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Lord	of	the	rings	cinematography

Lord	Of	The	Rings,	collectively,	is	a	story	of	both	the	loss	and	gain	of	power.	The	cinematography	throughout	the	film	reflects	this	theme.	In	this	essay,	I	will	analyse	the	cinematography	in	one	particular	scene,	with	the	introduction	of	the	Ring	Wraith.	Right	from	the	outset	of	the	scene,	we	can	already	determine	who	will	be	the	dominant	hand	and
who	will	be	left	vulnerable.	The	introductory	shot	is	a	long	shot,	showing	the	Hobbits	confining	themselves	to	a	small	space	in	the	frame.	The	surrounding	area	of	the	shot	is	left	empty,	showing	a	large	environment	around	our	protagonists,	and	the	small	space	they	are	seemingly	trapped	inside	of.	This	is	an	effective	way	of	representing	how	they	have
backed	themselves	into	a	corner,	even	though	we	are	yet	to	see	what	they	are	hiding	from.	This	mass	of	space	around	the	characters	leaves	us	anticipating	the	arrival	of	another	entity,	allowing	the	audience	to	feel	this	feeling	of	apprehension	that	the	Hobbits	would	feel	during	that	situation.		This	long	shot	moves	into	a	low	angle	of	the	Hobbits,
without	the	use	of	a	cut	in	editing.	The	camera	moves	in-sync	with	the	arrival	of	the	Ring	Wraith;	an	almost	silhouetted	creature	on	horse	back.	With	the	help	from	the	low	angle,	we	see	how	foreboding	this	creature	actually	is.	It	insinuates	the	significant	amount	of	power	that	the	Ring	Wraith	has	in	comparison	to	the	main	characters,	who	have	now
resorted	to	cowering	away	underneath	the	root-bark	of	a	large	tree.	The	use	of	tracking	the	Ring	Wraith	as	opposed	to	just	cutting	to	a	closer	angle	allows	us	to	feel	as	close	to	the	characters	as	it	is,	which	enhances	the	tension,	which	is	gradually	being	developed.	We	are	then	faced	with	a	low	angle	–	close	up	of	Frodo’s	face.	The	low	angle,	in	this
context,	hints	at	the	fact	that	he	is	the	ring	bearer	of	the	four	hobbits,	ergo	has	more	power	by	default.	Although	he	is	not	more	powerful	than	the	Ring	Wraith	(hence	why	he	is	hiding),	he	is	used	to	being	the	most	powerful	out	of	those	around	him.	This	shot	is	used	to	represent	this	sudden	shift	from	power	to	weakness.	This	cuts	to	a	high	angle	of
Frodo,	from	what	we	are	left	to	assume	is	the	perspective	of	the	Ring	Wraith.	This	not	only	conveys	this	aforementioned	switch	to	vulnerability,	but	the	blocking	in	the	shot	shows	how	confined	he	is.	He	is	only	visible	through	a	small	cutting	in	the	root,	and	is	in	centre	frame,	restricting	how	much	space	in	the	frame	he	takes	up.	This	is	significant	as	it
says	a	lot	about	the	given	circumstance,	subconsciously,	allowing	the	audience	to	grasp	the	panic.	Following	this	is	a	sequence	of	close	up	cut	in	shots	of	the	Ring	Wraith.	These	shots	are	edited	in	a	specific	way	to	emphasise	the	surrealism	that	the	beast	seems	to	emit.	Each	individual	shot	is	a	close	up	of	a	specific	part	of	the	Wraith,	the	first	being
the	hoof	of	the	horse	which	is	coated	in	a	rusted	metal,	the	next	being	a	close	up	of	the	horses	mouth	(which	in	itself	looks	unnatural	from	its	colour	and	composure),	and	the	final	being	a	shot	of	the	Wraith’s	foot,	once	again	coated	in	metal,	much	like	the	horse’s	hoof.	The	actions	in	these	shots	are	slowed	down	in	editing,	as	a	way	of	building	tension
as	the	situation	unravels.	The	shots	are	also	directed	in	a	certain	way,	in	that	we	never	see	the	Ring	Wraith	in	its	entirety.	Much	like	the	aforementioned	high	angle	of	Frodo,	our	vision	is	restricted,	and	we	are	only	allowed	to	see	the	most	overwhelming	features.	In	turn,	this	makes	the	Wraith	look	potentially	larger	than	it	actually	is.	The	next	shot	is	a
low	angle,	once	again,	on	a	skewed	angle	from	beneath	the	root.	We	are,	once	again,	faced	with	this	sensation	of	vulnerability	as	we	see	our	protagonists	cowering	beneath	the	tree,	the	Ring	Wraith	looming	over.	The	restriction	of	vision	is	used	as	a	vantage	point	once	again	here,	as	the	Ring	Wraith	takes	up	much	more	of	the	frame	than	the	Hobbits
do.	This	isn’t	necessarily	due	to	the	size	difference,	but	is	more	down	to	the	fact	that	the	size	the	Hobbits	are	in	the	frame	is	the	size	that	they	feel,	which	is	significantly	smaller	than	the	Ring	Wraith.	We	are	shown	that	there	is	no	escape,	and	that	some	kind	of	deadly	event	is	inevitable.	The	shot	after	this	is	practically	a	reverse	shot.	We	see	Frodo
from	a	high	angle,	with	the	Ring	Wraith’s	hand	close	to	his	face.	This	shot	is	the	opposite	of	its	previous	and	is	used	to	show	weakness	from	Frodo’s	part,	and	power	from	the	Wraith’s	part.	Frodo	is	more	in	focus	in	this	shot,	which	means	that,	although	he	is	more	vulnerable,	he	is	more	important	to	carry	the	narrative	along.	Australian
cinematographer	Andrew	Lesnie,	ASC,	ACS	and	1st	AC	Colin	Deane	frame	up	on	a	troll-like	pair	of	orcs	while	shooting	the	Middle	Earth-set	adventure	fantasy	The	Lord	Of	The	Rings:	The	Fellowship	Of	The	Ring	(2001),	directed	by	Peter	Jackson.	Lesnie	would	shoot	all	three	films	in	the	Rings	series,	winning	the	Academy	Award	for	this	first	entry	and
also	earning	ASC	Award	nominations	for	each	film	in	the	trilogy.	Leslie	later	rejoined	Jackson	for	the	prequel	series	of	three	Hobbit	pictures.	The	cinematographer’s	other	credits	include	King	Kong	and	The	Lovely	Bones	(also	directed	by	Jackson),	Babe,	Spider	&	Rose,	I	Am	Legend,	Rise	of	the	Planet	of	the	Apes	and	The	Water	Diviner.	Lesnie	died
suddenly	at	the	age	of	59	in	2015.	In	2017,	the	American	Society	of	Cinematographers	honored	Lesnie	by	naming	two	ASC	Student	Heritage	Award	categories	in	his	name,	with	the	winners	announced	on	October	14.		"Edoras	was	interesting	on	a	technical	level,	because	the	mountain	range	just	happened	to	be	around	18-percent-gray	exposure,"
Doyle	notes.	"It	therefore	acted	as	a	wonderful	grain	test	for	the	entire	background	and	the	actors	in	the	foreground,	who	were	lit	by	the	hard	New	Zealand	light.	Andrew	and	I	also	built	a	filter	that	acts	like	a	lens	with	all	of	its	color	coating	ripped	off.	It	doesn’t	look	old	and	sepia,	but	there’s	a	touch	of	blooming	in	the	highlights,	like	a	silver-metal
photographic	print	from	the	1890s.	Andrew	and	I	also	softened	the	blacks	to	see	into	them	a	little	more."	The	race	of	Men	is	presented	as	somewhat	pagan	and	feudal,	a	characteristic	that	influenced	Lesnie’s	approach	to	the	Edoras	scenes.	"When	we	were	filming	the	Rohan	scenes,	I	kept	telling	myself	that	it	felt	medieval,	so	the	makeup	and	colors
tended	to	be	earthy	greens	and	browns."	The	key	dramatic	determinant	in	Lesnie’s	method	was	the	change	that	comes	over	King	Théoden	(Bernard	Hill)	after	Gandalf	lifts	Saruman’s	spell.	When	the	group	first	arrives	at	Edoras,	Théoden	is	being	advised	by	Saruman’s	minion,	Wormtongue	(Brad	Dourif),	who	has	ingratiated	himself	into	the	court.	A
resultant	rot	is	setting	into	Rohan	society,	starting	at	the	very	top.	"Saruman	and	Wormtongue	are	literally	breaking	down	the	health	of	the	king,"	Lesnie	explains.	To	express	this,	Lesnie,	the	art	department	and	Doyle	combined	their	efforts	to	create	a	distinctive,	desaturated	look,	"as	if	the	life	is	literally	being	sapped	or	bleached	out	of	Edoras,"
Lesnie	says.	Doyle	outlines	the	technical	considerations	of	the	grade:	"We	convert	from	RGB	into	a	different	colorspace,	so	rather	than	work	in	CYM	[Cyan,	Yellow	and	Magenta],	we	convert	it	into	HLS	[Hue,	Luminance	and	Saturation].	This	means	we	can	reduce	the	saturation	based	on	color	only.	For	example,	we	can	keep	the	skin	tones	while
dropping	everything	else	down	in	saturation	and	changing	the	colors	slightly.	For	the	blacks,	we	took	out	the	red	wash	that	Kodak	stocks	traditionally	have,	making	them	pure	black,	which	is	very	rarely	seen	on	a	film	print.	We	also	selected	key	components	of	the	production	design,	such	as	the	yellow	and	burgundy	Edoras	flag,	and	let	those	colors
kick	back	in.	Initially,	it’s	quite	an	elaborate	setup,	but	the	result	works	very	well	–	it	looks	like	the	color-dye	prints	of	photos	from	the	1950s.	All	of	the	colors	are	just	slightly	twisted	and	have	an	entrancing	look."	After	Gandalf	expels	Worm-tongue	and	lifts	the	spell	from	Théoden,	color	and	life	return	to	the	Golden	Hall.	For	the	night	interiors,	Lesnie
used	warm	light	created	by	torches	and	candles.	He	was	careful	to	avoid	strong	color	in	the	lighting,	choosing	instead	to	have	the	increased	saturation	provided	by	the	art	direction	and	digital	grading.	"The	art	department	put	in	banners	that	were	quite	rich	in	color,	and	those	types	of	earth	tones	tend	to	respond	pretty	quickly	to	colored	light,	so	I
didn’t	try	to	do	anything	too	explicit	with	the	color	of	the	light	itself,"	he	explains.	A	poignant	scene	that	takes	place	after	the	funeral	of	Théoden’s	son,	Théodred,	was	scheduled	to	be	shot	over	two	days	late	in	the	afternoon.	"The	two	scenes	are	set	in	the	barrows,	which	are	down	on	the	lower	slopes	of	Edoras,"	Lesnie	explains.	"I	used	an	85B	filter	to
warm	up	the	first	scene.	For	the	following	scene,	in	which	Théoden	and	Gandalf	are	left	alone	to	reflect	on	the	nature	of	mortality	and	the	sadness	that	war	brings,	we	scheduled	the	shoot	for	when	the	shadow	of	the	mountain	would	completely	cover	the	area.	The	mountain	range	in	the	distance	was	getting	the	very	rich,	late-afternoon	light,	while	the
characters	in	the	foreground	were	in	what	I	felt	was	appropriately	subdued	soft	light,	which	I	cooled	down	with	an	81EF.	The	scene	deals	with	very	fragile	emotions,	so	it’s	fitting	to	set	it	at	a	fragile	time	of	day."	Lesnie	singles	out	first	assistant	director	Caro	Cunningham	as	being	"absolutely	terrific"	in	helping	him	achieve	the	appropriate	look	for
these	scenes.	Fantastic	Forests	Meanwhile,	Merry	and	Pippin,	after	escaping	the	clutches	of	the	ill-fated	Uruk	column,	find	themselves	in	the	mysterious	Fangorn	Forest,	which	Lesnie	describes	as	one	of	the	most	fantastical	elements	in	The	Two	Towers.	Fangorn	is	inhabited	by	creatures	known	as	Ents,	who	are	basically	living	trees,	as	well	as	their
more	aggressive	relations,	Hurons.	It	is	the	Ents	and	Hurons	who	turn	the	tide	at	the	battle	of	Helm’s	Deep	and	lay	Isengard	to	waste.	The	forest	was	the	first	major	studio	element	in	The	Two	Towers	and	was	achieved	through	a	combination	of	full-scale	live-action	and	miniature	sets.	The	character	Treebeard	was	accomplished	through	a	combination
of	large-scale	animatronics	and	digital	facial	animation.	Lesnie	shot	these	miniatures	with	Richard	Bluck,	but	he	credits	cinematographer	Alex	Funke	with	shooting	an	overwhelming	number	of	miniatures	for	all	three	films.	"They	passed	day	600	a	couple	of	months	ago,"	Lesnie	declares.	"In	itself,	[the	miniatures	are]	an	epic	work-in-progress.	"My
gaffer,	Brian	Bansgrove,	and	I	came	up	with	this	great	plan	to	put	the	lighting	for	the	forest	in	ahead	of	the	set	build,"	he	continues.	"We	installed	space	lights	in	the	ceiling	of	the	studio	and	placed	huge	silks	underneath,	creating	a	large,	soft	toplight.	Underneath	that,	we	ran	a	fine	grid	of	wire	from	which	we	hung	camouflage	nets,	and	when	the	art
department	built	the	set,	they	hung	their	foliage	from	that	wire.	The	soft	light	was	considerably	reduced	in	exposure,	resulting	in	a	dark,	ambient	light,	which	I	enhanced	by	running	a	slight	atmosphere	throughout	the	set."	Lesnie	completed	the	look	for	Fangorn	by	introducing	overexposed	slivers	of	sunlight	created	by	Xenons.	"The	contrast	ratio	in	a
real	forest	often	defies	the	film	stock’s	ability	to	capture	it,	so	I	wanted	to	create	a	contrast	on	the	set	that	was	too	much	for	the	stock."	The	cinematographer	says	he	envisioned	Fangorn	as	"spooky	but	not	scary."	He	adds,	"You	have	to	intellectualize	these	things	to	a	certain	extent.	For	me,	Fangorn	is	one	of	the	oldest	places	on	Middle-Earth,	and	it
has	a	mystique.	Just	the	mention	of	the	name	strikes	fear	into	the	hearts	of	the	people	of	Middle-Earth,	but	no	one	knows	why.	We	were	therefore	trying	to	create	an	eerie	atmosphere	where	you	want	people	to	step	into	the	unknown,	but	you	don’t	necessarily	want	them	to	immediately	become	scared,	because	that’s	simplifying	the	character	of	the
Ents	too	much."	Page	2	A	Shimmering	Hideout	Frodo	and	Sam’s	journey	to	Mordor	is	interrupted	when	Rangers	from	Gondor	capture	them.	The	Rangers	take	the	Hobbits	to	a	honeycombed	network	of	caves	hidden	by	a	roaring	waterfall.	The	set,	which	consisted	of	caves	elevated	some	30'	from	the	ground,	incorporated	a	live	waterfall	cascading	past
a	large	opening	in	the	cliff.	"You	couldn’t	hear	yourself	think!"	Lesnie	recalls.	"For	the	shot	in	which	the	Rangers	first	bring	Frodo	and	Sam	into	the	cave,	we	fired	20Ks	through	the	waterfall,	creating	a	high-speed,	shimmering	effect,"	Lesnie	says.	"To	ensure	that	the	effect	would	carry	to	the	interior	of	the	caves,	I	provided	an	ambient	soft,	cool	light.
When	we	did	pickups	for	that	sequence,	more	than	a	year	later,	we	recreated	the	shimmering	pattern	without	water,	using	spinning	mirrors	through	diffusion	material	instead."	The	leader	of	the	Rangers	is	Faramir,	whose	unit	is	assigned	to	protect	the	borders	of	Gondor;	he	is	also	seeking	answers	to	the	death	of	his	ill-fated	brother,	Boromir.	Given
that	the	ensuing	scenes	between	Faramir	and	Frodo	are	a	very	intense	part	of	the	story,	Lesnie	kept	the	shadow	areas	in	the	cave	quite	dense.	"Faramir	realizes	that	the	answer	to	his	brother’s	death	is	sitting	in	front	of	him,"	he	says.	"At	the	same	time,	Frodo	has	reached	a	critical	period	in	his	relationship	with	the	Ring."	Deep	in	the	Night	Helm’s
Deep	is	a	fortress	constructed	at	the	end	of	a	deep	ravine.	Across	the	ravine	runs	the	24'-high	Deeping	Wall,	the	Deep’s	main	defense	against	attack.	The	nighttime	battle	between	10,000	Uruk-hai	and	the	500	defenders,	which	is	the	centerpiece	of	The	Two	Towers,	took	four	months	of	night	shoots	to	accomplish,	and	there	were	also	day	scenes
depicting	the	arrival	of	refugees	from	attacks	by	Saruman’s	forces.	For	the	filmmakers,	two	critical	issues	were	the	sheer	scale	of	the	sequences	and	the	fact	that	the	battle	takes	place	at	night.	"Our	research	showed	that	very	few	big	film	battles	have	been	staged	at	night,"	Lesnie	recalls	with	a	laugh.	"The	biggest	slab	of	the	night	shoots	were	done	by
the	second	unit,	directed	by	John	Mahaffie	and	photographed	by	John	Cavill."	Full-scale	exterior	sets,	including	the	Deeping	Wall,	a	façade	of	the	Hornburg	Castle	and	the	front	courtyards,	were	built	in	a	quarry	north	of	Wellington.	Parts	of	the	wall	and	the	castle	were	also	constructed	as	a	forced-perspective	set,	with	the	full-size	wall	curving	away	to
a	1/4-size	scale	model	of	the	castle,	which	Lesnie	says	"was	still	quite	huge.	Production	designer	Grant	Major	incorporated	many	of	the	quarry’s	natural	rock	formations	in	the	placement	of	his	sets.	Brian	Bansgrove,	second-unit	gaffer	Stewart	Sorby	and	I	worked	out	the	logistics	of	the	lighting	and	power	placement,	and	we	also	had	safety	lighting	in
place."	Given	the	complexity	of	the	set	construction	and	the	logistics	of	staging	a	night	battle	involving	hundreds	of	dark-clad	extras,	some	previsualization	was	required.	"The	entire	sequence	was	very	carefully	storyboarded,	because	we	knew	that	we	were	going	to	have	to	break	it	down,"	Lesnie	says.	Weta	Workshop	built	a	fully	rendered,	100-
square-foot	model	of	Helm’s	Deep	that	was	utilized	by	Lesnie	and	Cavill	to	establish	an	overall	look	to	the	sequences	through	extensive	lighting	tests.	It	was	important	to	Lesnie	that	the	battle	be	depicted	with	strong	definition.	"I	didn’t	want	to	lose	the	detail	of	the	battle.	I	wanted	to	keep	the	darkness	for	the	mood,	but	the	audience	needs	to	see	the
battle’s	brutality.	Helm’s	Deep	was	an	opportunity	to	make	a	point	about	the	barbarity	of	the	Uruks,	who	are	intent	on	complete	genocide."	With	strong	moonlight	as	the	motivation,	Lesnie	used	overexposed	backlight	to	render	the	ferocity	of	the	battle	in	striking	detail.	He	used	large	sources	that	could	also	be	moved	quickly:	a	Musco	light,	three	50-
ton	cranes	supporting	18Ks,	and	track	booms	mounted	with	Dinos	gelled	with	1/2	CTB.	In	addition,	there	were	practical	fires,	flaming	torches	and	braziers.	The	battle	scenes	were	shot	uncorrected,	providing	Lesnie	with	the	stops	he	needed,	typically	T2.8	1/2	to	T4.5.	During	digital	grading,	he	pulled	back	the	blue	while	retaining	a	cool	look.	The	sets
weren’t	the	only	large	items	in	use	at	Helm’s	Deep,	however.	"We	had	an	80-foot	crane	that	was	built	in	New	Zealand,"	Lesnie	recalls.	"Because	the	sets	were	so	big,	we	built	the	rails	for	the	crane	on	top	of	20	containers	stacked	two	high.	This	meant	we	were	able	to	start	a	shot	in	front	of	the	main	wall	and,	while	major	fighting	was	going	on,	crane
over	the	top	of	those	guys	and	push	on	another	30	or	40	feet	right	up	to	where	Théoden	was	directing	the	battle."	Achieving	the	shot	practically,	rather	than	creating	it	as	a	digital	move,	was	important	to	Lesnie.	"It’s	not	so	clear-cut	what	are	effect	shots	and	what	are	real,"	he	states.	Marshalling	the	Dead	The	Dead	Marshes	are	an	extensive,	exposed
plain	that	Frodo,	Sam	and	Gollum	must	cross	on	their	journey	to	Mordor.	The	Marshes	are	doubly	treacherous	–	if	an	unsuspecting	traveler	takes	one	wrong	step,	he	sinks	like	a	stone,	and	the	area	is	also	haunted	by	the	souls	of	dead	Orcs,	Men	and	Elves	who	fought	a	battle	there	long	ago.	Small	wonder,	then,	that	Lesnie	sought	to	imbue	the	Marshes
with	a	mystical	feel.	"While	the	Dead	Marshes	are	an	eerie	environment,	I	didn’t	want	those	sequences	to	be	insipid	or	clichéd,	but	rather	uncomfortable	and	ominous,"	he	explains.	"Anyone	who	walks	through	the	Dead	Marshes	is	prone	to	fall	under	the	influence	of	the	trapped	souls,	which	Frodo	does	briefly.	We	therefore	depicted	the	Marshes	as	a
misty,	unnatural	environment,	with	sunlight	weakened	by	the	atmosphere.	In	the	grading,	Peter	and	I	ran	a	slight	amount	of	magenta	through	those	scenes	as	well."	Lesnie	emphasizes	that	unit	cinematographers	Cavill,	Richard	Bluck,	Allen	Guilford,	Alun	Bollinger,	Simon	Raby	and	Nigel	Bluck	were	invaluable	collaborators	on	The	Two	Towers,	just	as
they	had	been	on	The	Fellowship	of	the	Ring.	"When	you	have	a	good	group	atmosphere,	you	start	to	come	up	with	a	lot	more	exciting	ideas,"	he	says.	"There	aren’t	many	projects	that	give	you	the	opportunity	to	examine	your	craft	with	this	type	of	storytelling,"	Lesnie	concludes.	"Peter	Jackson	has	a	very	clear	idea	of	where	he	wants	to	go	with	the
trilogy,	and	he	provides	his	key	people	with	the	opportunity	to	contribute	to	that	direction.	When	you	have	a	hand	in	the	storytelling,	it	encourages	you	to	rise	to	the	occasion."	TECHNICAL	SPECS	Super	35mm	2.35:1	Arriflex,	Moviecam	and	Mitchell	cameras	Zeiss	and	Angenieux	lenses	Kodak	EXR	50D	5245,	Vision	200T	5293,	Vision	500T	5279,	SO
214	Digital	Intermediate	Scanning/Recording	by	Weta	Digital	Digital	Film	Grading	by	The	PostHouse	AGPrinted	on	Fuji	3513D	Page	3	When	writer/director	Todd	Haynes	set	out	to	create	his	own	take	on	the	Douglas	Sirk	melodramas	of	the	1950s,	he	wasn’t	interested	in	giving	the	genre	a	hip	or	ironic	twist.	As	a	result,	Far	from	Heaven,	shot	by
Edward	Lachman,	ASC,	is	as	earnest	and	straightforward	as	Sirk’s	Written	on	the	Wind	or	All	That	Heaven	Allows	(see	December	2002	Wrap	Shot).	Sirk	was	among	many	filmmakers	who	emigrated	from	Germany	to	the	United	States	between	the	two	world	wars.	Like	other	artists	whose	roots	were	in	German	theater,	Sirk	used	a	theatrical	visual
style	to	convey	political	messages,	but	his	Hollywood	creations	were	designed	for	mass	audiences	–	they	were	studio	melodramas,	the	"chick	flicks"	of	their	day.	His	films	illuminated	the	social,	racial	and	sexual	tensions	that	defined	post-war	American	life,	but	the	stylistic	conventions	he	employed	were	mocked	by	some	for	their	artifice.	Haynes	had
no	intention	of	joining	in	the	mockery.	"People	attribute	to	me	a	kind	of	gay	brand	of	easy	irony,"	he	says.	"But	what	always	surprises	the	people	who	like	my	films	is	that	they	find	themselves	very	emotionally	engaged."	Haynes	says	that	in	some	ways,	Far	From	Heaven	resembles	his	first	film,	the	short	Superstar,	in	that	it	has	all	the	trappings	of
satire	but	is	actually	something	quite	sincere.	Superstar	used	Barbie	dolls	to	tell	the	story	of	self-destructive	1970s	pop	singer	Karen	Carpenter.	Haynes	observes,	"The	only	way	Superstar	works	is	through	an	enormous	trick:	it	makes	you	think	you’re	about	to	have	a	laugh	riot	watching	a	condescending	story,	but	in	fact,	the	goal	of	the	film	is	to	make
you	forget	you’re	watching	dolls	and	form	a	weird,	unexpected	emotional	connection	to	what	is	an	incredibly	sad	story."	Set	in	1957,	Far	From	Heaven	stars	Julianne	Moore	and	Dennis	Quaid	as	Cathy	and	Frank	Whitaker,	an	archetypal	suburban	couple	plagued	by	the	kind	of	dark	secrets	and	hidden	longing	that	per-​meate	Sirk’s	most	famous	films.
Cathy	discovers	that	her	husband	has	been	a	closeted	homosexual	throughout	their	marriage,	and	in	her	confusion	and	loneliness,	she	develops	an	emotional	attachment	to	her	African-American	gardener,	Raymond	(Dennis	Haysbert),	causing	a	scandal	in	her	segregated	town.	Haynes	says	he	wasn’t	interested	in	creating	an	"issue-oriented"	film	in
which	strong,	admirable	characters	confront	unfair	social	forces.	Like	Sirk’s	characters,	the	people	in	Far	From	Heaven	cannot	rise	above	their	circumstances.	"Sirk’s	films	do	have	artificial	elements	–	exquisitely	rendered	lighting,	the	clothes,	the	décor,	and	all	of	those	things	we	think	of	as	archly	fake,"	Haynes	observes.	"But	they	tell	incredibly
simple	stories	about	domestic	crises	that	concern	people	are	very	ordinary,	despite	how	gorgeously	they	dress	and	move.	They’re	not	heroic;	they	don’t	overcome	their	problems	and	change	the	world.	They’re	really	victims	of	their	society,	and	that	makes	them	shockingly	real."	Far	From	Heaven	was	Haynes’	first	collaboration	with	Lachman,	who	is
known	for	taking	on	offbeat	projects	(including	Ken	Park,	The	Virgin	Suicides,	Light	Sleeper	and	The	Limey).	Lachman’s	work	on	Far	From	Heaven	earned	a	special	jury	prize	for	cinematography	at	this	year’s	Venice	Film	Festival.	AC	recently	asked	Lachman	and	Haynes	to	discuss	their	collaboration.	American	Cinematographer:	Why	did	you	want	to
recreate	a	Douglas	Sirk	melodrama	in	2002?	Todd	Haynes:	I	think	the	best	movies	are	the	ones	where	the	limitations	of	representation	are	acknowledged,	where	the	filmmakers	don’t	pretend	those	limitations	don’t	exist.	Films	aren’t	real;	they’re	completely	constructed.	All	forms	of	film	language	are	a	choice,	and	none	of	it	is	the	truth.	With	this	film,
we	point	out	at	the	start	that	we’re	aware	of	all	this.	We’re	not	using	today’s	conventions	to	portray	what’s	‘real.’	What’s	real	is	our	emotions	when	we’re	in	the	theater.	If	we	don’t	have	feeling	for	the	movie,	then	the	movie	isn’t	good	for	us.	If	we	do,	then	it’s	real	and	moving	and	alive.	Did	you	try	to	work	within	the	limitations	that	Sirk	had?	Haynes:
We	tried	to.	We	used	old-fashioned	back-projection	for	the	driving	shots.	Dissolves	and	effects	were	all	optical,	not	digital.	We	wanted	to	get	the	rich	color	his	films	had.	Some	people	asked	me	if	we	got	this	look	using	the	newest	digital	technology,	but	the	answer	is	absolutely	not.	Ed	did	it	in	camera	and	with	gels,	the	way	it	was	done	on	the	Sirk	films.
Edward	Lachman:	We	wanted	the	audience	to	enter	Sirk’s	world,	so	we	decided	to	be	true	to	the	means	he	used	to	create	this	world	of	total	artifice.	We	decided	not	to	use	any	techniques	that	Sirk	and	his	cinematographer,	Russell	Metty	[ASC],	didn’t	have.	We	wanted	to	create	a	saturated	‘Technicolor’	look,	but	we	didn’t	want	to	use	digital	methods.
I	exposed	the	film	stocks	one	to	two	stops	over	the	recommended	exposure	to	create	a	dense	negative.	Haynes:	I	also	think	the	lighting	style	helps	to	create	a	kind	of	intense	foreboding	and	a	sense	of	danger.	Page	4	Lachman:	Sirk	and	Metty	always	had	their	characters	kind	of	edged	and	separated	from	their	world	by	darkness.	Again,	this	reinforced
a	kind	of	emotional	loneliness.	They	weren’t	afraid	to	use	strong	chiaroscuro	lighting.	We	used	lighting	that	would	generally	be	associated	with	film	noir	–	more	of	a	black-and-white	style,	with	hard	lights	coming	from	up	on	a	grid.	My	gaffer,	John	DeBlau,	started	out	in	the	Sixties	as	an	electrician,	so	he	was	very	aware	of	the	style	of	lighting	they	used
back	then.	We	created	a	grid	system	and	had	lighting	cues.	When	the	camera	follows	actors	and	they	move	in	and	out	of	certain	spaces,	we	had	to	have	somebody	controlling	the	light	from	a	lighting	board	so	the	cameras	wouldn’t	create	a	shadow.	Today	we	usually	use	softer,	bigger	sources;	we’re	not	usually	going	through	such	hard	lights.	I	used
Big-Eye	10K	Fresnels	through	the	windows	and	2Ks	and	1Ks	on	the	set.	I	tried	to	use	units	they	would	have	used	in	that	time	period.	They	might	have	had	different	gels,	but	we	got	the	same	kind	of	rendition	by	mixing	complementary	gels.	Also,	Russell	Metty	did	something	that	I	found	really	interesting:	he	used	lightbulbs	of	different	color
temperatures	in	the	fixtures.	In	All	That	Heaven	Allows,	I	think	he	used	daylight	bulbs	in	the	practicals	and	then	lit	the	room	to	be	warm,	which	would	be	the	opposite	of	what	you’d	normally	do.	For	the	night	scenes	in	the	bedroom,	I	used	what	are	called	‘bug	lights,’	the	yellow	lights	used	for	exterior	lighting	at	night.	And	then	the	[ambient]	night
[light]	had	a	blue-purple	or	blue-green	look,	so	the	tungsten	lights,	even	though	they	burnt	out,	emanated	a	certain	warmth	that	worked	in	contrast	to	the	blue.	So	your	approach	was	very	different	from	one	you’d	take	to	light	a	contemporary	film?	Lachman:	Metty	lit	Sirk’s	characters	in	their	environment,	rather	than	lighting	the	environment	and	then
having	people	move	through	it.	It	was	more	like	portrait	lighting.	I	used	more	backlight	on	Far	From	Heaven	than	I	normally	would.	Those	films	try	to	separate	people	from	their	environment,	from	the	walls.	Perhaps	it	came	out	of	[working	with]	black-and-white,	but	they	were	much	more	cognizant	of	key-,	fill-	and	backlight	for	every	shot.	When
someone	stands	next	to	a	lamp	in	a	contemporary	film,	we	try	to	show	that	the	light	is	coming	from	the	lamp,	that	the	lamp	is	the	source.	But	on	this	film,	we	decided	to	have	another	light	over	the	lamp,	so	that	when	the	person	is	standing	next	to	the	lamp,	the	light	is	edging	them	from	a	source	other	than	the	lamp.	Sirk’s	films	were	shot	almost
entirely	on	studio	backlots,	but	you	shot	Far	From	Heaven	on	location.	Lachman:	We	shot	it	in	New	Jersey,	which	was	standing	in	for	Hartford,	Connecticut.	We	used	towns	that	were	in	a	kind	of	time	warp,	but	the	difficulty	for	me	was	recreating	the	kind	of	artifice	that	Sirk	achieved	by	shooting	everything	on	a	soundstage.	I	brought	in	lights	for	the
day	exteriors;	I	used	[color-corrected]	tungsten	units,	not	HMIs,	to	create	the	look	and	feel	of	the	units	they	used	then.	Also,	we	were	lucky	that	we	began	shooting	in	the	fall,	exactly	as	the	leaves	were	turning.	I	think	the	colors	of	the	leaves	had	a	lot	to	do	with	creating	a	sense	of	artifice,	even	though	we	were	on	real	locations.	Plus,	a	lot	of	scenes
were	shot	late	​in	the	day	in	overcast	conditions,	which	helped	me	give	the	colors	​of	the	leaves	a	richer	rendition.	Interestingly,	if	you	limit	the	range	of	highlight	and	shadow,	colors	become	more	vibrant	because	the	film	emulsion	is	able	to	hold	the	all	the	information.	If	it	isn’t	totally	gray	outside,	those	highlights	come	through	richer	because	the
latitude	of	the	film	isn’t	so	stretched.	I	also	used	10K	Big-Eyes	with	gels	and	some	large	reflectors	to	accentuate	parts	of	the	frame	and	bring	out	specific	colors.	When	I	saw	how	well	this	worked,	I	decided	to	duplicate	the	effect	even	when	we	were	shooting	in	bright	sunlight;	in	those	conditions,	I	used	negative	fill	and	a	lot	of	12-by	and	20-by
diffusion	to	simulate	an	overcast	look.	The	idea	was	to	give	the	scenes	shot	on	location	the	feel	of	scenes	shot	in	the	studio.	In	the	old	days,	cinematographers	were	less	concerned	about	where	the	shadows	were	coming	from,	even	outside.	Was	that	a	consideration	for	you?	Lachman:	I	never	consciously	tried	to	create	double	shadows	outside	because
of	my	own	aversion	to	them,	but	if	they	were	there,	I	didn’t	fight	them.	Did	you	maintain	a	particular	focal	length	throughout	the	film?	Haynes:	The	Sirk	films	tend	towards	wider	angles	and	traveling	masters	that	settle	a	few	different	times	in	a	scene.	They	have	elegant	compositions	that	incorporate	the	architecture	into	the	frame,	but	the	effect	is
claustrophobic	in	every	sense	of	the	word.	Lachman:	I	watched	Sirk’s	films	closely,	and	I	think	Metty	used	25mm	and	32mm	lenses	a	lot.	Even	close-ups	used	nothing	longer	than	40mm.	It	created	a	spatial	relationship	for	the	character	that	placed	him	or	her	in	the	environment.	I	tried	to	use	the	same	focal	lengths	on	Far	From	Heaven.	We	never	shot
a	close-up	with	a	75mm	or	a	100mm.	I	used	older	Cooke	lenses,	the	Speed	Pancros,	for	a	lot	of	the	film.	I	used	Cooke	S4s	at	night	because	I	needed	the	speed,	but	I	used	the	older	lenses	when	I	could.	Haynes:	In	a	weird	way,	I	think	wide-angle	lenses	are	more	oppressive	than	long	lenses,	because	everything	is	visible.	There’s	no	escaping	the	vantage
point	of	the	camera.	The	character	is	limited	by	the	architecture	and	the	way	other	people	are	placed	in	the	frame.	When	a	character’s	talking	to	someone	else,	he	or	she	is	never	alone	in	the	frame;	it’s	always	an	over-the-shoulder	shot.	Page	5	There’s	one	point	in	the	film	when	we	track	in	past	an	over-the-shoulder	to	Julianne	Moore	alone	in	the
frame.	Even	then,	she’s	not	framed	like	women	are	today.	Women	today	have	a	sturdy	dominance	of	the	frame,	whereas	women	in	Sirk’s	films	are	framed	with	headroom	–	they’re	diminished	by	the	frame.	They	don’t	own	their	own	frame.	Lachman:	The	framing	was	totally	alien	to	me.	In	those	medium	shots,	they’d	sometimes	cut	off	people’s	hands	or
feet.	I	know	they	did	it	for	the	geography	and	because	they	needed	certain	information	from	a	two-shot	or	a	three-shot,	but	it	was	awkward	for	me	to	create	those	types	of	compositions.	How	did	you	approach	camera	movement?	Lachman:	The	Sirk	films	have	a	lot	of	moving	masters.	Maybe	it	was	to	complete	the	day’s	work	–	they	shot	those	films	in
18	to	24	days!	But	I	noticed	that	the	camera	wasn’t	as	much	in	people’s	eyelines	as	it	would	be	today.	The	camera	is	often	off	the	eyeline	in	a	two-shot	or	a	single	because	it	was	moving,	and	they	thought	it	had	to	see	both	characters.	I	think	this	helped	the	audience	look	at	the	characters	with	a	kind	of	distance,	which	is	a	Brechtian	idea.	Haynes:	Even
in	big	crane	shots	on	Sirk’s	films,	there’s	always	a	sense	that	the	character	is	trapped	in	a	space.	[Camera	movement]	never	liberates	them.	Lachman:	On	this	film,	we	used	a	90-foot	crane	called	the	Strada.	It	comes	from	Oregon,	and	it	was	the	only	one	like	it	on	the	East	Coast.	Our	key	grip,	Jimmy	McMillan,	is	the	sole	distributor	for	it	in	the	East,
and	we	used	it	a	lot.	There’s	one	shot	in	which	Cathy	walks	around	her	house,	and	the	crane	rises	up	and	gives	us	a	perspective	looking	down	at	her.	It’s	all	about	entrapment	–	the	character	is	never	able	to	leave	the	frame.	Sirk’s	dramatic	use	of	color	is	clearly	another	element	of	his	style	integral	to	this	film.	Haynes:	Every	scene	in	his	films	has	a
palette	in	which	complementary	warm	and	cool	colors	interact.	If	the	scene	is	predominantly	cool,	then	it	has	warm	highlights,	and	the	interaction	is	subtle	and	complex	in	the	way	that	emotions	are	complex.	Lachman:	I	used	different	combinations	of	advancing	and	receding	colors	to	suggest	the	interplay	of	characters’	emotions.	I	used	cool	colors
against	warm	colors	to	establish	the	characters’	conflicts	with	themselves	and	their	environments.	Haynes:	There	are	two	bar	scenes,	one	in	a	gay	bar	and	the	other	in	a	bar	on	the	black	side	of	town.	We	used	different	greens	and	warm	colors	in	both	settings,	but	to	very	different	effect.	One	scene	is	supposed	to	have	a	slightly	disturbing
otherworldliness,	and	the	other	is	the	site	of	one	of	the	film’s	peak	romantic	moments;	the	same	basic	colors	create	polar-opposite	moods.	Lachman:	We	wanted	to	show	that	the	black	bar	was	closer	to	nature,	which	is	represented	by	Raymond,	the	gardener,	whereas	the	gay	bar	was	viewed	at	that	time	as	an	aberration.	That	pair	of	scenes	is	a	good
example	of	using	the	same	colors	in	different	chromas	and	hues	to	create	the	characters’	emotional	context	and	space.	The	gay	bar	is	done	in	secondary	colors	of	lime	green	against	magenta,	whereas	the	black	bar	is	done	in	primary	colors	of	nature,	forest	green	and	the	yellow-orange	of	the	sun.	What	were	your	discussions	like	with	the	other	creative
departments?	Lachman:	I	began	prep	six	weeks	before	we	started	shooting.	After	my	initial	meeting	with	Todd,	I	got	together	with	Mark	Friedberg,	the	production	designer,	and	Sandy	Powell,	the	costume	designer,	to	have	extensive	design	and	color	meetings.	Todd,	Mark	and	I	worked	on	the	color	palette	and	the	spatial	relationships	of	the	designs	in
the	sets.	I	shot	extensive	tests	using	3-by-3	panels	painted	with	the	colors	intended	for	the	set;	I	experimented	with	them	by	mixing	different-colored	gels	to	create	the	Technicolor	effect	of	deep	saturation	and	hue.	What	you	get	back	on	film	doesn’t	always	look	the	same	as	it	does	by	eye.	I	didn’t	want	to	achieve	the	Sirkian	Technicolor	look	with	more
contemporary	methods,	such	as	using	digital	color-correction	or	digital	opticals,	or	by	printing	onto	Vision	Premier.	Our	approach	was	to	retain	a	1950s	sensibility	and	use	the	techniques	available	to	filmmakers	at	that	time.	Was	your	approach	to	color	determined	entirely	by	the	Sirk	films,	or	did	you	take	some	departures?	Lachman:	To	suggest	the
emotional	arc	of	our	story,	we	explored	different	looks	for	night.	Far	From	Heaven	takes	place	over	different	seasons,	and	that’s	a	metaphor	for	what’s	happening	to	the	characters	emotionally.	We	changed	the	color	of	ambient	night	light	as	the	seasons	changed.	For	the	fall	scenes	in	the	beginning,	the	night	is	a	lavender	or	periwinkle	blue.	As	the
story	evolves	and	we	get	into	winter,	as	Cathy	and	Frank’s	relationship	deteriorates,	night	becomes	more	aquamarine	or	green-blue	–	less	warm.	You	seem	to	have	discovered	that	hewing	to	the	visual	conventions	of	Sirk’s	films	actually	gave	you	the	freedom	to	create	something	quite	emotional.	Haynes:	That’s	true	for	every	element.	It’s	true	for	the
dialogue	as	well	–	there	are	only	certain	things	the	characters	could	say,	and	only	certain	gestures	they	could	make.	It’s	about	using	a	limited	set	of	terms	to	describe	a	much	bigger	set	of	issues.	It’s	almost	the	opposite	of	filmmaking	today.	Today,	we	have	endless	ways	of	telling	a	story	about	a	guy	who	shoots	another	guy.	We	can	whoosh	in	and	out,
and	the	camera	can	be	with	the	bullet	as	it	goes	into	somebody’s	body.	The	visual	vernacular	is	overwhelming,	but	the	content	–	what	they’re	trying	to	say	–	seems	to	be	shrinking.	TECHNICAL	SPECS	1.85:1	Moviecam	Compact	Cooke	lenses	Kodak	EXR	200T	5293,	Vision	500T	5279	Printed	on	Kodak	Vision	2383	Page	6	2.35:1	(16x9	Enhanced)	Dolby
Digital	5.1	and	2.0	Warner	Home	Video,	$26.99	Although	this	new	edition	of	the	Best	Picture	Oscar	winner	Amadeus	is	a	splendor	to	see	and	hear,	releasing	a	"Director’s	Cut"	of	what	is	rightly	heralded	as	a	cinematic	triumph	of	sound,	story	and	picture	almost	seems	to	be	an	instance	of	adding	"too	many	notes."	Released	in	several	major	cities	last
year,	Amadeus:	Director’s	Cut	boasts	more	than	20	minutes	of	footage	that	was	originally	cut	from	the	film.	Though	much	of	the	added	material	fits	seamlessly	into	the	film,	other	"new"	scenes	do	little	to	add	any	dramatic	weight	to	the	story	or	further	our	insight	into	the	characters.	(This	is	most	evident	during	a	painfully	loud	scene	in	which	Mozart,
played	by	Tom	Hulce,	tries	to	take	on	a	pupil	amid	a	room	full	of	howling	dogs.)	One	worthy	addition	is	a	telling	and	dramatic	scene	in	which	Mozart’s	wife,	Constanza	(Elizabeth	Berridge),	pays	an	uncomfortable	visit	to	court	composer	Salieri	(F.	Murray	Abraham),	with	the	understanding	that	she	will	sleep	with	him	in	order	to	get	him	to	help	her
struggling	husband.	After	she	begins	to	disrobe	at	Salieri’s	insistence,	the	vindictive	composer	spurns	her.	This	sequence	does	much	to	illuminate	Constanza’s	animosity	toward	Salieri	later	in	the	film,	when	she	discovers	him	in	her	home	with	her	near-dead	husband.	Shorter	pieces	of	additional	footage	do	aid	the	film’s	overall	narrative	flow.	For
example,	after	Salieri	confesses	to	entertaining	the	thought	of	violence	against	Mozart,	a	new	scene	shows	Salieri	praying,	"Please,	Lord,	send	him	away	to	Salzburg!"	The	DVD	then	cuts	to	a	scene	that	was	in	the	original	film,	in	which	the	Archbishop	of	Salzburg	says,	"No!	I	won’t	have	him	back!"	By	reinstating	Salieri’s	pleading	supplication	to	God,
it	seems	that	the	archbishop	is	responding	to	the	beleaguered	Salieri,	adding	a	touch	of	irony	absent	from	the	original	version.	This	new	transfer	of	the	film	is	spectacular,	faithfully	reproducing	director	of	photography	Miroslav	Ondricek,	ASC’s	sumptuous	anamorphic	cinematography.	The	picture	is	sharper	and	a	bit	less	grainy	than	the	film’s	original
DVD	release.	Although	some	very	slight	edge-enhancement	can	be	seen,	the	image	is	virtually	artifact-free,	which	is	especially	important	in	the	subtle	tones	of	the	film’s	many	candle-lit	sequences.	The	soundtrack	has	been	remastered	in	both	Dolby	Digital	5.1	and	Dolby	Surround	2.0,	but	unlike	the	previous	DVD,	this	disc	does	not	offer	an	isolated
music	track	for	Sir	Neville	Marriner’s	grand	Mozart	performances.	This	disc	also	features	some	nice	goodies,	including	a	commentary	by	director	Milos	Forman	and	playwright	Peter	Shaffer	(on	whose	play	the	film	is	based),	as	well	as	a	new,	37-minute	"making-of"	documentary	that	reveals	the	effort	involved	in	bringing	the	film	to	the	screen	during
the	shoot,	which	took	place	behind	the	Iron	Curtain	in	the	former	nation	of	Czechoslovakia.	Unfortunately,	Warner	Home	Video	has	followed	in	the	footsteps	of	other	"Director’s	Cut"	DVDs	by	failing	to	include	the	original	cut	of	the	film.	Although	seeing	expanded	content	appeals	to	the	"completists"	out	there,	seeing	the	new	cut	of	a	film	alongside	the
original	edit	can	be	instructive	as	well	as	entertaining.	It’s	hard	to	believe	that	the	original	cut	of	Amadeus	couldn’t	have	been	squeezed	onto	this	two-disc	set	somewhere.	By	excluding	it,	Warner	ensures	that	the	film’s	real	devotees	will	have	to	purchase	two	separate	editions	of	the	film.	​	–	Christopher	Probst	Page	7	1.66:1	(16x9	enhanced)	Dolby
Digital	5.0	and	2.0	Cantonese/Shanghainese	with	English	subtitles	The	Criterion	Collection,	$39.95	There	are	probably	few	projects	better	suited	to	a	special-edition	DVD	than	Wong	Kar-wai’s	In	the	Mood	for	Love.	For	Wong,	who	produces,	directs	and	"writes"	his	films	–	though	he	never	actually	comes	up	with	a	script	–	the	filmmaking	process	is	an
evolution	that	begins	with	a	concept,	is	refined	by	the	selection	of	locations,	and	ends	only	when	a	film-festival	deadline	prods	him	out	of	the	editing	suite.	Along	the	way,	characters	and	storylines	are	radically	revised,	discarded	or	tucked	away	for	future	projects.	As	one	longtime	collaborator,	Christopher	Doyle,	HKSC,	has	observed:	"The	structure
and	implications	of	his	films	are	like	a	fat	man’s	feet:	he	doesn’t	really	know	what	they	look	like	until	the	end	of	the	day."	The	making	of	In	the	Mood	for	Love	proved	to	be	an	especially	arduous	example	of	Wong’s	method.	The	two-character	drama	took	15	months	to	shoot,	in	part	because	the	Asian	financial	crisis	pummeled	its	financiers,	but	also
because	Wong	changed	the	project’s	tone	and	emphasis	significantly	during	its	production.	What	Wong	originally	conceived	as	a	lighthearted	romance	between	two	cheating	spouses	evolved	into	a	melancholy	portrait	of	two	spouses	who	are	cheated	upon.	Furthermore,	as	the	shoot	dragged	on,	Wong	had	to	honor	a	commitment	to	begin	shooting	his
next	feature	(2046),	so	in	the	midst	of	making	Mood,	Wong	and	his	crew	found	themselves	scouting	locations	and	filming	scenes	for	another	film.	"It	was	like	falling	in	love	with	two	women	at	the	same	time	–	messy,"	Wong	said	in	an	interview	at	Cannes.	The	director	actually	finished	shooting	In	the	Mood	for	Love	just	two	weeks	before	it	was	due	at
Cannes,	and	he	called	making	the	intimate	drama	"the	most	difficult	experience	of	my	career."	Set	in	Hong	Kong	in	1962,	In	the	Mood	for	Love	chronicles	the	relationship	that	develops	between	two	neighbors,	Mr.	Chow	(Tony	Leung	Chiu-wai)	and	Mrs.	Chan	(Maggie	Cheung	Man-yuk),	who	discover	that	their	respective	spouses	are	having	an	affair.
The	lonely	neighbors	begin	to	spend	time	together	and	develop	a	liking	for	each	other,	and	soon	the	nature	of	their	own	relationship	is	called	into	question.	Restricted	by	social	conventions,	Chow	and	Chan’s	interaction	is	confined	to	meaningful	glances,	small	gestures	and	furtive,	brief	conversations.	The	often-stationary	camera	–	a	real	departure
from	the	style	of	Wong’s	previous	films	–	is	frequently	placed	where	its	view	is	partly	obscured,	underscoring	the	significance	of	what	remains	unseen.	"I	approached	this	film	as	a	Hitchcockian	film:	what	happens	outside	the	frame	is	what	interests	me,"	Wong	told	AC	in	February	2001.	Director	of	photography	duties	on	the	film	were	shared	by	Doyle
and	Taiwanese	cinematographer	Mark	Li	Ping-Bing;	the	latter	stepped	in	after	Doyle	was	forced	to	depart	the	project	in	order	to	honor	prior	commitments.	"In	the	past,	I	was	a	bit	lazy,	because	I	could	rely	on	Chris	and	he	knows	what	I	want,"	Wong	acknowledges	in	an	interview	on	this	disc.	"But	this	film	didn’t	look	like	my	previous	films,	and
working	with	Li,	I	was	more	involved	in	framing	and	lighting."	In	addition	to	winning	several	cinematography	awards,	In	the	Mood	for	Love	earned	the	Technical	Grand	Prize	at	Cannes,	an	award	shared	by	Doyle,	Li	and	William	Chang	Suk-ping	(production/costume	designer	and	editor).	Criterion’s	gorgeous	transfer	of	the	film	(from	the	35mm
interpositive)	does	full	justice	to	their	work.	Among	the	treats	in	the	DVD’s	numerous	supplements	are	several	scenes	from	the	project	in	its	early	stages,	as	well	as	scenes	illustrating	Wong’s	original	intent	to	carry	the	narrative	through	to	1972.	(He	decided	instead	to	end	it	in	1966.)	Deleted	scenes	are	seldom	worthy	of	the	title	"bonus	material,"	but
these	are	no	throwaways:	they	offer	glimpses	of	a	work	that	was	truly	"in	progress,"	as	well	as	a	window	onto	Wong’s	editorial	process.	Further	illuminating	that	process	is	a	lengthy	Toronto	Film	Festival	Q&A	with	Leung,	Wong’s	regular	leading	man,	and	Cheung,	who	has	worked	with	Wong	on	and	off	since	his	career	began;	both	actors	recount	with
considerable	amusement	the	pleasures	and	frustrations	of	working	with	their	highly	improvisational	director,	as	well	as	the	challenges	unique	to	this	film.	The	DVD	also	includes	two	wide-ranging	interviews	with	Wong	from	the	2001	Cannes	Film	Festival.	Among	the	topics	he	discusses	are	how	short	stories	and	music	inspire	him,	the	difficulties	and
rewards	of	making	movies	in	Hong	Kong,	and	his	first	filmmaking	experience	in	America	(on	the	BMW	short	film	"The	Follow,"	shot	by	Harris	Savides,	ASC).	Clearly,	Wong’s	unorthodox	working	method	would	be	difficult	to	maintain	if	he	didn’t	have	likeminded	collaborators,	and	he	notes	that	he	and	his	small	core	of	actors	and	crewmembers	"are	like
a	circus	in	the	old	times:	we	work	as	a	team,	traveling	along."	The	only	disappointment	of	this	disc	is	that	there	aren’t	any	interviews	with	Chang	and	Doyle,	two	key	members	of	that	team.	Other	noteworthy	supplements	include	Wong’s	own	documentary	about	the	making	of	In	the	Mood	for	Love,	an	essay	by	film	scholar	Gina	Marchetti	that	discusses
the	film’s	period	setting,	and	"Wong	Kar-wai:	The	Searcher,"	a	well-crafted	overview	of	his	career	thus	far.	Another	intriguing	supplement	is	a	short	film	Wong	assembled	using	old	Hong	Kong	film	footage;	the	nitrate	materials	were	discovered	in	Southern	California	and	restored	by	the	Hong	Kong	Film	Archive.	​	–	Rachael	Bosley	Page	8	2.35:1	(16x9
enhanced)	Dolby	Digital	5.1	Warner	Home	Video,	$26.99	Clint	Eastwood’s	stark	Western	Unforgiven	earned	four	Academy	Awards	–	including	those	for	Best	Picture	and	Best	Director	–	by	defying	many	of	the	genre’s	conventions.	Once	again	assuming	the	role	of	director	and	star,	Eastwood	played	with	the	iconic	qualities	that	audiences	had	come	to
expect	from	the	squinty-eyed	gunslinger:	namely,	shoot	first	and	ask	questions	later,	or	ask	nothing	at	all.	In	Unforgiven,	Eastwood’s	William	Munny	is	the	"hero"	who	can	barely	mount	a	horse,	let	alone	race	into	a	gunfight	with	two	pistols	ablaze.	It’s	a	reimagining	of	the	Western,	guided	in	large	part	by	screenwriter	David	Webb	Peoples,	who
shopped	the	script	around	for	more	than	20	years.	The	film	ambles	along	at	the	almost	painful	pace	of	cowboy	with	a	dislocated	lumbar,	but	the	screws	of	tension	are	slowly	tightened,	drawing	the	viewer	in	and	raising	the	stakes	until	the	film’s	inevitable	maelstrom	of	violence.	The	strategy	paid	off	in	spades,	yielding	not	only	critical	acclaim	and	box-
office	success,	but	also	a	classic	film	for	the	ages.	In	honor	of	the	film’s	10th	anniversary,	Warner	Home	Video	has	released	a	handsome,	two-disc	special	edition	loaded	with	treats	for	the	DVD	aficionado.	Besides	boasting	a	new	high-definition	transfer	of	the	film	and	the	usual	staple	of	interactive	menus,	cast/crew	bios	and	trailers,	this	edition
includes	four	documentaries.	The	first	is	"All	on	Accounta	Pullin’	a	Trigger,"	which	features	recent	interviews	with	the	actors	and	crew	and	focuses	mainly	on	the	film’s	decidedly	anti-violence	stance	(which	it	establishes	with	some	pretty	stark	and	brutal	depictions	of	violence).	Also	included	are	two	behind-the-scenes	featurettes	made	in	1992,	and
the	TV	special	Eastwood	on	Eastwood,	which	aired	in	1997.	Eastwood	on	Eastwood	examines	the	filmmaker’s	career	from	his	start	in	TV;	it	tracks	his	appearances	in	Sergio	Leone’s	"Spaghetti	Westerns,"	his	stardom	as	Dirty	Harry,	and	his	recent	directorial	efforts.	For	the	true	Western	fanatics	out	there,	this	disc’s	supplements	also	include
Eastwood’s	auspicious	1959	Maverick	episode,	"Duel	at	Sundown,"	in	its	entirety.	The	DVD	lacks	a	commentary	by	Eastwood	but	does	feature	one	by	Eastwood	biographer	and	film	critic	Richard	Schickel	(who	also	directed	Eastwood	on	Eastwood).	This	new	hi-def	transfer	is	superb;	there	is	very	little	noise,	the	image	is	razor-sharp	and	the	colors	are
pure.	Compared	to	previous	laserdisc	and	DVD	editions	of	the	film,	this	one	is	by	far	the	sharpest	and	most	tonally	uncontaminated.	A	few	of	the	dim,	lantern-lit	interiors,	such	as	the	saloon	scene	at	the	end	of	the	film,	display	some	noise	and	color-biasing	in	the	dark	tones;	much	of	that	can	be	attributed	to	the	delicately	balanced	use	of	underexposed
lighting	by	director	of	photography	Jack	Green,	ASC,	as	well	as	to	the	filmmakers’	use	of	the	ENR	process	(which	they	employed	well	before	the	special	lab	process	became	trendy	in	Hollywood).	At	a	retail	price	of	$26.99,	one	can	hardly	go	wrong	by	purchasing	this	Special	Edition	DVD,	which	is	a	must	for	any	fan	of	Westerns	or	Eastwood.	–
Christopher	Probst
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