THE BUFFALO FILM SEMINARS
CONVERSATIONS ABOUT GREAT FILMS WITH BRUCE JACKSON & DIANE CHRISTIAN
PRESENTED BY THE UNIVERSITY AT BUFFALO AND THE MARKET ARCADE FILM AND ARTS CENTER

FEBRUARY 5, 2002 (V:3): IN A LONELY PLACE (1950)

NICHOLAS RAY (Raymond NicholasKienzle,7 August 1911, Galesville, Wisconsin—16 June 1979,Jung cancer)is perhaps the only majordirector who made a
film about coping with his own death—Lightning Over Water1980, made in collaboration with his friend Wim Wenders. Ray is credited asdirector on 25 other
films, including 55 Days aPekng 1963, King of Kingsl961, The Savae Innocentd959, The True Story of Jesse Jart®s , Rebel Without a Causk¥55, Johnny Guitar
1954, Flying Leatherecksl951, and Knock on AnyDoor1949. He had an extraordinary career before directing his first film, They Live by Night949. He studied
architecture and theater at the University of Chicago, then spenta year with Frank Lloyd Wrightat Taliesen and directed Wright’splayhouse there. He joined
John Houseman’s Phoenix Theater and was a director on Broadway. In the late 1930s he traveled widelyin the deep south and the west, collecting folklore for
the Library of Congress. He produ ced a thrice-we ekly radio show for C BS featuring folk singers like Woody G uthrie, Burl lves, Leadbelly, and young P ete
Seeger. He contributed regularly to the Communist Party paper, the Daily Worker. He neverdisowned or fully abandoned hisleft-wing activism, but the

McC arthyite witch hunters never went after him and he was never blackliste d, prob ably be cause How ard Hughes liked him.

BURNETT G UFFEY (26 May 1905, Del Rio, Tennessee— 30 May 1983, Goleta, California) began in film as an assistant came rman in 192 3, then becam e a camera
operator (John Ford's The Informer Alfred Hitchcock's Foreign Correspndentamon g others) and becam e a director of p hotography in 1944. He was d.p. on nearly
90 films,and won bestcinematographer Oscarsfortwo of them—From Here to Eternity1953 and Bonnie and Clyd&967 an d nom inations for th ree others: King
Rat1965, Birdman of Alcaez 1962, and The Harder They F# 1956. Some of his other films are The Steagld971, The Great White Hop970, The Learning Teel969,
How to Secee in BusnessWithoutRealy Trying 1967, All the King's Men1949, Knock on Ary Door1949, and Soul of a Monstet944.

HUMPHREY BOGART (25 December 1899, New York, New York— 14 January 1957, Los Angeles, California, throat cancer) was best known for playing tough

guys and hard cases, but he didn’tstart out that way. His father was a surgeon, his mother a magazine illustrator,and he went to Trinity School in Manhattan
and Phillips Academy in Andover. It’s hard to tell which “facts” about Bogart’s life are true, which are folklore and w hich are studio hype; there’s a web site
devoted to the su bject: http://www .macconsult.com/bogart/legends.htm |. After several years of minor stage and film roles, he got his breakthrough part as the gangster
Duke Mantee in The Petrified Fores{1936), arole he’'d played on Broadway. The studio wanted to give the partto Edward G. Robinson, maybe American’s most famous
snarly gangster because of Little Caesar(1930), but Bogey s pal Leslie Howard, who also starred in the film, insisted that he and Bogart play the roles they’d played in on
Broadway. (Bogart later named one of his children Leslie.) Lauren Bacall was 19 years old w hen she co-starred with Bogart in John Huston’s To Have and Have Ndit944.
Her famous line from the film was: “Y ou know you don’t have to actwith me, Steve.Y ou don’t have to say anything, you don’t have to do anything. Not a thing. Oh, maybe
just whistle. You know how to whistle,don’t you? You just putyour lips together and [beat] blow.” Bogie's coffin contains a small, gold whistle, which Bacall put there. You
never know. His longtime friend and 7-time director John Huston said of him, “The trouble with Bogart is he thinks he's Bogart.” Huston also said, “Himself, he never took too
seriously - hiswork, most seriously. He regarded the somew hat gaudy figure of Bogart the star with amused cynicism; Bogart th e actor he held in deep respect.” He died in his
sleep after surgery for throat cancer. His last words are supp osed to have been, “I should never have switched from scotch to martinis.” George Raft was as important to
Bogart’s film career as Ledie Howard: in two of the dumbest career moves ever, Raft turned down the role of “Mad Dog”
Earle inHigh Sierraand Sam Spade in The Maltese Falcarboth in 194 1. Bogart won a best acting Oscar for The African
Queenl951 and nominations for The Caine Mutiny954 and Casablancal942. Some of his other films are The Harder

They Fall 1956, The Desperate ldurs 1955, The Barefoot Cotessal954, Knock on Any Doofl949, Key Largo1948, IN A LONELY PLACE (1950 94
The Treasure of the Sierra 8ire 1948, Dark Passage947, The Roaring Twentie$939, and Angels with Dirty Faces min)
1938.

Directed by Nicholas Ray

GLORIA GRAHAME (Gloria Hallward, 28 November 1923, Los Angeles, California— 5 October 1981, New Y ork, New Adapted by Edmund H. North from the
Y ork, cancer with peritonitis) was the daughter of architect Michael Hallward and stage actress Jean Grahame. Her first novel by Dorothy B. Hughes
film was the lead in Blonde Feverl944, but itwas her performanceas the temptressin It's a Wonderful Life two years Script by A ndrew Solt
later that made her a star. Two of her four marriages were in the same family: Nicholas Ray from 1948-1952, and his son Produced by Robert Lord
from a previous mariage, Tony, 1960-1976. Leonard Maltin writes: “ Sulky, seductive blond actress who was one of Original music by George A ntheil
Hollywood'stop temptresses: She played more shady women (and outright tramps) than any other female performer on- Cinematography by Burnett G uffey
screen during the late 1940s and 1950s. Even when she portrayed good girls, Grahame often layered her characterizations Film Editing by ViolaLawrence
with unsym pathetic traits.” She w on a best actress O scar for The Bad and the Beautif1952 and had a nomination for
Crossfire1947. Some of her other films: Melvin and Howardl980, Odds AgimstTomorow 1959, Oklahoma!1955, Humphrey Bogart.... Dixon Steele
Macao 1952, and The Greatest Show on EartB52. Gloria Grahame.... Laurel Gray

Frank Lovejoy.... Police Sergeant Brub
FRANK LOVEJOY (28 March 1914, The Bronx, New York—2 October 1962, N ew York, New York, heart attack) was, Nicolai
according to Leonard Maltin, a “roughhewn, taciturn supporting player and occasional leading man who came to the Carl Benton Reid.... Police Captain
screen in the late 1940s after acting on the stage and in dramatic radio for many years. A dependable player singularly Lochner
lacking in charisma, Lovej oy was effective in Everyman roles and played his share of unlucky slobs caught up in Art Smith ... Mel Lippman
intrigues not of their own making. He also played several dogface soldiersin W W2 stories. L ovejoy, agood private-eye Jeff Donnell.... Sylvia Nicolai
type, played detedives in the TV series”"Man Against Crime" (1956) and "Meet McGraw" (1957-58).” He was in about Martha Stewart.... Mildred Atkinson
40 films, but he's probably best known for | Was a Commust fo the A1 1951. Robert Warwick ... Charlie Waterman

Morris Ankrum.... Lloyd Barnes
William Ching.... Ted Barton
Steven G eray.... Paul

Hadda B rooks.... Singer

Philip Kemp from The St. James Film Directors Encyclopeda. Ed. Andrew Sarris, Visible Ink Press, 1998.

Godard’ s magisterial statement, “the cinema is Nicholas Ray,” has come in for a trash. Buton the screen the o

L X R . . s Robert Lowell.... Airline Clerk
good deal of ridicule, not by any means entirely und eserved. Y et it contains a core visual turbulence of Ray’s - )

) . g ) o ) ) } Michael Romanoff.... Himself
of truth, especially if taken in reverse. Nicholas Ray is cinema in the sense that his shooting style, the fractured

; ) ) . . . - Cosmo Sardo.... Bartender

films work entirely (and perhaps only) as movies arrangements of space and intensity of his editing, fuse the
movem ent charged with dramatic tension. Few directors dem onstrate more clearly elements into a valid emotional
that a film is something beyond the sum of its parts. Consider only the more literary whole. The flaw s are still

components—dialogue, plot, characterisation—and a film like Party Girl is patently apparent, but they have



become incidental.

Ray’s grounding in architecture (he studied at Taliesen with Frank L loyd Wright)
reveals itself in an exceptionally acute sense of space, often deployed as an
extension of states of mind. In his films the geometry of locations, and especially
interiors, serves as a psychological terrain. Conflict can be played out, and tensons
expressed, in terms of atial aeas (upstairs and downstars, for example, or the
courtyards and levels of an apartment complex) pitted against each other. Ray also
credited Wright with ingilling in him “alove of the horizontal line”—and hence of
the CinemaSco pe screen, for which he felt an intuitive affinity. U nlike many of his
contemporaries, who found it awkward and inhibiting, Ray avidly explores the
format’s potential, sometimes combining it with lateral tracking shots to convey
lyrical movement, at other times angling his camera to create urgent diagonals,
suggesting characters straining at the constrictions of the frame.

Nearly all Ray’s finest films were made in the 1950s, their agonized romanticism
cutting across the grain of that decade’s brittle optimism. “The poet of American

disenchantment” (in David Thomson’s phrase), Ray view ed social conventions as a
trap, from which violence or madness may be the only escape. ...In A Lonely
Placesubverts Bogart’ s tough- guy persona, revealing the anguish and insecurity
that underlie it and, as V.S. Perkins puts it making “violence the index of the
character’s weak ness rather than strength.”

“1’'m a stranger here myself.” Ray often quoted Sterling Hayden's line from Johnny
Guitar as his personal motto. His career, as he himself was well aware,
disconcertingly mirrored the fate of his own, riven, alienated heroes. Unappreciated
(or so hefelt) in America, he nonetheless produced al his best work there. In
Europe, where he was hailed as one of the world’s greatest directors, his craft
deserted him: after two ill-starred epics, the last sixteen years of his life trickled
away in amessof incoherent footage and abortive projeds. Victim of hisown
legend, Ray finally took self-identification with his protagonists to its ultimate
conclusion—collaborating in Lightning Over Waterinthefilming of his own
disintegration and deah.

Philip Kemp in World Film Directors, V.II 1945-1985. Ed. John Wakeman. The H.W. Wilson Co NY 1988:

The second of his two Santana [Bogart’s company] movies was another matter
altogether, one of the darkest of all Hollywood-on-Hollywood films, unrelieved
even by the romantic cynicism of Sunset Boulevard. In a Lonely Plagi®50) casts
Bogart as an alcoholic screenwriter, quivering with barely suppressed violence, who
comes under suspicion of murder. The evidence of his neighbor (Gloria Grahame)
clears him, and they start an affar. But ashis psychotic nature shows through, she
begins to doubt his innocence. By the time the real killer is found, the tension
between them has destroyed their relationship, and with it his hope of redemption.

The 1950s were certainly Ray’s finest period, in w hich his filmsw ere
suffused with a personal sense of anguish, a sense of conflict and mora ambiguity
wholly alien to the prevailing complacency of the decade. In a Lonely Placethe
first of them, set the subsequent pattern. David Thom son considered it “the most
personal of Ray s films and one that looks more austere as years pass, and less and
less like aHollywood picture.” He also d etected “a confessional melancholy”
(Ray’s own relation with Gloria Grahame was disintegrating at the time of
shooting), noting the psychological deploymentof space between and aound the
protagonigs: “Ray’s use of the courtyard, the rooms and the sairways as a grid on
which the lovers fail one anotheris more tragically felt than any of Fritz Lang’s
geometric endosures.” Ray drew from both Bogart and Grahame perfomances of
exceptional depth and conviction; Victor Perkins remarked how “the film inflects
Bogart’s ‘tough-guy’ personain away that is recognizably Ray’s, emphasizing
inwardness, olitude and wulnerability, and making violence the index of the
character’s weak ness rather than strength.”

In Rebel Without a Case(1955), Ray, then in his mid-forties, focused the
frustrations and year nings of awhole generation of confused, resentful adolescents
and introduced in James D ean one of the mo st enduring of teen icons. He also
helped egablish acinematic genre; fen subsequentteenage movies from Rock
Around the Clocko Rumblefish can avoid a debt to Rebel

Rebels lasting impact, though, derives not from its attemptsat social analysis but
from its mythic and emotional resonance. “If the film is still affecting,” Jean-Pierre
Coursodon wrote, “it is. ..for the flavor of itspoetic parghernalia, momentous

cosmic symbols, and hysterical outbursts. Itsreal greatnessliesin the operatic
quality that accounts for moments of contrived but irresistible beauty.” Or as D avid
Thomson remarked: “In hindsight, no one woud praise [ifl forrealism.Melodrama
throbsin it, as itdoes in adolescent anguish. It is afilm about rage, yeaming and
reconciliation. .. .Ray’s visual imagination never mocks or forsakes, a vein of teen-
age opera. But that is prope, for the film is rue to adolescent experience—perhaps
especially the experience of an adolescent brought up on movies.”

Much of the film’s visual power ress on Ray’s mastery of the CinemaScope screen.
It was hisfirst picture in wide screen (and would have been the first ever in
monochrome, had the CinemaScope company not objected), aratio that he
welcomed for its expressive potential and used in almost all his subsequent films.
“What Welles w as to deep focus, Ray w as to CinemaSc ope,” maintained Robin
Wood.

Ray: “I never think of any film asa message film. | never think of afilm as doing
anything except providing a h eightened sense of being.”

In 1969 Ray returned to the United States and began work on a film aboutthe
Chicago Conspiracytrial, to feature the defendants as themselves, with Groucho
Marx as Judge Julius Hoffman. . . After some 30,000 feet had been shot, the
backers (who included H ugh Hefner) pulled out, and R ay suffered an embolism
which destroyed his righteye.

“It was never all in the script. If it were, why make the movie?’ Ray’s oft-quoted
comment holds good for any worthwhile film, but perhaps applies with special
relevance to his own work. Dull saripts. Routine plots inept casting

could—som etimes, if not alw ays—be transmuted, through “the extraordinary
resonan ces which a director can provoke by his use of actors, decor, movement,
colour, shape, of all that can be seen and heard” (Victor Perkins), into richly vivid
segments of his own restless exploraory cinema. Ray has been both overprased
and overdenigrated. His output is uneven, and none of his filmsiswithout flaws;
but the dramatic urgency and dynamic visual flair of his best work transcends all
imperfections.

FROM FILM NOIR: AN ENCYCLOPEDICREFERENCE TO THEAMERICAN STYLE, ED.BY ALAIN SILVER & ELIZABETH W ARD:

With th e Western, film noir shares the distinction of being an indigenous American form. Un like We sterns, noirfilms have no precise antecedents either in terms of a
well-defined literary genre om period in Amercan histoy. As a reslt, whatmight be termed thenoir cyck has a singlar postion in the brief hstory ofAmerican
motion pictures: a body of films that not only presents a ®hesive vision of America but that does so in a manner transcending the influences of auteurismor genre.
Film noir s grounded neitter in persmal creaton nor in translaton of anothertradition into fim terms. Ratheit isa selfeontained refection ofAmerican cultual
preoccupationsin film form. In shot, it is the unique kample of a wholy American fiin style.

That may seem a subantial chim to make for a goup of films whose plotsrequently tirn on deadly volence or s&ual obsesion, whose ctalogue of
characters includes numbers of down-and-out private eyes, desperate vomen, and petty criminals. Nor does thevisceral unease felt bya viewer who watches a
shadowy form move acrosa lonely sreet or who heas the somnd of car tres creepilg over wet asphalautomaticaly transate ino sociologéal assdfons about
paranoia or postwar guilt. At the same time, it is clear that the emergence of film noir coincide s with these and other popular sentiments at large in America. “Film
noir” is literally “black film,” not just in the sense of being full of plysically dark images, nor of reflecting a @rk mood in American society, but equally, almost
empiricaly,as ablack date onwhich the aulturecould insaibe itsillsandin the pocessproducea caharss b help relievethem.

Tim Dirks on film noir (http://www .filmsite.org/filmnoir.html).

The primary moods of classicfilm noir are melancholy, alienation, bleakness, disillusionment, disenchantment, pessimism, ambiguity, moral
corruption, evil, guilt and paranoia. Heroes (or anti-heroes), corrupt characters and villains include d own-and -out, hard-boiled dete ctives or private eyes, cops,
gangsters, govemment agents, crooks, war veterans, petty criminals, and murderers. These protagonists are often low lifes from the dark and gloomy
underworld of violent crime and corruption. Distinctively,they are cynical,tarnished, obsessive (sexual orotherwise), brooding, menacing, sinister, sardonic,
disillusioned, frightened and insecure loners, struggling to survive and ultimately losing....The femalesin film noir are either of two types - dutiful, reliable,
trustworthy and loving wom en; or femmes fatalesduplicitous, double-crossing, gorgeous, unloving, predatory,tough-sweet,unreliable, irresponsible,



man ipulative and d espe rate women.... Film noir films...show the dark and inhumane side of human nature with cynicism and doomed love,and they
emphasize the brutal, unhealthy,seamy, shadowy, dark and sadistic sides ofthe human experience. Film noir ismarked by expressionistic lighting ...
disorienting visual schemes, circling cigarette smoke, existential sensibilities, and unbalanced compositions. Settingsare often interiors with low-key lighting,
Venetian-blind ed windows, and dark and gloomy appearan ces. Exteriors are often night scenes with de ep shadow s, wet asphalt, rain-slicked or mean streets,
flashingneon lights, and low key lighting....Story locations are often in murky and dark streets, dimly-lit apartments and hotelrooms of big cities.... An
atmosphere of menace, pessimism, anxiety, suspicion that anything can go wrong, dingy realism, fatalism, defeatand entrapment are stylized characteristics of
film noir. Narrative s are freque ntly comp lex an d con volu ted, ty picall y with flashb acks (or a series of flashb acks) and/or reflectiv e voice-over narration.

Some other FsNs: Murder, My Sweet1944, The Big Slee946 Lady in the Lak 1946 Farewell, My Lovely 1945 & 1975, The Long Goodbyel973, Scarlet Street
1945, D.O.A. 1950, The House on 92nd Street945, Call Northsidle 777 1948, The Naked City 1948, The Wrong Man1956, Double Indemnity 1944, Mildred Pierce
1945, The Postman Always Rings Twit846, The Laly From Shanghai 1948, Gilda1946, You Only Live Oncel937, They Live By Nght 1948, Citizen Kanel941,
Gaslight1944, Laural944, Sorry, Wrong Number 1948, In A Lonely Placd 950, Rebeccal940, Suspicionl941, Shadow of a Doubt 1943, Spellbound1945, Notorious
1946, TheWoman in the Window1944, Leave Her to Heaved945, The Night of the Hunterl955, The Asphalt Jungl2950, The Big Hea 1953, Kiss Me Deadly1955,
The Killhng 1956, Sweet Smell of Succed®957, They Drive By Njht 1940, Key Largdl948,White Heat1949, Chinaown 1974, Body Heat1981, Blade Runnerl982,
Blood Smple 1984, L.A. Confidatial 1997.

The basic film noir reference book is Alan Silver and E lizabeth W ard, eds., Film Noir: An Encyclopedic Refeence tothe Anerican Syle, 3" ed., 1992. And there are a bunch
of good essays in Alan Silver and James U rsini, eds., Film Noir Reader5" ed., & Film Noir Reader 2 both Limelight, NY 1999.Fiona A. Viella, eitor of the excellent online
film journal Senes ofCinana, has avery smart piece about In a Lonely Placeonline at http:/www.snsesof c nemacom/contentg00/10/lonely.html

Join us next week for another superb movie: the film that gave postmodernism its single compelling idea, Toshiro Mifune in
Akira Kurosawa’s classic Rashomon.

And, should you want to get out dfet house in the intiem, which you should, the pda to go in Buffalo ishe Albright-Knox Art Galley, where there’s an exit of photos
from the New York Times and nore, includng a Harley-Davidson andsome canic books that will make your headswim....for more info on all that's ging on there visit
http://sac.buffaleedu/thefifies. Robert Creelegigiving a poetryeading at the GallgtWednesday night at 7:30 with a book sigmifterwards, and thehere’s a sees of
five Thursday nigh films hosted by Bruce Jacken:

Feb 14 Fred McLeod Wilcox, Forbidden Planet 1956,

Feb 21 Elia Kazan, A Streetcar Named Desire1951

Feb 28 Stanley Kubrick, The Killing 1956

Mar ch7 E mile d e Antonio, Point of Order 1964

March 14, Gene Kelly and Stanley Donen, Singin’ in the Rain 1952
(Free admission; parking $2. All hi-res DVD projection excep t Point of Order which is available only in video.The Garden Restaurant will be open for dinner on
screening nights. Call 716.270.8233 for information and reservations)

Email Diane engdc@acsubuffalo.edu email Bruce bjackson@buffalo.edu




