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DOOmed love (um amor de perdiÇÃo)
Saturday, February 5, 2:00 p.m.
1978, 262 mins.  Presented with a 20-minute intermission.
Restored 35mm print by Cinemateca Portuguesa​–Museo do Cinema 
Written and Directed by Manoel de Oliveira. Photographed by Manoel Costa e Silva. Edited by Solveig Nordlund. Music by João Paes. Based on the novel by Camilo Castelo Branco.

Principal Cast: António Sequeira (as Simã Botelho), Cristina Hauser (as Teresa de Albuquerque), Elsa Wallenkamp (as Mariana), António J. Costa (João da Cruz), Henrique Viana (Tadeu de Albuquerque), Maria Dulce (Rita Caldeirão), Ruy Furtado (Domingo Botelho), Ricardo Pais (Baltasar Coutinho).
Capsule review by Dave Kehr, The Chicago Reader:

Manoel de Oliveira's 265-minute adaptation of Camilo Castelo Branco's 19th-century romance contains virtually every word of the source novel, played out in perfect fidelity to the text. The result is a striking, eccentric film that finds its meaning in the rupture between a 20th-century medium and an antique rhetoric, measuring the passage of time through the modulations of human thought. A wealthy young man falls in love with the daughter of a rival aristocratic family; kept apart by their parents, the two lovers communicate through long, impassioned letters. Oliveira constructs a temple of words against a deliberately stiff, theatrical mise-en-scene, yet for all its abstraction, the film is astonishingly immediate and moving, driven by a prickly obsessiveness and a swooning romanticism. 

From Manoel de Oliveira by Randal Johnson (University of Illinois Press, Chicago, 2007):

The tragic love story told by [Camilo] Castelo Branco in Amor de Perdição might seem to lend itself to melodrama, with great appeals to spectator emotion. [Manoel de]Oliveira opted for another approach based on continued development of his own concept of cinematic language. Whereas in Benilde, Oliveira sought to explore presumed limits between film and the theater, in Amor de Perdição he questions the relationship between film and the novel, which is particularly pertinent when dealing with a widely read classic of the nation’s literature. In his extensive interview with Antoine de Baecque and Jacques Parsi, Oliveira outlines the dilemma he faced, as well as the solution he found. He recognized that “in a novel where a lot happens, it would be a waste of time to show everything. Besides, the literary narration, the way of telling the story, the style, the sonorousness of the phrase, [and] the composition are all just as beautiful and interesting as the events that unfold. Therefore, it seemed convenient for me to focus on the text, and this is what I did”.
Most adaptations tend to focus on a novel’s narrative; they attempt to tell on screen the story the novel tells in written language, using the expressive resources available to the cinema, and they may use some of the novel’s language as dialogue or narrative voiceovers. Constraints of the production process, such as time limitations, often lead screenwriters to delete, condense, reduce, or synthesize some episodes or to eliminate or combine  some of the work’s characters. This is not the path that Manoel de Oliveira chose to follow. Rather he opted for a certain literalness of adaptation. His statement about the desire to focus on Castelo Branco’s text, rather than only the story he told, points toward a rethinking of the notion of adaptation. In other words, the text itself, with its own specific artistic language, is just as important as the events that unfold….
Amore de Perdição comes as close to being a “literal” adaptation as one can imagine. In addition to extensive voiceovers, in respect for Camilo Castelo Branco’s narrative Oliveira included practically all of the novel’s key episodes, limiting the kind of narrative condensation that normally takes place in the process of adaptation. It even includes an incident related in a footnote to the first chapter in which an uncle of the author becomes involved in a sword fight. One result of this is the stretching of the film’s duration to four hours and twenty-two minutes.
Luis de Pina has suggested that Oliveira gives us “a Camilo [Castelo Branco] proposed not in romantic exasperation facilitated by the classic language of cinema, but rather a permanent distanciation of visual reading, of total fidelity to the letter of the novel, and for this very reason it is experimental, new, modern”. This distanciation is reinforced by Oliveira’s choice to avoid close-ups in order to lessen identification as well as by the film’s stylized acting, which inhibits the spectator’s involvement with the characters. As Pina puts it, “[T]he actors don’t interpret, they simply deliver the text”. Their intonation is normally devoid of emotion, and they often face the camera as they speak. This strategy has the effect of drawing spectator attention to the language spoken, and thus to Castelo Branco’s text, as well as to the often painterly and hieratic composition of the frame, rather than to what might conventionally be called cinematic “action.” Indeed, the film has been termed “an epic without epic action”.
Amor de Perdição also offers a romantic tale without romanticism. Its overarching concern with novelistic and cinematic conventions—its attempt to adapt the cinema to a literary text rather than the text to the cinema, its overt theatricality, the tension it develops between language and image, character and actor, and screen and spectator, and its distanced gaze-shifts its focus from the obviously emotional issues at stake and potentially melodramatic nature of the story to questions of form in the modernist tradition from which Oliveira emerged...
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