


L o

he Sixties was a decade in beginning of the Sixties, Nonethe- | since they had begun to make up the
I which a number of the deviant less, such was the effect of this revi- | largest bProportion of the movie
but submerged straing of the | sionist strain that by the enq of the | audience,

Fifties took root and became power- decade even Hollywood hagq bene- An early Sixties film whose devi.
ful forces in American society. The | fiteq from theijr influence, ant style was almost prophetic of the
civil rights movement turned into 5 Although the genre conventions of changes to come was John Franken.

militant movement agitating for the past stj]] ruled Hollywood, the | heimer's The Manchurign Candi-
black power: the mild surge of Protest | studio System that sustained and re- | date( 1962). The Premise upon which

nebulous counterculture; and a com. Oz slippers. Gone forever were the Thus, in the rather intricate, ironijc
munity-oriented New Left evolved dream factories with their armies of script by George Axelrod from the
from the writings of g variety of Fif- contract actors ang actresses, writ- novel by Richard Condon, Sgt. Ray-
ties' intellectuals (e.g., C. Wright | ers, directors, et aJ., receding into the mond Shaw (Laurence Harvey) comeg
Mills, Pau] Goodman) and from other | bottom line of corporate conglomer- | back from the Korean War a Medal of
political and cultural sources, These | ates like Gulif ang Western (Para- Honor winner. The incident for which
forces had g pPowerful impact op mount), MCA (Universal), and War- | he was Supposed to have been award-
American society, but the last years | ner Communications (Warner Bros.). | ed the medal has beep fabricated,
of the decade saw these movements Indeed, by the end of the decade the however, angd Shaw is really a brain-

Paroxysm of violent “Weathermen™ making movies, they had assumed | trolled by his Communist agent
demonstrations, sterile neo-Stalinjst merely the marketing and financial | mother (Angela Lansbury), who uses
and neo-Maoist dogmatism, ghetto | end of the process. himasa weapon to put her McCarth

conflagrations and racial posturing, Not every change during the Sjx- like Senator husband (James Greg-

and the grotesque caricatyres of | ties was an unmitigated disaster, In. ory) into the White House. The Man.
counterculture values—Manson and | deed, as g result of relaxing societa] churian Candidate allows Franken.-
Altamont. Also helping to bring these Sexual standards and court rulings heimer to Succeed in a neat, liberal
'Movements to ground were the cun- overturning rigid obscenity laws, the balancing act, condemning McCar-
ning policies of the Nixon Adminis. sexual taboos long governing Holly- thy while simultaneously still invok-
tration, which Mmanipulated Vietnam Wwood began to fa]] by the wayside. ing the spectre of the “Red Menace™
{roop withdrawals and an end (o the Gone was the twip bed and in to re. and conspiracy.
draft, at the Same time as jt used Place it came full-fronta] nudity. Al- Within this conventional, some-
white working class resentment of though this freedom was used by | what hysterical, thriller framework,
blacks and anti-poverty Programs to. | some filmmakers as an €Xxcuse for Frankenheimer sought to create the
Support a policy of “benign neglect” | sexual titillation, and even SPawned | ultimate send up of McCarthy (albeijt
toward black needs and aspirations, a successful independent cottage in- | 4 pjt belated since McCarthy was a].
Despite ending on such discordant dustry of hard- ang soft-core film POr- | ready dead and his power long since

tant and valuable legacy. Among the | the range of permissible film topics, | ang €ven the ne plys ultra of
'Most permanent of thege Wwas arevi- | and 8ave American film the possibili- | American goodnessHMom—revealed
sfonist impulse which stimulated ty ofdepictingareaﬂsm in human re- as Communist agents. He also sye.
many Americans tg look critically at lationships that they Previously so ceeded in Creating an illusionary.
themselves, their history, and social sorely lacked. almost absurdist sense of American
and political institutions. Of course, In addition to S€xX, other Holly- politics (where irrationality s the
this did not guarantee that real | wood blind spots were breached by norm) where plots abounded, sensi-
political and socig] change woulg the protest movements of the Sixties, | tive souls turned into robot-like as.
tome about, but it gid make politica] most notably by blacks who could no sassins, overwrought liberals de.
and socia] nonconformity more djffi. longer be totally ignored or merely | nounced right-wingers as “fascists, "

sustain. deviant lifestyles and political ideas outfits, and aj] figures of authority

Nowhere had those simplistic pie- | of the Young, though they could be and power are never what they seern
tles been more evident and firmly en- exploited and adulterated, neverthe. to be. Indeed, Frankenheimer may
trenched than jp Hollywood af the | less had to be confronted, €specially | have succeeded beyond hig own ex-

Opposite: Peter Sellers in Dr. Strangelove
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attack, by Generaj Jack D, Ripper. The gt. always talked about the Possibility

Complementing this ensemble a0t. tack is initiateq because he fears that Something going wWrong with i
ing was Kubrick’s genius for Creating | the nation’s sexyg] potency is on the bomb—the bomb, Dimitri, the hydr
striking Images ang settings. Thig brink of being undermined by a Com- gen bomb™) or hig shout as the Ry
gift is Sustained from the Opening INunist-inspireq plot to fluoridate oy slan ambassador Wwrestles with tf
scene where the B-52is seen copulat- | water Supply. Terry Southern’s antic [ Air Force Chief-of-Staff in the w:
ing with jts refueling Plane (to the Screenplay seryeg Kubrick we in | room (“Please gentlemen, yoy can

tween realism and surrealism; anqd mistress in the midst of a war roorn Subterranean polygamy (the ultj
Burpleson Ajr Force Base where the discussion: and CoJ, Kong (Slim mate expression of America’s obs

style. Kubrick also Successfully ugeg The Umanistijc tradition, of comic peek at the apocalypse, Ky.
sight gags like the “Peace is Our Pro. Course, presumes that the forces that [ brick Succeeded more jp creating an

bomb in the B-52, and ronically jiix- trangelove’s most caustjc barbs, | for it. Kubrick's world is g hopeless
taposes Popular Songs with his often however, are reserved not only for the one, and as Pauline Kael wrote ip her
horrendous images. deadly logic of thinking aboy{ theun- | revjew of Dr, Strangelope What

d I
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had alreaq

Y establisheq himself a5 4
worthy missionary to white folks in
films such a5 Lilies of the Fielq (1963)

and A Patch of Blue (1965) and in

Young, Although the issue of the gen-
€ration gap feels totally bogus and
bana], eSpecially in a fijy, Ostensibly
dealing with the complex issue of j;.
termarriage (not to mention the total

Se€emed too good g catch for the inpo.
cent, Simpering daughter (Katherine
Houghton) of libera] millionajre

cant—the growing Polarization pe.
tween generations, |¢ was that
polarization resulting from the Viet-
nam War and the rise of the New Left
and Countercultyre which intensifieq
in late Sixties America,

s Guess Who 'sCom-
ing to Dinner (1967). Kramer'g
libera] credentials were already we]].
€stablished with R

sin. . . thejr innocence, their lust for |
the apocalypse, " They haq still not |
forged thejr image in film, however,
nor would they unti] Arthur Penp’s

subject of interracig] Marriage,
Tackle, however, Seems hardly the
right word since rarely has there
been such 4 field of straw men and
women. To begin with, the black
male lead wag Sidney Poitier who
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Bonnie and Clyde

after the addition of Clyde’s crude,
guffawing brother Buck (Gene Hack-
man), his bovine, pathetic wife
Blanche (Estelle Parsons), and a
nose-picking, hero—worshipping rube
driver named C.W. Moss (Michael
Pollard), they goon a bank-robbing
rampage that makes them celebrated
and notorious.

Despite their violent and criminal
acts, Penn never allows the audience
to lose Sympathy for Bonnie and
Clyde. On one hand, they are seen as
outlaw-rebels (though never social
victims) against an unjust social
order of banks, police, et al., that
brought on the Depression, and on
the other, as innocent, awkward
clowns (e.g., Clyde is shocked when
one of his victims tries to kill him
with a cleaver). Penn also attempts to
reinforce our positive feelings for
them through his use of a shallow
Freudianism—Clyde is sexually im-
potent, which Supposedly provides
the character with a measure of vul-
nerability, and gives his gun a crude,
symbolic significance,

In depicting Bonnie and Clyde as
ordinary folk, seeking to be immor-
talized, Penn sometimes catches the
pathos underneath their posturing
and bravado. The slow, inarticulate
Clyde and the slatternly, poet man qué
Bonnie, constantly looking at herself
in a blurred mirror, are nothing more
than a sharecropper and waitress
who hunger for the American dream
of glamor and success, Even while
Bonnie dresses in expensive clothes

preciation of the French “New
Wave's” understanding of the poetry
and mythic nature of the American
genre film. Neither director was
available, though, and the film was
i ultimately produced by Warren Beat-
{ ty and directed by Arthur Penn.
| Penn had also been influenced by
the “New Wave," so little was really
lost by the change, and he was able to
incorporate many of its techniques
into the film. Thus, along with free in-
tercutting of time and space, the use
i of slow and accelerated motion, he
| also used vignettes ending in visual
and verbal puns, 4 la Godard, and the
alternating of comic and violent
moments appropos Truffaut.

These techniques updated a story
that Hollywood had done before, by
Fritz Lang (You Only Live Once,
1937) and Nicholas Ray (They Drive
by Night, 1949). Yet this classic tale
of two youthful outsiders who take to
a life of crime in an unjust society
held a powerful attraction for an
audience which also felt outside the
channels of power and unable to in-
fluence social and political change.

This restless quality is caught
right from the opening Depression
€ra scene in which the beautiful but
bored Bonnie (Faye Dunaway) sees
the handsome, toothpick-chewing
Clyde (Warren Beatty) attempting to
steal her mother’s car, and, caught up
with his bravado, becomes involved
[ a life of crime. It is a Jife that takes
them on a number of botched and
bumbling robbery attempts, and
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and obsesses about her image angd
making the headlines, she

me from,
What is most striking in the film is
€ pathetic ordinariness of the
characters or their ps

strangely unmoved,

The myth of Bonnie ang Clyde
works for Penp in esthetic terms—
the beauty of alienation ang outlaw-

nd d

omes and py Moss respresent g
cold, rigid, destructive and duplicj-
tous adult worlq. There are ajsq sug-
gestions in the €Xaggerated use of
police firepower (e.g.,a bloody shoot-
out where the police use an armored
car) of the American military’s pen-

in Vietnam, a5 well
al violence of the

forces of Jaw and order,
In spite of the fact that Clyde often
talks aboyt Protecting poor folk, thejr
social consciousnesg never seems

The Graduate

more than g contrivance of Penn's,
The only Community Bonnie and
Clyd

aside, Bonnje
the landmark
Along with re.
dimensjons of
he attention jt
and the aljep.-



rating and Capable of shattering
verities, even the Supposed eter-
nal links of | do’s,” Therefore, Mrs.
Robinson’s shriek at the Tunaway
Elaine, that jt's “toolate,” can be met
with the reply, “not for me.” None-
theless, thjs hardly guarantees g
“they lived happily ever after” fade-

more to Ben 1j

libe
old alienation from

ness he finds with her
daughter Elaine, despite her mother's
violent objection to their relatjop.
ship. Benjamin ang Elaine share g

narrative techniques whjle borrow-
ing heavily from the “New Wave,

Ups, and telephoto lens shots (though
one senses Nichols’ eclectic, stylistic
borrowings from Antonionj, Fellinj
and Godard) with the music of youth




what seems like search for freedom,
Easy Rider became a laid-back bil-
dungsroman of America as the duo
visit old-time ranchers and hippie
tommunes, spend time in jail, broth-
els, and take aciq trips. The trip is
enhanced by the film's €xciting use
of landscape, Space, movement, and

rock music of Jimij Hendrix, The

Byrds, Steppenwolf and others),
Unfortunately, the film was often

painfully inarticulate, shallow, and

commune (“They're gonna make jt”),
Or pays pious reverence to the life-
style of a toothless old rancher—a
hip, beardless Gabby Hayes type
(“doing his own thing, in his own
time.”’)

Nevertheless, in its depiction of Us
against Them, the free, longhairs ver-
sus the vicious, redneck straights,
the film did strike a powerful social
and emotional chord. Moreover, in
the process it gave up its penchant
for indulging in ersatz and sentimen-
tal beatitudes, and connected to the
disillusionment fe]t by many (espe-
cially the young} about the America
of the Sixties. Its most poignant ex-

by local goons,
he makes the point that, “This used
tobe a helluva country. I can’t under-
stand what's going on.”

Hanson’s remark sets the tone of
the second half of the film which ig
pervaded with as much of a sense of
doom, failure and despair as the
opening was with Space, light, and
movement. Indeed, Wyatt’s and Bil-
ly’s own violent fate i

wroughtly filmed acidq trip—(fisheye
lens, overexposed images, and over-
lapping dialogue)—with Some prosti-
tutes in a cemetery, their pathetic
destiny seems so sealed that we get
hints of it in flashforwards and
Wyatt's final Pronouncement that,
“We blew it.” It'g a climax that not
only acts as a Jjudgment on theijr per-
sonal quest, but seems to extend to
the American Experience as a whole,

Such was the outrage of some
Critics at this Judgment that an elite
cultural custodian like Diana Trilling
(who hadn't raised more than aneye-

12

sound (especially the contemporary |u#

The Manchurian Candidate

brow at films since her tenure as a re-
viewer for The Nation in the Forties
and Fifties) was moved tocall the film
“devious.” She was also particularly
peeved by the use and appropriate-
ness of Wyatt and Billy as symbols of
our social and cultura] condition. She
complained that, “Wyatt and Billy
lack the energy to create anything,
comment on anything, feel anything,
€xcept the mute, often pot-induced
Pleasure of each other's company,”

Though one may quarrel with the
Presumptuousness of having two
dope-dealing drifters stand as sym-
bols of freedom and make judgments
On something as vast as the “Ameri-
can experience," there is little doubt
that Fasy Rider captured that sense
of foreboding and doom which domj-
nated many of the films of the late
Sixties, and heralded those of the
Seventies. In fact, the fate of Wyatt
reflection of what
of Martin Luther
King, Malcolm X and Robert Kenne-
dy. and some felt could be the Iot of
anyone whose dissent and protest
truly threatened the Power structure
in Amerijca,

Of course, Billy and Wyatt were far
from political protestors or reform-
€rs, but in their dim, self-destructive
way they were searching for some

mood of a decade, and, in its mixture
of intellectual simple-mindedness,
striking imagery and editing, and
conscious and unconscious intuition
into the decade's confusion and
alienation, ijt was one of the most

| grants unintentiona] Pop cultural

of late Sixtieg films. In

representative
despairing comment

fact, Wyatt's

Symmetry to a decade which began
with the unequivocal optimism em-
bodied in lyrics of songs like *'Blowin’
in the Wind” and ended with the pes-
simism of a line like “We blew it.”’

If both the counterculture and the
New Left clearly never did triumph or
truly alter the nature of American
political and social Ppower, they never-
theless did change American con-
sciousness. Likewise, if the films that
followed did not sustain a coherent
and continuous critical perspective
of American reality,
they still had to come to terms with
the fact that the old conventions and
platitudes no longer were totally
dominant over the minds and psyches
of the American public. Thus, just as
Judy Garland's ruby red slippers dis-
appeared into history, so did a movie
world in which harmony, reconcilia-
tion and predictability gave way to
ambiguity, discord and uncertainty,

This article is excerpted from q
chapter in American Film and American
Society Since 1945 by Al Auster and
Leonard Quart, to be pPublished in Lon.
don by MacMillan this Summer. [ ]

GODS OF METAL

A film by Robert Richter for the Maryknolls
A moving look at the nuclear arms race
and the people around the couniry who
are trying to stop it. The film explores the
economic and social effects of the arms
build-up, and shows concrete actions by
groups and individuals to stop it, conclud-
ing with the wave of demonstrations around
the world in the spring of 1982,
Nominated for the Academy Award, Bes
Documemary Short, 1982

27 minutes 1982 Rental: $50 Purchase: $325

THE UNQUIET
DEATH OF JULIUS
AND ETHEL,
ROSENBERG

A film by Alvin Goldstein

Providing an excellen background on the
first Cold War, UNQUIET DEATH examines
the many questions still surrounding the
“Atom Spies” case. This vear marks the
30th anniversary of the Rosenbergs’
execution,

90 minutes 1975 Classroom rental: $100

Purchase $1250
Qury,
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