commentary of radio comedian Fred Allen and
dry-humored celebrity Oscar Levant playing two
amateur kidnappers who become the victims in their
own crime. Of the episodes by the other directors,
some of the most indelible include Henry Koster’s
“The Cop and the Anthem” starring Charles Laugh-
ton as an erudite hobo who can’t get arrested;
Henry Hathaway’s “The Clarion Call” with a mar-
velously manic Richard Widmark tormenting Dale
Robertson’s stoic criminal-turned-cop; and of course,
the segments featuring narrator and host John Stein-
beck in his singular film appearance.

Directed by Howard Hawks, Henry Koster, Henry Hathaway, Jean Neg-
ulesco and Henry King. With John Steinbeck, Charles Laughton,

Marilyn Monroe

US 1952, 35mm, b/w, 117 min

sunday august 18 at 4:30pm

COME AND GET IT

For his second outing under the employ of notori-
ously hands-on producer Samuel Goldwyn, Hawks
tackled Come and Get It, Edna Ferber’s panoramic
survey of the turn-of-the-century logging business in
the American Midwest. Evidently finding the novel’s
multi-generation timeline and rise-and-fall structure
too sprawling for his taste, Hawks cleaved the source
text neatly into two halves: one, set in 1884, focus-
ing on the halcyon days of Chicagoan entrepreneur
Barney Glasgow (Edward Arnold), and one, which
jumps ahead to 1907, dedicated to his curdling old-
age success and infatuation with the daughter of his
long-lost beloved (both embodied by Frances Farm-
er in a spectacular starring debut). This trimming,
which sacrificed much of Ferber’s measured middle
section, so perturbed Goldwyn that the director was
replaced in the final days of shooting by William
Wyler, but the late-stage rehire did little to dampen
Hawks’ indelible mark on the material. A lengthy
sequence at a pub predates To Have and Have Not
in juggling simultaneous strands of witty romantic
banter, bawdy comedy and musical performance,

Howard Hawks COME AND GET IT
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Howard Hawks & Richard Rosson TODAY WE LIVE

and contextualizing glimpses of the Wisconsin log-
ging process—shot documentary-style by frequent
collaborator Richard Rosson—Ilend the kind of real-
ist texture that Hawks famously used to ground his
stories.

Directed by Howard Hawks and William Wyler. With Edward Arnold, Joel
McCrea, Frances Farmer
US 1936, 35mm, b/w, 105 min

sunday august 18 at 7pm

BARBARY COAST

Lured to work with Samuel Goldwyn for the first time
by the prospect of his biggest salary yet, Hawks
signed on to Barbary Coast with reservations about
the powerful producer’s tendencies. Nevertheless, he
managed to partially steer the project in his favor,
bringing on old screenwriting standbys Ben Hecht
and Charles MacArthur to adapt Herbert Asbury’s
source material and inaugurating a long, fruitful
working relationship with one-of-a-kind character
actor Walter Brennan. A potboiler romance set in
a decadent Gold Rush-era San Francisco, the film
tells the story of the charmingly money-hungry Mary
“Swan” Rutledge (played by Lubitsch muse Miriam
Hopkins), who, quickly upon her arrival in the city, is
indoctrinated into an amoral casino enterprise run
by rich mobster Luis Chamalis (Edward G. Robinson).
Meanwhile, wide-eyed poet-prospector Jim Car-
michael (Joel McCrea) woos Mary with dreams of
greener pastures, thus inciting a love triangle that
bristles with the threat of violence. Gradually switch-
ing gears from its frank depiction of new-money sin-
fulness to meet the demands of an uplifting romantic
melodrama, Barbary Coast occasionally shows the
effects of MGM and Hays Code interference, but
its evocative portrayal of early San Francisco as a
foggy labyrinth of rickety boardwalks and ominous,
sky-high ship masts give it a distinct Gothic charac-
ter all its own.

Directed by Howard Hawks. With Miriam Hopkins, Edward G. Robinson,
Joel McCrea
US 1935, 35mm, b/w, 91 min
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monday august 19 at 7pm

THE CROWD ROARS

The rugged, treacherous subculture of high-speed
drag racing, later revisited by Hawks in Red Line
7000, proved a suitable subject for the director
in this early James Cagney vehicle. Death-defying
danger was rarely expressed in Hawks’ oeuvre as
potently as in the numerous race sequences here,
which utilize staccato editing, rickety rear projec-
tion, dust and wind effects, and emphatic close-ups
to stress the roaring energy of the sport. These grip-
ping action scenes bolster a melodramatic narrative
of clashing egos and self-destruction in which Cag-
ney plays an alcoholic lout who relentlessly tears
down his far-too-tolerant girlfriend (Ann Dvorak)
and maintains an alternately mentoring and envious
relationship with his brother (Eric Linden), a novice
racer longing for his sibling’s skill. Such hot-blooded
interpersonal conflicts don’t always play to Hawks’
strength in drawing out group dynamics and easy
camaraderie, so The Crowd Roars is ultimately at its
best on the pavement, where it looks ahead promis-
ingly to the director’s later explorations of high-risk
vocations. Preserved by the Library of Congress.

Directed by Howard Hawks. With James Cagney, Joan Blondell,
Ann Dvorak

US 1932, 35mm, b/w, 85 min

friday august 23 at 9pm

RED LINE 7000

Red Line 7000 finds Hawks returning to the stock-car
racing milieu of his earlier The Crowd Roars with a
larger cast and an even more dizzying sense of per-
il. Making spectacular use of several famous North
Carolina NASCAR tracks (Daytona, Charlotte and
Darlington Speedways), the film spends much of its
nearly two-hour runtime on lengthy race sequences
that alternate among the drivers, the crowd, the
announcers and the pit crews, with Hawks’ eclectic
visual style encompassing everything from whiplash-
inducing zooms, immersive driver-POV shots, clari-
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fying overhead scans of the track, and droll sta-
tionary coverage of the spectators. Away from the
circuit, the film surveys the various friendships, ro-
mances and rivalries that develop among a group
of drivers and the women who remain stuck in their
orbit. Among them are James Caan’s taciturn tough
guy Mike, the spunky French beauty who catches
his eye (Marianna Hill), the handsome good boy
(Skip Ward) who threatens his ego, and a woman
(Gail Hire) convinced she’s cursed after losing two
loved ones to disastrous crashes. Hawks stages these
interpersonal dramas in some of his poppiest set-
tings (featuring notably early examples of product
placement), from a modernist Holiday Inn painted in
bubble-gum pink to a chintzy restaurant-bar outfit-
ted in red leather and checkered tablecloths, and
fills them with amusing detours like a pastiche of
To Have and Have Not's celebrated nightclub bal-
lad scene—none of which fully offset the enveloping
futility and tragedy in the lives of these characters.

Directed by Howard Hawks. With James Caan, Laura Devon, Gail Hire
US 1965, 35mm, color, 110 min

saturday august 24 at 9pm

TODAY WE LIVE

In the throes of WWI, Bogard (Gary Cooper), a
bomber pilot, comes to live in the ancestral home
of Diana (Joan Crawford) and falls immediately
in love with her, much to the dismay of her fiancé
Claude (Robert Young) and brother Ronnie (Franchot
Tone). The skirmish for Diana’s affections that en-
sues is the heart of Today We Live, a melodrama
based on William Faulkner’s short story “Turnabout”
that finds Hawks in more nuanced narrative territory
than usual. However, alongside the story’s requisite
tragedies and combat scenes (for which the director
recycled aerial footage from Howard Hughes’ Hell’s
Angels and his own The Dawn Patrol), there is a famil-
iar thread of fraternal communion whereby mutual
respect is waged through competition and bravado.
Bogard considers his work in aviation to be more
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courageous and dignified than Claude and Ronnie’s
mysterious missions with the Navy, and Today We
Live’s strongest scenes revolve around the men en-
lightening each other of their toils firsthand, devising
impromptu tests of bravery while danger lurks in the
immediate background. And though Hawks objected
to MGM'’s insistence on Crawford’s inclusion in the
narrative, he ultimately finds ways to complicate her
role as a put-upon woman of the war—most notably
in the vaguely incestuous intimacy cultivated around
the Diana/Ronnie relationship.

Directed by Howard Hawks and Richard Rosson. With Joan Crawford,
Gary Cooper, Robert Young
US 1933, 35mm, b/w, 110 min

friday august 30 at 7pm

MONKEY BUSINESS

Hawks’ final collaboration with Cary Grant sets a
tall task for the star. As Dr. Barnaby Fulton, a chemist
who drinks an experimental fountain of youth potion
and regresses through various stages of his develop-
ment, Grant must play multiple parts in one: a stuffy,
unhappily-married adult; a manic, horny young
man; and an inexhaustible, euphoric child. Natural-
ly, Grant is up to the challenge, resulting in one of
the actor’s greatest comic performances, a psycho-
logically convincing progression through his gifts of
verbal repartee and physical horseplay alike. But
Barnaby isn’t the only one who drinks the potion.

Monkey Business’ ingeniously silly structure plays like
a tweak on the slasher movie, with various members
of the cast imbibing the mysterious substance until
eventually everyone is reduced to juvenile behav-
ior—all because a monkey goes haywire in the lab.
Among the overdose recipients is Barnaby’s discon-
tented wife Edwina (Ginger Rogers), for whom both
an inner brattiness and a girlish spunk re-emerge
from under her surface docility to match Barnaby’s
increasingly wild energy. As a result, this seemingly
anarchic farce turns into a poignant reflection on
the importance of maintaining youthful passion in
romance. Restored DCP courtesy 20th Century Fox.

Directed by Howard Hawks. With Cary Grant, Ginger Rogers,
Charles Coburn
US 1952, DCP, b/w, 97 min

Howard Hawks MONKEY BUSINESS

CINEMA OF RESISTANCE

JUNE 17 — AUGUST 26

At a time when so many are called to resist the White House’s attacks on numerous fronts, we at the HFA feel compelled to do our part. Cinema has always been
a method of examining the world as it is, with the possibility of raising understanding, inspiring change, and imagining other possibilities. Cinema of Resistance is a
monthly series of films that embraces these alternate possibilities, animated by the spirit of protest and designed to call out oppression and demand justice. These
screenings will be designed to spark discussion, beginning in our theater directly after the screening.

Film descriptions by Haden Guest and Amy Sloper.

monday june 17 at 7pm
SAYONARA CP
See description in the Kazuo Hara program, p. 5.

Directed by Kazuo Hara
Japan 1972, DCP, b/w, 82 min. Japanese with English subtitles

monday july 1 at 7pm

THE WAR AT HOME

This Academy Award-nominated documentary captures the momentum and spirit of
the student protest movement against the American war in Vietnam on the University
of Wisconsin-Madison campus from 1963 to 1970. Compiled almost entirely from a
massive unprocessed trove of local news footage preserved by the Wisconsin Historical
Society, the filmmakers combed through thousands of feet of 16mm film to reconstruct
the story of how the anti-war movement affected the Midwest college town, with pro-
tests culminating with the 1967 Dow Chemical sit-in and the bombing of the Army Math
Research Center on campus in 1970. The film serves as a timely reminder of the power
of the people to affect change. Screening in a new 4K release version by IndieCollect.

Directed by Glenn Silber and Barry Alexander Brown
US 1979, DCP, b/w & color, 100 min

Glen Silber & Barry Alexander Brown THE WAR AT HOME
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monday august 26 at 6pm

CHRIST STOPPED AT EBOLI

The Harvard Film Archive is pleased to present the
complete, uncut version of Francesco Rosi’s moving por-
trait of resistance in the face of Fascism, a struggle
sparked by the encounter between an exiled intellec-
tual and a small Southern town where local traditions
keep alive a spiritual and humanist imagination that
points towards a new way of engaging and even re-
inventing the world. Originally made for Italian televi-
sion as an epic miniseries, Christ Stopped at Eboli is
nevertheless essential cinema, with the great Gian Ma-
ria Volonté simply mesmerizing as Carlo Levi, whose
1945 memoir of exile became an instant classic almost
immediately considered for a film adaptation. Only
later, however, would Rosi give Levi’s book the care-
fully paced and painstakingly faithful screen version it
so deserved: equally rich in documentary—and almost
ethnographic—detail as poetic mystery, Christ Stopped
at Eboli defines a vital coordinate of Italian cinema/
literature, exploring its deep literary currents beyond
Rosi himself, moving urgently somewhere between the
poles of Calvino/Olmi and Moravia/Bertolucci.

Directed by Francesco Rosi. With Gian Maria Volonté, Paolo Bonacelli,
- Alain Cuny
Francesco Rosi CHRIST STOPPED AT EBOLI Italy /France 1979, 35mm, color, 220 min. ltalian with English subtitles

JOAN TEWKESBURY’S OLD BOYFRIENDS

AUGUST 23 — AUGUST 25

The Harvard Film Archive is one of the few cinemas invited to host a limited theatrical release of the newly restored Old Boyfriends, Joan Tewkesbury’s deceptively
radical film which has been more talked about than screened over the last few decades. — BG

friday august 23 at 7pm

saturday august 24 at 7pm

sunday august 25 at 4:30pm

sunday august 25 at 7pm

OLD BOYFRIENDS

Perhaps most famous for writing Robert Altman’s multi-storied
Nashville, Joan Tewkesbury directed her first feature film from a
script originally written by Paul Schrader and his brother Leon-
ard. Talia Shire stars as Dianne, a woman on a journey to find
herself through revisiting her former loves—with unpredictable
and complicated results. Despite initial indications of romantic
comedy, the brightness transforms completely during Dianne’s
complex, disturbing reunion with an old high school sweetheart—
played by John Belushi with an intense mix of pathos, sleaze and
rage. While the darker aspects of her own intentions also begin
to emerge, neither her voiceover nor an old boyfriend’s private
investigations fully explain her mission or behavior. As a femi-
nist film or a “woman’s movie,” Old Boyfriends even breaks those
genres’ attempts at stereotype-shattering with its enigmatic,
faulty heroine/anti-heroine who, instead of defiantly blazing a
new trail, seems to travel in reckless retrograde; rather than bare
her soul, she mirrors the actions and desires of her male counter-
parts. The “little game of transference” she is eventually accused
of playing exposes the emptiness in the men’s lives, her own ex-
istence as a broken reflection, and ultimately, cinema’s tendency
to cast women in identity-less roles only meant to support their
male co-stars—Ileaving everyone with a void to fill. The illusion
destroyed, she and any other survivors—onscreen or in the the-
ater—can put the new parts and new narratives back together in
a different way, should they choose to do so.

Directed by Joan Tewkesbury. With Talia Shire, Richard Jordan, Keith Carradine
US 1979, 35mm, color, 103 min Joan Tewkesbury OLD BOYFRIENDS
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DARK WATERS. ALL-NIGHT MOVIE MARATHON

AUGUST 31 — SEPTEMBER 1

This year’s annual movie marathon finds danger on the high seas, in the churning rapids and even on a seemingly placid lake, presenting a selection of taut and
waterlogged films where boat voyages become suspended states of mind: obsessive, delusional, perilous and even disastrous. From Huston’s classic adventure of
improbable romance aboard the dilapidated African Queen to Polanski’s vision of sexualized power games on a cramped sailboat, to the solitary epic ocean adven-
ture of the young Japanese sailor in Kon Ichikawa’s Alone on the Pacific, this selection of films rides the waves and eddies of strange fortune, or fate, to unexpected
destinations. While Rene Clement’s Purple Noon features only selected scenes aboard a sailboat, they reveal the dangerously fickle tides able to upend an oceanic
escape and transforms a strange friendship into a deadly rivalry taken to a feverish extreme by Alain Delon’s dastardly and enigmatically feline Mr. Ripley. The
evening concludes with two epic shipwrecks, one driven by Klaus Kinski’s messianic Fitzcarraldo and the other featuring an embattled studio cast of rising

and fading stars plunged together into the ocean’s depths onboard the ill-fated Poseidon. Life jackets will be provided. — HG

JAPANFOUNDATION

$12 SPECIAL EVENT TICKETS
saturday august 31 at 7pm
THE AFRICAN QUEEN

Directed by John Huston. With Humphrey Bogart, Katharine Hepburn,
Robert Morley
US 1952, 35mm, color, 105 min

PURPLE NOON (PLEIN SOLEIL)

Directed by René Clement. With Alain Delon, Maurice Ronet, Marie Laforét
France/Italy 1960, 35mm, color, 118 min. French, Italian and English with
English subtitles

ALONE ON THE PACIFIC (TAIHEIYO HITORIBOTCHI)
Directed by Kon Ichikawa. With Yujiro Ishihara, Masayuki Mori,

Kinuyo Tanaka

Japan 1964, 35mm, color, 104 min. Japanese and English with English
subtitles

KNIFE IN THE WATER (NOZ W WODZIE)

Directed by Roman Polanski. With Leon Niemczyk, Jolanta Umecka,
Zygmunt Malanowicz
Poland 1962, 35mm, b/w, 94 min. Polish with English subtitles

FITZCARRALDO

Directed by Werner Herzog. With Klaus Kinski, Claudia Cardinale,

José Lewgoy

West Germany/Peru/South Africa 1982, 35mm, color, 158 min. German,
Spanish, Italian and English with English subtitles

THE POSEIDON ADVENTURE

Directed by Ronald Neame. With Gene Hackman, Ernest Borgnine,
Red Buttons

US 1972, DCP, color, 117 min

John Huston THE AFRICAN QUEEN

YES. | WOULD LIKE TO BECOME A MEMBER
OF THE HARVARD FILM ARCHIVE

BECOME A MEMBER OF THE HFA

student/senior $35 dual plus $200

$5 tickets to regular programs, reserved Same as Individual Plus, but for two. - student/senior __dual plus

tickets for special events and free admis- . . e ge . . .
sion to three regular screenings for those silver screen society $300 __individual —silver screen society
65 and older or students with a valid col- Free admission to all programs for one, in- __ dudl __director’s circle

cluding Special Events, and free one-year
subscription to Film Comment magazine.

lege ID.
individual $55

__individual plus __friend of the archive

$6 tickets to regular programs, reserved

director’s circle $500

Free admission to all programs for two, in-

tickets for special events and free admis- name

sion to three regular screenings. cluding Special Events and free one-year
subscription to Film Comment. address

dual $100

Same benefits as Individual, but for two. friend of the archive $750 city/state/zip
Free admission to all programs for two,

individual plus $125 including Special Events; a free one-year telephone

Same as Individual plus $8 tickets for Spe- subscription to Film Comment; plus invi- email

cial Events (applies to $12 ticketed events
only).

Memberships last for one year from date of purchase. For more information call 617.496.3211.

tation for two to private screenings and
events.

Make checks payable to Harvard University and mail to:
Brittany Gravely, HFA, 24 Quincy St, Cambridge MA 02138
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Filmmaker Tony Conrad, HFA co-founder Vlada Petric, Steve Livernash & Haden Guest, 2008

Photo courtesy Marcus Halevi

STEVE LIVERNASH 1941 - 2019

Steve Livernash was one of a kind and an anchor of the Harvard Film Archive, even when it was almost lost at
sea. With sadness | mark Steve’s death, but with real pride | celebrate his dedication to the HFA over so many
years, and until his final days. Yet another marker of the end of an era in its final and crepuscular (or should | say
carbon arc) glory.

| know that Steve’s presence will continue to haunt the HFA projection booth, in the best of ways, shuffling around
with many pens and pencils in his tee-shirt, scarf around his neck, hands thrust deep in his pockets, entertaining
with rambling stories and slowly, carefully inspecting film prints, and then sometime in the wee hours falling asleep
in that old creaky chair that we had to discreetly throw away one early morning.

As long as we keep our passion for film and film projection alive—which we will, | assure you—Steve will still be
with us, a moving image in the collective memory of the HFA and the Carpenter Center.

We will plan a celebration and tribute fitting to Steve’s unique contribution and legacy.
In sadness, but with deep gratitude,
Haden Guest
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in person

KAZUO HARA & SACHIKO KOBAYASHI
jun 22 - 23

coming soon

THE B FILM, 1935 - 1959

SOFIA BOHDANOWICZ IN PERSON
DIEUDO HAMADI IN PERSON

BAZ LUHRMANN IN PERSON
GODFREY REGGIO IN PERSON
KELLY REICHARDT IN PERSON

The Archive is extremely grateful to June Yip, AB
‘85, and David Wong, AB ‘85, for their generous
support of the Harvard Film Archive’s ongoing
visiting filmmaker program. Thanks to their gen-
erosity the Archive is able to continue inviting
filmmakers, artists and scholars to present their
work at the HFA and interact with the Harvard
film community.



