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Foreword to the English
language edition

The German film got off to a comparatively late start.
Any judgment on the peniod up to 191314 can only be
negative: the dull little moving snapshots turned out by
the pionecer Max Skladanowsky have nothing i common
with the hvely topicalities being produced by Louis
Lumiére at the same time; in the work of Oskar Messter
there is nothing which even remotely recalls the galety
of the comic films of Pathé or Gaumont, the stylistc
perfection of the French films dart, or the poetic fantasies
of Georges M¢lids. The kinds of patriotic panorama
made by Franz Porten — Konigin Luise and Denrschiands
Ruthmestage 1870-71 (1911-12) — were still mere gropings
in the dark; so also were the films of Kurt Stark, whose
Licbespliick der Blinden {1y11) was naturalism of the most
naive and sentimental kind. The screens of the German
cinema were swamped by the melodramas of Max Mack,
Joe May, and Rudolf Meinert, and by simplistic comedies
such as those of Bolten-Beckers. Joe May and Rudolf
Meinert were later to direct adventure films, but for
anything to approach the charm of the films of Louis
Feuillade one has to wait until Fritz Lang’s Die Spinnen
(1919).

But on the eve of the First World War, with a few
prophetic works, the German cinema finally got off the
mark, though it only really began to move once the war
was over; then followed the grear period. This great
period was shortlived, and did not last much beyond 1925-
27. Despite a few later successes, the German cnema was
never to know another flowering like this one, stimu-
lated, as it was, on the one hand, by the theatre of Max
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Reinhardt and, on the other, by Expressionist art (it is
essential not to confuse these opposing styles). It 15 to
this brief period that this book is devoted. 1 have not
sct out to write a history of the German cinema. Rather,
I haveattempted to throw light on some of the intellectual,
artistic, and technical developments which the German
cinema underwent during these momentous years, the
last decade of the silent period. The German sound film
is only bricfly discussed.

Some questiens of terminology need to be mentioned
at the outset. The word demoniac (German damonisch) 1s
used in its Greek sense — as it was understood by Goethe
(and by Lcopold Ziegler in the epigraph on the title
page of this book) - ‘pertaining to the nature of super-
natural power’; it is not used in its usual English sense of
‘diabolical’. Familiar German expressions such as Weltan-
schawung are used withour apology. Key expressions
such as Kammerspielfilm (page 177), Stimmung (page 199),
and Umwelr (page 186) are discussed when they are firse
mtroduced. The anglicized ltalian word chiaroscuro,
which s central to the book and figures throughout,
stands, like the also inadequarte clatr-obscur, for German
Helldunkel, and represents a sort of twilight of the German
soul, expressing itself in shadowy, enigmatic interiors,
or in misty, insubstantial landscapes. It is a concept dear
to Romantic authors and artists, and may bc seen for
example in the sketches of Robert Herlth, Walter Réhrig,
or Walter Retmann,

As an historian of art [ have also allowed myself the
licence of a few technical terms, such as grisaille, a painting
i grey monotone o represent objects in relief, and
stumaro, a sottness of shading or outline more dehcate than
the thinnest smoke. Throughout the book the expression
‘titles’ is used to describe the explanatory or dalogue
captions of the silent film; the term ‘sub-titles’, now
normally used for the translation at the bottom of the
screen of a foreign sound film, has been avoided.

For this first English language edition the text has been
revised and a number of new illustrations added. B

L. H. E.



“The Germans are odd people,
all the same! What with thetr
profornd thoughts and the
ideas they are forever pursiing
and introditcing all over the
place, they really do make life
too hard for themselves, Oh,
have the conrage ro yield ro
yoeur impressions . . and do
not altrays diunk thai
ererything thas is not some
ildea or abstract thotght st
be vain'

Goethe: Eckermann’s
Conpersations, 1827.

1

The Predisposition towards Expressionism

The years immediately followmg the First World War
were strange ones in Germany. The German nund had
difficulty in adjusting itself to the collapse of the impenal
dream; and in the carly years of its short Iife the Wermnar
Republic had the troublesome task of mecting outside
demands (the onerous terms imposed on Germany
at Versailles) while at the same time maintaining equih-
brium internally (the Spartacist revolt of 1919, the
unsuccessful Kapp Putsch of 1920), In 1923, after Germany
had failed to pay the war reparations laid down at Versailles,
French and Belgian troops occupied the Ruhr, and
inflation, which had always been a serious danger,
could not be stopped. The matenal condittons which
resulted led to a general dechine of values, and the
tnner disquict of the nation took on truly giganoc
proportions.

Mysticism and magic, the dark forces to which Germans
have always been more than willing to commt them-
sclves, had flourished in the face of death on the bactle-
ficlds. The hecatombs of young men fallen in the flower
of their youth scemed to nourish the grim nostalgia
of the survivors. And the ghosts which had haunted
the German Romantics revived, like the shades of
Hades after dranghts of blood. A new sumulus was
thus given to the cternal attraction towards all that s
obscure and undetermined, towards the kind of brooding
speculative reflection called Gritheler which culminated
in the apocalyptic doctrine of Expressionism. Poverty
and constant insecunty help to explain the enthusiasm
with which German artists embraced this movement
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which, as carly as 1910, had tended to sweep aside all
the principles which had formed the basis of art untl
then.

Rather than give an account of Expressionism in
terms of sculpture or painting, we need, in order to
analyse the phenomenon in all its complexity and
ambiguity, to follow its track through the literature of
the period. This may appear paradoxical; the reason 1s
that, for the Germans, that ‘race of thinkers and poets’,
cvery manifestation in art is immediately transformed
into dogma: the systematic ideology of their Weltan-
schaming is wedded to a didactic interpretation of art.

But finding onc’s way through the tangled phrase-
ology of the German Expressionists is not an easy task.
At fairst sight, their telegraphic style, exploding in short
phrases and exclamations, seems to have simplified the
labyrinthine syntax of classical German; but this apparent
clarity 1s misleading. Expressiomist phraseology is ruled
by a desire to amplify the ‘metaphysical’ meaning of
words. Its exponents juggle with vague expressions,
strings of words which have little orthodox relationship
to ¢ach other, and mvent mystical allegories which amount
to little once we attempt to translate them. This language
of symbols and metaphors is intentionally obscure,
designed to be intelligible only to the initiated.

As an example let us listen to the dithyramb intoned
n 1919 by a fervent theonst of this style, Kasimir
Edschoud, in his Uber den Expressionismus in der Literatur.
Here we may detect, more clearly than anywhere else,
the keystone of the Expressionist conception.

Expressionism, Edschmid declared, is a reaction against
the atom-splitting of Impressionism, which reflects the
indescentambigusties, disquieting diversity, and ephemeral
hues of nature. At the same tume Expressionism sets
iself” against. Naruralism with 1ts mania for recording
mere tacts, and its paliry aim of photographing nature
or daly hife. The world is there for all to see; it would
be absurd to reproduce it purcly and simply as it is.
The Expressiomsts also oppose the effeminacy of neo-
Romanncism.

The Expressomst does not see, he has ‘visions'.
According to Edschmid. ‘the chain of facts: factories,
howses, iliness, prostututes, screams, hunger’ does not
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cxist; only the intertor vision they provoke exists. Facts
and objects are nothing in themselves: we need to study
their essence rather than their momentary and accidental
forms. It is the hand of the artist which ‘through them
grasps what is behind them” and allows us to know their
real form, freed from the stifling constraint of a ‘false
reality’. The Expressionist artist, not merely receptive
but a truc creator, secks, instcad of a momentary,
accidental, form, the efernal, permanent meaning of facts
and objects.

We must detach ourselves from nature, say the
Expressionists, and strive to isolate an object’s ‘most
expressive expression’. These rather confused stipula-
tions were explained by Béla Balizs in his book Der
Sichthare Mensch (1923); an object can be stylized by the
accentuation of (in Balazs’s words) its ‘latent physio-
gnomy’. This will permit the penctration of 1ts visible
aura.

Edschmid proclaimed that human life, transcending
the individual, participates in the life of the universe;
our hearts beat with the rthythm of the world itself and
are linked with everything that happens: the cosmos is
our lung. Man has ceased to be an individual tied to
concepts of duty, morality, family and socicty; the
Expressionist’s life breaks the bounds of petty logic and
causality. Free from all bourgeois remorse, admitting
nothing but the prodigious barometer of his sensibility,
he comnits himself to his impulses. The ‘world-image’ s
reflected in him in its primitve punty; reality is created
by him and the ‘world-image’ exasts solely in hun. Thas
intense longing to lose all ndividuahiey m a total extra-
vasation of sclf, to feel pervaded by the destiny of the
universe, 15 a characteristic common to many German
intellectuals towards the end of the First World War.
Most were begmning to cry out against the absurd
slaughter taking place; soon German pocts, wishing like
Schiller before them to embrace the whole of humanity,
were to write, as Werfel had already written in 1910
‘My only happiness, O Man, is to fecl myselt yvour
brother.’

The contrasts and contradictions in all this will be
rcadily apparent. On the one hand Expressionism repre-
sents an cxtreme form of subjectivisim; on the other
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hand this assertion of an absolute totalitarian self creating
the universe is linked with a dogma entailing the complete
abstraction of the individual.

The Germans, themselves steeped in contradictions,
felt the need for a compromise. Thus the art critic Paul
Fechter, in a work called Der Expressionismus {1919),
distinguished between: (1) an ‘intensive Expressionism’
characterized by extreme individualism, such as that of
the painter Kandinsky who, at the apogee of feeling,
deliberately ignores the exterior world and, remote from
logic and causality, strives for transcendentality and the
chaos of form and colour; and (it) the ‘cxtensive Expres-
sionism’ of a Pechstein, whose creative impulse flows
from a cosmic fecling which his will fashions and trans-
forms. On the other hand the Expressionists distinguished
between two opposing tendencies. As early as 1910
one of the two groups which had gathered around
two literary reviews had taken the name Aktion. This
group, led by Franz Pfemfert in opposition to the purist
cestatic Expressionists, pursued anti-bourgeois social and
polincal aims while claiming absolute intellectualism
with the catchword  Gehirnlichkeit (cerebrality). The
other group had taken the name Sturm (storm). lts
programme was more artistically inclined than that of
Aktion, and promulgated the Expressionist doctrine of
ccstatic creation based on visions. The leader of Sturm,
Herwart Walden, wrote in a pamphlet Die neue Malerei
(1919): ‘Expressionism is neither a fad nor a movement;
it 1s a Weltanschaueng.”

Nature 15 not alone i being proscribed. Psychology,
the handmaiden of Naturalism, is also condemned,
along with the laws and concepts of conformist society
and the tragedies provoked by petty social ambitions.
Edschimiud  proclaimed the dictatorship of Mind. Mind
has the misston of giving form to matter. He also exalted
the artimide of construcive Will, and called for a total
revision of the whole of human behaviour. The same
sterotyped vocabulary crops up uime and again in
Serman  Expressionsst literature: words and - phrases
ach as ‘mteror tension’, ‘foree of expansion’, fimmense
ceumulation of creative concentration” or ‘metaphysical
nterplay of ntensities and energics’; mugh 1S also made
i expressons such as “dynamismy’, ‘density” and above

b
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all of the word Baifung, a well-nigh untranslatable
concept which mght be rendered as ‘intensive cryseal-
lization of forny’,

A few words are needed here about the “abstraction”
so frequently referred to by the theorists of Expres-
stonism. in his doctorate thests Absirakrion wnd Einjiih-
fung, published in 1921, Wilhelm Wornmger anticipated
many of the Expressiomsts’ precepts, proving how
close to the German Weltanschauwung  these  acstheric
ax10ms were.

Abstraction, Worringer declared, stems from  the
great anxtety which man experiences when terrorized
by the phenomena he perceives around hin, the relation-
ships and mysterious polarnitics of which he is unable to
decipher. This primordial anguish which man teels when
confronted with unlimited space makes him want o
detach the objects of the exterior world trom their
natural context, or better stll, to free the individual
object from its tics with other objects, o makeit ‘absolure’

Nordic man, Worringer continued, 15 constantly aware
of the presence of a ‘veil between himself and nature’;
this 1s why he aspires atter abstracunon m art. Inwardly
discordant, always striving tor the unattmnable, he needs
that spiricual unrest whichis an incentive to the Jammation
of the inorgamic’. Mediterrancan man, so  perfectly
harmonious, can never kitow this cestasy of ‘exprossive
abstraction’. Such was the paradoxical tormula which
the troubled mysticism of Expresstonism preached.

According to Worringer, Nordic man’s desire for
abstraction reaches its chimax in the hiving abstraction of
Gothic art, 1n the ‘extensive dynamisim of ¢nergies’, and
in that mtensity of expression which leads hnn, “beattied
and quivering with spasmodic eostasy, enthralled by a
vertiginious intoxication, towards the heavens opened
up for him by a thundering orchestration of mechamcal
forces’.

To come back to Edschnud, we find him sopulating
that everything must remain ‘sketchy” and quiver with
immanent tension; a perpetual etfervescence and excita-
tion must be carcfully maintained.

From the élan of Gothic art to the Expressionist
cestasy is not such a far cry as might be thought. According
to Wolthart Gortthold Klee (n Die charakieristischen
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Reinhard Sorge’s Der Benler: lithograph by Ernst Stern



* [t was surely nota
coincidence when the
group of Expressionist
artists pledged to “eostasy’
and ‘vision” took the name
Sturm. At times they do
indeed recall the period of
the Sturm und Drang of the
voung Gocthe and s
companions Klinger and
Lenz, in therr short,
chopped phrases,
cxclamanons, associations
of ideas, and violent
nagery.

+ Atter Wertel, quoted
On page 11,

Motive der expresstonistischen  Erzdhlungslineratnr, 1934).,
Gothic, Baroque, Strm und Drang,* Romanticism and
Expressiomism  are interrclated: they are periods of
the Werden (becoming) and not, like the Renaissance
for example, periods of the Sein (being). Nietzsche
mamtained chart the German is not, he becomes, he is
forever in the process of evolving.

The Expressionists, who liked to call themselves
‘apocalyptic adolescents’, display an almost  childlike
love of youth; they abhor old people, those repre-
seirtatives of a chilly conformism which reproves their
unbounded high spirits. Two generations separated by
an unbridgable gulf bear a mortal hatred tor cach other:
poignant examples are Werfel's poem ater und Sohn,
Katka’s novellas Metamorphosis and The Judgment, and
the plays Der Sofin by Hasenclever and Iarersmord by
Bronnen.

The paroxysm that the Germans take for dynamism 1s
found 1 all the drama of this peniod, which has since
been calledt the O Mensch Periede (the 'O Man period’).
Of Der Bettler by Reinhard Sorge, a play written in 1912
and a prototype of the genre, it has been said - and the
remark holds good for all the artistic acnivity of this
period - that the world has become so ‘permeable’ that,
at any one moment, Mind, Spirit, Vision and Ghosts
scenm to gush forth, exterior facts are continually being
rransformed into interior clements and psychic events
are extertorized. Is this not precisely the atmosphere we
find m the classic films of the German cinema’?
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‘Let's talke abonr Caligan.
What makes the film
compelling is its rhythm. At
st stor, deliberarely
faborious, it attempts to
trritate, Then when the
Jigzag totifs of the fairgronnd
start turning, the pace

feaps forward, agitato,
aceelerando, and ondy leaves
off at the word “End’’ | as
abriprly as a slap i the face.”
Lows Delluc: Cinda, 1922,

2 The Beginnings of the Expressionist Film

The leaning towards violent contrast — which in Expres-
sionist literaturce can be seen in the use of staccato sentences
— and the mbormn German liking for chiaroscuro and
shadow, obviously found an ideal arusnic outlet in the
cinema. Visions nourished by moods of vague and
troubled ycarning could have found no more apt mode
of expression, at once concrete and unreal.

This explams why the firse filims of second-rate directors
such as Robert Wiene or Richard Oswald misled people
into thinking them remarkably gifted. These works
blithely married a morbid Freudiamsm and an Expres-
sionistic exaltation to the romantic fantasics of Hoffmann
and Eichendorfl, and to the tortured soul of contemporary
Germany scemed, with their overtones ot death, horror
and nightmare, the reflection of its own grimacing
image, offering a kind of relcase.

In 1817, in a leteer to the archetypal Romantic Rahel
Varnhagen, Astolphe de Coustine wrote: ‘Behind the
lives and writings of the Germans there s alwayvs a
mysterious world whose light alone seems to pierce the
vell of our atmosphere; and the minds disposed to
ascend towards that world — which ends with the begin-
ning of this one — will always be alien to France.”

It was in this mysterious world, attractive and repug-
nant at the same time, that the German cinema found its
truc nature.

Das Kabinett des Dr Caligari
(The Cabinet of Dr Caligari, 1919)

The making of Caligari was strewn with incidents, which
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have been variously reported by the different people
responsible for it.

We know from the comments of one of the authors of
the scenario — quoted by Kracauer in From Caligart fo
Hitler {(1947) — that the prologue and cpilogue were
added as an afterthought in the face of objcctions from
both authors. The result of these modifications was to
falsify the action and wultimately to reduce it to the
ravings of a madman. The film’s authors, Carl Mayer and
Hans Janowitz, had had the very different intention of
unmasking the absurdity of asocial authority, repre-
sented by Dr Caligari, the superintendent of a lunatic
asylum and proprietor of a fairground side-show.

Erich Pommer, who used to claim to have ‘supervised’
Cafigari, alleges that the authors submitted the scenario
to him and informed him of their intention of commis-
sioning the sets from Alfred Kubin, a visionary designer
and engraver whose obsessed works seem to arise from a
chaos of light and shadow. Kubin’s Caligari would
certainly have been full of Goyaesque visions, and the
German silent film would have had the gloomy hallucina-
tory atmosphere which 1s unmistakably its own without
being sidetracked into the snares of abstraction. For
Kubin, likc Janowitz, came from Prague, a mysterious
town whose ghetto, with its tortuous back-alleys, was a
survival from the Middle Ages. Like Janowitz, Kubin
knew all the horrors of an in-between world. In a half-
autobiographical, half-fantastic tale, Die Andere Seite,
published n 1922, he describes his wanderings through
the dark streets, possessed by an obscure force which
led him to imaginc weird houscs and landscapes, terrify-
ing or grotesque situations. When he entered a little
tea-shop, everything scemed bizarre. The waitresses
were like wax dolls moved by some strange mechanism.
He had the feeling that his intrusion had disturbed the
few customers sitting at the tables; they were completely
unreal, like phantoms hatching satanic plots. "_Fl_w far end of
the shop, with its barrel-organ, scemed suspicious, a trap.
Behind that barrel-organ there was surely a ‘bloody' lair
wreathed in gloom . . . It is a pity that SO vnnd' a painter
of nightmares was never commissioned io; Caligari.

The practical Pommer rclates that while Mayer 3114
Janowitz were ‘talking art’ at him, he tor his part was

18



* Ina manusceript sent to
the editor of Der Nene Fih
tollowing an article by
Ernst Jacgoer.

tLang assures me that
Pommer did supervise the
1lm, and not Momert. See,
tar Pommer and Caligari,
s comments m *Carl
Maver's débar’, A Fribuge 1o
C ol Mayer, London, tug7.

considering the scenmario from a very different point of
view. "They wanted to experimene,” he wrote i 1947,
‘and T wanted to keep the costs down.” Making the sets
in painted canvas was a saving from cvery point of view,
and largely facilitated production in days when money
and raw materials were scarce. On the other hand, at a
une when Germany was still going through the indirect
conscquences of an abortive revolution and the nanonal
cconomy was ay unstable as che national frame of mind,
the atmosphere was ripe for experiment. The director of
Caligari, Robert Wiene, subsequently claimed in London
to be responsible for the film’s Expressionist conception.

Yet it s dithicult to be sure ot the true details of these
remote events.

Here is Hermann Warm's version of the facts abour
Caligari.* The producer was not Erich Pommer bur
Rudolt Mcinert, the director of such vnknown quantities
as Der Hund von Baskerville, Nacltasyl,  Rosemsnonrag
and Marie-Antoinette. So 1t was Memert, not Pommer,
who, following the practice current in those days — when
the sets were given more importance than cverything
clse — gave the seript of Caligari to the designer Warm,
The lateer studied it with two friends emploved at the
studios as pamnters, Walter Réhrig and Walter Remann. t

“We spent a whole day and pare of the night reading
through this very curious seripr,” writes Warm. "We
realized that a subject ke this needed something our of
the ordinary in the way of sers. Reimann, whose paniting
m those days had Expressiomist tendencies, suggested
domng the sets Expressiomstically. We mmmediately set
to work roughmg up designs in that seyle!

Nexe day Wiene gave his agreement, Rudolt Meinert
was more cautious and asked for a day to think about it.
Then he told them, Do these sets as cocentrically as you
canl’

This story illustrates one of the basic principles of
the German cinema; the essential role played by the
author, the designer, and the technical staff It also helps
to explan why, apart trom the abstrace film, the German
silent cinema never had a proper avane-garde such as tha
found m France. German industry immediately latched
on to anything of an artistic kind m the belief that 1 was
bound to bring in money in the long run.
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On | Hermann Warm's sketches for Caligari

l'oday we know that Fritz Lang, who was chosen as
the director of Caligari before Robert Wiene (he refused
because he was stll engaged in the filming of Die Spinnen),
suggested to the production company that a good
way of not scaring off the public would be to bring
i a kind of Rahmenhandlung (framing-treatment), a
prologue and epilogue in conventional settings supposed
to take place in a lunatic asylum. Thus the main action,
related in a conversation between two lunatics sitting in
the asylum garden, became the elaborate invention of a
fantastic world seen through the eyes of a madman.

When Abel Gance, that eternal pioneer, had made his
own attempt at filming a world seen through the eyes of
a madman he had gone about it in a quite different way.
In La Folie du Dr Tube, knowing nothing of anamorphic
lenses, he borrowed several concave and convex mirrors
from a Hall of Mirrors in a nearby amusement-park
and filmed the reflecions of people and objects,
occastonally obtaining, 1n addition to ‘stretching’ effects,



* Modern prints of this
tilin (originally unted in
wreen, steely-blue and
brown) give no idea of the
unity of composition
atorded in the original

“the images and their el
the latter i strangely
distorted ‘Expressionist
letrerig. A fow traces o
this are left today in the
ballucination scene, whe
the doctor, swept along
hixs obsession, perceives o
Written phrase *You mu
become Caligart” Aashin_
‘ind undulating across the
Narrow entrance to a
Larden of flat spiny trees.

mere blobs and wavy lines. This was a tundamentally
Impressionistic use of the camera: the distoruons of
Dr Caligari lic in the basic graphic idea, and can therefore
be termed Expressionisric.

The sets of Caligari, which have often been criticized
for being too flat, do have some depth nonctheless. As
Rudolph Messell says in This Filn Business (1928), ‘the
background comes to the fore’. The depth comes from
deliberately distorted perspectives and  from  narrow,
slanting streets which cut across cach other at unexpecred
angles. Sometimes also 1t 1s enhanced by a back-cloth
which extends the streces into sinuous lines. The three-
dimensional effeet is remforced by the mclined cubes
ot dilapidated houses. Oblique, curving, or rectilinear
Immes converge across an undefined expanse towards
the background: a wall skirted by the silhouctze of
Cesare the somnambulist, the slim ndge ot the roof he
darts along becarimg his prey, and the steep paths he
scales m Ins flight.

In Expresstonisnns und [-iln, Rudolt Kurtz pomts out
that these curves and slanting hnes have a meaning
which is decidedly metaphysical. For the psyelie reacnion
causcd m the spectator by oblique bires 1s enurely different
from that caused 1 lum by straight Iimes. Similarly,
unexpected curves and sudden ups and downs provoke
emotions  quite  different  from  chose  induced by
harmonious and gentle gradients.

But what matters 1s to create states of anxicry and
terror. The diversity ot planes has only sccondary
importance.

In Caligari* the Expressionist treatment was unusually
successful 1n evoking the “latenc physiognomy’ ot a
small medieval town, with its dark twisting back-
alleys boxed i by crumbling houses whose inchned
tagades keep our all dayhght, Wedge-shaped doors with
heavy shadows and oblique windows with distorred
frames seem to gnaw into the walls. The bizarre exalra-
tion brooding over the synthene sets of Cafigari brings
to nuind Edschmid’s statement that "Expressionism evolves
m a perpetual exatation’. These houses and the well,
crudely sketched at an alley-comer, do mdeed scem
to vibrate with an extraordmary  sprrituality. “The
antediluvian character of utensils awakens,” savs Kurtz.
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* Vischer's term 1s
Schadenfrende, hard to
translate with its typically
CGerman overtones of
diabolical persistence and
cryovment of others’
nustoreuncs.

+ On the one hand the
poct becomes ‘a ficld
fissured with thirst’; on the
uther hand, the *voracious’
mouths of windows or the
“avid” darts ot shadow
picree “shivering” walls,
while the *cruel leaves of
“mmplacable’ doors slash the
“moammng’ flanks of
“despaining’ houses.

This s Worringer’s “spiritual unrest’ creatnng the ani-
mation of the inorganic’.

The Germans, used as they are to savage legends, have
an eeric gift for animatng objects. In the normal syntax
of the German language objects have a complete active
lifc: they are spoken of with the same adjectives and
verbs used to speak of human beings, they are endowed
with the same qualities as people, they act and react in
the same way. Long before Expressionmism this anthro-
pomorphism had already been pushed to the extreme, In
1884 Fricdrich Vischer, in lis novel Auch Efner, talks
about ‘the perfidy of the object’ which gloats upon* our
vam cfforts to dominate it. The bewitched objects in
Hoffmann’s obscssed untverse appear in the same light,

Animate objects always scem to haunt German nar-
cissism. When couched in Expressionist phrascology the
persontfication 1s amplitied; the metaphor expands and
embraces people and objects in similar terms.t

So we  frequently find German-speaking  authors
attributing  diabolical overtones to, for example, the
street: m Gustav Meyrink’s Golem, the houses v the
Praguc ghetto, which have sprouted like weeds, seem to
have an msidious life of their own ‘when the autumn
cvening mists stagnate in the streets and veil their ime-
perceptible grimace’. In some mysterious way  these
streets contrive to abjure thair lite and feelings during
the daytime, and lend them instead to their inhabitants,
thosc enigmatic creatures who wander anmlessly around,
feebly amimated by an invisible magnetic current. But
at night the houses reclaim cheir life wich interest from
these unreal inhabitanes; they seffen, and cherr sly faces
fill with malevolence. The doors become gaping maws
and shricking gullets.

‘The dynamic force of objects howls their destre to be
created,” Kurtz declared, and this s the explananon ot
the overpowering obsessiveness of the Caligari sets.

But light, ammosphere, and distance are not the only
determinants of the object-distortion which we find in
Expressionist art. There s also the power of Abstrac-
nomsm. Georg Marzynski mforms us i his book
Moethode des Expressionismus (1920) that a selective and
creative distortion gives the artist a means of represent-
ing the complexity of the psyche; by linking this psychical
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omplexity to an optical complexity ¢ can release
plexity t rtical lexity h rel
in object's internal life, the expression of its ‘soul’.

'he Expressionists are concerned solely with images
in the mind. Hence oblique walls which have no reality.
For, as Marzynski says, it 1s one of the characteristics

d 1mages’ to represent objects on the slant,

n from above at an acute angle; this viewpoint makes

it casier to grasp the whole structure of the image.
'he Germans love watching the reflections of distort-
ing  MIrrors 'he Romantics had .1|n';1d}' observed
rtain formal distortions. One of Ludwig Tieck’s heroes,

William Lovell, describes the impression of an unstable,

ill-defined universe: ‘at such times the streets appear to
me to be rows of counterfeit houses inhabited by mad-
men ['he streets described by Kubin or Meyrink and
those of the Caligari sets find their perfect echo in this
hra

['he abstraction and the total distortion of the Caligari
ts are scen at their most extreme in the vision of the



* Sce frontispicce.

prison-ccll, with 1ty verticals narrowing as chey rise like
arrow-hcads.* The oppressive cffect 15 heightened by
these verticals being extended along the Aloor and directed
at the spot where the cham-laden prisoner squats. In
this hell the distorted, rhomboid window is a mockery.
The designers succeed in rendering the idea of a gaol-
in-thc-absolute, in 1ts ‘most expressive expression”.

Hermann Warm stated that ‘the cinema mmage must
become an engraving’. But the German cinema’s use of
hght and shadce did nort 1ssuc from this athrmartion alone.
The sertal film Hommmenlns, made three years carher,
clearly demonstrates the cffect that can be obtained from
contrasts between black and white.

A lack of continuity is apparent between the Expres-
stontistic sets and the urterly bourgeors furniture - the
chintzy armchairs in Lil Dagover’s sitting-room or the
leather armchair in the madhouse yard. The break in
style 15 fatal. Similarly, the facade of the asyvlum is not
distorted, yet the end of the filmr 1s seen i the same
weird décor. It is hard to say which 1s the more respons-
ible for this: the Expressionist tendencics of the designers,
or the parsimony of the producer.

The stylization of che acting 1s dictated by the sets.
Yet Werner Krauss in the part of the satamce Dr Caligar
and Conrad Veadt in that of the siister sommnambuhist are
the only actors who really adapt themselves toat, and —
in Kurtz's words — achicve a ‘dynamic synthesis of their
being’, by concentrating therr movements and  facial
expressions. Through a reduction ot gesture they attan
movements which are almost lincar and which - despite
a few curves that slip in — remain brusque, like the broken
angles of the sets; and their movements tfrom pomnt
to point never go beyond the hmiey of a gmiven geo-
metrical plane. The other actors, on the other hand,
remain locked in a naturalistic style, though, owmg to
the old-fashioned way in which they are dressed (cloaks,
top hats, morning-coats), their outlines do achreve an
clement of the fantastic.

The characters of Caligari and Cesare conform to
Expressionist conception; the somnambulist, detached
from his cveryday ambience, deprived of all individua-
lity, an abstract creature, kills without motive or logic,
And his master, the mysterious Dr Caligari, who Jacks
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* Caligari had a certam
infucnce abroad. However,
Le Brasier ardent by
Mosjoukime and Baronceelli
contmns only a few
Expressionist elements, and
the occasional
Expressiomsm i Don fuan
et Fanst (1922) by Marcel
L'Herbicr is merely
decorative, La Chure de
la Maison Usher (1928) by
Jean Epsten is closer to
Surrcalism than to
Lxpressiomist. On the
other hand, a certain
measure of nfluence m the
USSR is undeniable: e.g.
Aetita (1924) by Protazanoy
and The Cloak (1926} by
Kozmtzev and Trauberg
ithough the itter 1y also
nnged with clements of the
Russtan ballet).

the merest shadow of human scruple, acts with the
criminal insensibility and defiance of conventional moral-
ity which the Expressionises exalred.

Genuine (1920)

Though Caligari did not establish a genre* in the strict
sense of the word, German film-makers did come under
its influence. The very next year Wiene tried to establish
‘Calhigarism’ m his film Gennine.

As s scenarist he chose Carl Mayer, who had revealed
his great talent and his understanding of the cmema
with his first scenario, Caligari. Mayer, who did not
lcave a sigle novel or short story at his deach, whose
entire output as a writer went nto the anenia, had an
extraordmary visual gift: he immediately conceived
action m terms of tmages. But this — and despite the
rhythm he conterred on each of his works - did not
prevent Gemine from bemng a falure. The set paanted by
the otherwise interesting artist Cesar Klen was muddled
and overloaded; and the naturalistic actors just vanished
Lo It.

The body-wriggling of Fern Andra — a pretty woman
but a mediocre actress — would be more appropriate on
the stage of a music-hall. Apart from the bald little man
with his pale black-ribbed gloves ike Caligart’s and his
old-tashioned clothes emphasizing his satanic aspect,
the actors have nothing of the almost Hoffmannesque
styhization which Werner Krauss had been able to achieve
m Caligari.

Von Morgens bis Mitternachts (1920), Torgus (1920),
Raskolnikow (1923)

However, Wicne had realized what was missing from
Gemitine — the third dimension; for his Raskolnibon he
engaged a talented architect by the name of Andre
Andreiev. Thanks to Andreiev, this film contams certain
shots i whteh sets and characters really seem to stem
from Dostoievsky’s universe and act upon cach other
through a sort of reciprocal hallucination. The statrcase,
with its jagged laths and battens and steps peopled with
chosts, prefigures the serrated shadows on the staircase
climbed by Louise Brooks, in Pabst's filmy Die Biichse der
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Pandora (Pandora’s Box), as she drags Jack the Ripper
along with her towards their destiny.

Another film betrays a more artificial conception: Ion
Morgens bis Mitternachts (From Moni ro Midnight), dirccred
by Karl Heinz Martin, the stage-producer. Here the sets
and cven the faces and costumes of the actors were striped
or spotted in whitc and dark tones. But instcad of empha-
sizing the third dimension of the forms this artifice
merely blurred the outlines.

In Torgus, a rather poor film by Hans Kobe, Expres-
sionism 1s limited to the decorative clements, and all the
basic outlines are respected. However, as in Vo Morgens
bis Mitternacts, the furmicure s striped. This solitary
attempt at destroying the normal relationships obtaning
between objects is a clear example of the dissonance
which stamps many Expressionist films (Caligari, more
unified than the others, excepted). This dissonance 1y
unavoidable when the aim is to create an enhancing
atmospherc for clements which are almost 1mpres-
stonistic, and when the attempt at abstraction stops short
at a stylization of the setting. Thus 1 Torgus the Expres-
stonistic ornamentation on the walls of an mn secems to
blur into the smoky glow of a hanging lamp.*

In Caligari the distornon was justified, since the 1mages
represeited the vision of a madman; in o Morgens
his Mitternachts the viewpomt is difterent. We see objects
and pcoplc as they are conceived by the cashier whom
chance has torn from his honest humdrum world and
who 15 led astray by vague, ambitious yearnimgs. The
forms which take on importance tor him become gigantic
and, i1 accordance with the precepts of Expressionism,
lack proportion or any logical connection with the
context. Other objects, those which have no meaning
for him, become blurred or shrink alimost to nothing.

We can already observe signs of this Expressionist
narcissism in the Romantics. In Tiran, jean-Paul Richter
says of his hero, dreaming under a tree, that in his imagina-
tion the tree was becoming enormous, unique i the
LNIVETse.

Here we are close to the secret of the fantastic chects
in many German films; we come across it again i the
swirling images of Murnau’s film Phanrom and m the
visions of the crowd seen through the cves ot an acroabar
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* The mnick photography

was by Eugen Schiiffran
and mcluded an entire
Hash-back sequence
contamed 1 a drop of
Wwater.

in Dupont’s film Farieté (Variety). 1t 1s also the mamn-
spring of a film such as Narkose (1929) by Altred Abel,
mn which we see the images emerging in the unconscious
of a young wontan on an operating-table.* And in
certain respects 1t was to be the technique used by Emo
Metzner in 1928 for his short film Ubherfall, in which the
dreams of a wounded man knocked unconscious by a
thug are reflected in concave or convex mirrors.

But there 1s one film in particular in which the director,
while taking advantage of all the previous Expressionist
experiments, transposcs the traditional technique : Gefiein-
nisse einer Seele (Secrets of a Sond, 1926) by Pabst. Certain
shots representing the dreams of a repressive could never
have been filmed had it not been for Expressionism,
In this style Pabst discovered a means of giving a luminous
and unreal relief to objects or people, of deforming
architectural perspective, and of distorting the relative
proportions of objects.

The conception of Vou Morgens bis Mitternachts is not so
much structural as ornamental. There are hardly any
true perspectives, and on the rare occasions when we
come across a real landscape, there is an embarrassing
break n tone. In ail the other shots the background
remains black, and a few dcetails of the set — a picce of
furniture, a strong-box, a door — appear like paper cut-
outs, without depth, in a crude attempt at abstraction.

Sometimes this concern for abstraction takes more
sophisticated forms. A set suddenly emerges tfrom the
darknessin an effect recalling Max Reinhardt’s productions
at the Grosses Schauspiclhaus in Berlin, Perhaps this 1s
why the film appears so close to Georg Kaiser's play.

Only Emst Deutsch, with his contorted mumng and
behaviour, acts n a truly Expressiomistic manner; the
acting of the other players is, it anything, naturalistic.
Incvitably this stylized realism clashes grotesquely wich
the abstract tendencies of the Expressionist set. And
owing to this unmtentional naturalism certain scenes
with scant detatl lose all relief.

There remains an effect which is remarkable for the
period: the six-day cycle race, filmed as the avant-garde
was to film later. Anamorphosed into shimmering facets
by the magic of lighting-ctfeets and the deforming lens,
astounding in those days, the cyclists bound forward
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* Given on 24 April

), at an Easter Monday
nference, and printed n
Moller: Paul Wegener,
wohlt Verlag, Hamburg,

Architecture and furniture: Von Morgens bis Mitternachts

and are distorted into a mere symbol of speed, in the
almost abstract rush of the race. Yet this ‘pre-avant-
garde’ sequence was less revolutionary than one might
think. As carly as 1916 that great pioncer actor and
director Paul Wegener had defined in his lecture ‘The
artistic possibilities of the cinema’* what he called a
kinetische Lyrik or ‘cinematic lyricism’ inspired by photo-
graphic technique. “You have all seen films’, he said,
‘in which a line appears, then curves and changes. This
line gives birth to faces, then disappears. Nobody has
ever thought of attempting an experiment of this
order in a full-length film. I can imagine a kind of cinema
which would use nothing but moving surfaces, against
which there would impinge events that would still
participate in the natural world but transcend the lines
and volumes of the natural’.

Wegener considered it would be possible to use
‘marioncttes or small three-dimensional models which
could be animated image by image, in slow or rapid
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Rail . ts and iracters act upon cach other through a sort of

motion depending on the speed of the montage. This
would give rise to fantastic images which would provoke
absolutely novel associations of ideas in the spectator.

‘Microscopic particles of fermenting chemical sub-
stances could be filmed together with small plants of
various sizes. It would be impossible to distinguish the
natural elements from the artficial ones. In this way we
could enter a new fantastic domain of pure kinetics, the
universe of opucal lynicism.”

Wegener also imagined an empty surface on which
phantom-hke forms would come into being, and on
which, in continual evolution, cells would burst open
disclosing other cells which would revolve faster and
faster unnl they looked like a firework display.

['his 1s the formulation of the ‘absolute film’ which
Hans Richter and Ruttmann were later to imagine and
which 1s anticipated in the trick sequence of the six-day
relay in Von Morgens bis Mitternachts.

One of the secrets of the success of the classical German



film was the perfect cechnical harmony achieved by long
Regiesitzungen, discussions on the mise-en-seene of the
film to be made wlnch sometimes lasted tor two months
or maore before the actual filming began, and to which
the dircctor invited everybody duce to work on the
film, from the chief designer and chiet cameraman o
the workmen in charge of the hightang.

A British designer exproessed his astonishment when
the German cameraman Giinther Krampf, before starting
filming 1 a studio near London, asked to sce his sketches
(‘an unusual way of going about things in our country’)
in order to study them carcfully to gauge the shooting
angles and to be able to supervise the hghong. This “way
of going about things’, of appreciating and familiarizing
oncsclf with the designer’s intentions, does not ctfec-
tively detract from the value of the work of the grear
camcramen such as Guido Seeber, Karl Freund, Carl
Hoffmann, Fritz Arno Wagner, Curt Courant, Giinther
Rittau, Franz Planer, Reimar Kuntze, and Eugen
Schiifftan, to mention only the most important. For at
these Regiensitzungen everyone was heard; like every-
body eclse, the cameraman could ask for changes in the
scts if he thought he saw a way of achieving a betrer
result.
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VThe dowble ligheing is
detinitely a piolation — a
riokation 13," nature, .',f yott

fike. But if it is a violation of

matvire, I add immediately
Hhat (1 is superior to nature,
Faay thar this is a master
stroke, and proves that with
geris art 15 not entirely
aect 1o the necessities
saprosed by wature bt has
lates of its onn.”

Coocthe, during @ discission
it Rubens Landscape in
which twre sonrces of light can
he secrr: Eckermann’s
Clonrersations, 1827,

3 The Spell of Light: the Influence of
Max Reinhardt

The word “Expressionist’ is commonly applied to every
German film of the so-called ‘classical’ period. But
it 15 surcly not necessary to msist yet agaimn that certain
chiaroscuro cffects, so otten thought Expressionist, existed
long before Caligari; and that this film, contrary to
what many people seem to think, was hardly the first
film of value to be made in Germany. As carly as 1913,
some writers started campaigning for the Auwtorenfilin,
that 15, the 1deca of a film being judged as the work of an
author. This 1s not surprising in a country with so marked
a literary bias as Germany.

These writers’ origins and talents were very diverse:
among them was Gerhart Hauptmann’s brother, Carl
Hauptmann, likewise a playwright, misunderstood and
stunted by the greater fame of his brother; there was
also Hanns Heinz Ewers, author of strange tales of blood
and lust. (Nobody was surprisced when this then over-
rated individual turned his hand to the Blur wnd Boden —
bload and soil = conception of the Nazis.)

The future German cinema was to owe to this concept
of the Autorenfilm onc of its main strongpoints: the

‘literary scenario’.

Der Student von Prag (The Student of Prague, 1913)

Ewers wrote the script of The Student of Pragne, a much
morc restrained picce of work than his novel Alranne,
filmed by Henrik Galeen in 1928. Ewers was evidently
inspired by Peter Schlemihl, a story by Chamisso
which a young man sells his shadow, and by Das Abentener
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e Sylvester-Nacht m which E. T. A, Hoffmann sends
Chamsso’s hero on a journey with his own Erasmus
Spikher, “the man who lost his reflection’. (The name
Scapinell, which Ewers gives to the diabolical and
mysterious character who buys the reflection, is surely
4 harking back to the bewitched world of Hoffmann.)

When The Stdent of Prague came out, it was 1m-
mediately realized that the cinema could become the
pertect medium for Romantic anguish, dream-states,
and those hazyv imagimings which shade so easily into the
ntintte depths ot that fragment of space-outside-time,
the sereen.

Paul Wepgener, who was for some years an actor with
M.ax Renharde, had been the first to grasp this. In his
public lecture in April 1916 on the artistic possibilities
of the cmema, already quoted, Wegener told the follow-
ing ancedote. In 1913 a series of comic photographs of a
man fencing and playing cards with himself had made
him realize that the cinema was better equipped than any
uther art-torm to capture the fantastic world of E. T. A.
Hotfmann - above all, the famous theme of the Doppel-
guaniger,* the shadow or reflection which takes on an
mdependent existence and turns against its model

“The Student of Prague,” Wegener said, “with its strange
mixture ot the narural and the artificial, in theme as in
sctung, interested me enormously.’

He went on to say that the cinema had to free itself
trom the theatre and novel and create in 1ts own medium,
with the image alone. ‘The real creator of the film must
be the camera. Getting the spectator to change his point
nt view, using special cffects to double the actor on the
divided sereen, superimposing other images — all this,
technique, form, gives the content its real meaning.’

He conunuced: ‘1 got the 1dea for my Golem from the
mysterions ¢lay figure brought to life by the Rabbi
Loew, according to a legend of the Prague ghetto, and
with this film [ went further into the domain of pure
cinenta. Everything depends on the image, on a certain
vagueness of outline where the fantastic world of the
past meets the world of today. | realized that photo-
graphic technique was going to determine the destiny of
the anema. Light and darkness 1in the cinema play the
samie role as thythm and cadence in music.”
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* In a book published in
1927, Das Problem der
Magie und der Psychoanalyse.
Leon Kaplan remarks thar
the adult members of
primitive races are like
children distressed by the
exterior world, which to
them seems mysterious and
hastile. They take refuge in
a reassuring narcissism. And
NArcissistic man, prey to his
dreams and predisposed to
magic, is always prone to
create a double of himself.



The Student of Prague (1913): the Doppelganger

This first Golem of 1914, which mixed contemporary
events (the Golem being discovered in Prague) with the
legend of the Rabbi Loew, in the year 1580, creating the
giant, is unfortunately lost. The Golem we know is that
of 1920, which limits itself to the legend.

But the first (1913) version of The Student of Prague
has survived, and this film, coming six years before
Caligari, alrcady exhibits many of the properties which
one finds in the so-called ‘classical” films of the twenties.
In the early days nothing prevented German film-makers
from working on location. The Expressionist style which
had been the ruling taste in all the other arts since 1910
had not as yet got through to the cinema, which was
still regarded with scorn. The director, with no reason
to distort the natural appearance of objects, had no use
for studio towns and landscapes.

Yet the Romanticism to which The Student of Prague
so faithfully subscribes — fascinated as Paul Wegener
was by the limitless expressive powers of this new
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I'he Student of Prague (1913): the forest cemetery

art-form — already strives for the unusual. Stellan Rye, the
Danish director, who was called upon by Union Film* for
the mise-en-scéne (Wegener was to work in close collabora-
rion with him) shot his film in the old town in Prague,
where dark, mysterious relics of the Middle Ages can
still be seen. He filmed in the narrow back-alleys and
on the old bridge in front of the bristling silhouette of
the cathedral. Wegener was to remember this when
making his second Golem, this time in the studio.

However, for religious reasons, the Jewish com-
munity refused to allow filming in the old cemetery. It
could have been reconstituted in the studio, as was done
for the later Student of Prague; but significantly it was
decided to erect the enormous medieval tombstones
(facsimiles, of course) in a real forest.

Nowadays the photography of what is probably the
only copy to have survived seems rather grey. One has to
remember that the contemporary prints, toned in brown,
green or (for night scenes) dark blue, were more subtle.
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* Under Paul Davidsohn
Union Film produced some
remarkable films; the Asea
Nielsen films were made
here. The company was
later bought up by Decla
Bioskop.



* SNee the sketch
published by Edward
Carrick i Designing for
=iy, Studio Publications,
London and New York,
IRVRYYE

Of course the unages — by Guido Sceber, the best
camcraman of his day — lack the quality and depth of
focus to which the German cinema of the twenties has
accustomed wus: the real interiors filmed 1n the Lobkowitz
palace scem rather flat. There are a few shots, however,
which anticipate the great films to come, notably the
lovers’ sccret meeting on a castle terrace among the
hecavy shadows of colummns, while, on the wall below,
the ominous shadow of Scapinellr appears, spying on
them fromn the darkness. Also worth noticing arc a fow
mteriors with an impressive measure of atmosphere.
They were created i the studio from maqguettes by Kurt
Richter: the stark bedroom of the poor student into
which Scapmelli comes skipping, then his study, heavy
with anguish and nostalgia, when he has become rich,
are bathed 1n mysterions shadows, and the candle-
light flickers in the gloom. The lighting 15 already pro-
vided for in the skctches.* Thus The Student of Praguc
already exhibits that preoccupation with setting and
atmosphere which was to be characteristic of the entire
German cinema,

In his lecture in 1916 Wegener insisted that the only
effective acting was discreet acting: restrained move-
ments, calm and expressive faces, cloguent cyes, and a
dignificd naturalness of bearing. Anythimg in the nature
of affcctation or gratuitousncss would be exposed at once
on the vast surface of the screen, where ‘the actor is seen as
if under a microscope’,

His own acting as the Student of Praguc, three years
before this lecture, shows that he still had everything to
lcarn abouc the cinema. Judging from the few rare stills
that have come down to us, he must have corrected his
style for the inscrutable, enigmatic, claylike being he
played in the first Golem. That he did so 1s also borne out
by s acting in the same part in the 1920 version.

In the first Student of Prague there was already one actor
— the obscure and Hoffinannesque John Gottowt — who
scemed admirably soited to the cinema. In some respects
he forcshadowed the extraordinary character of Dr
Caligan played six years later by Werner Krauss.

It is worth mentioning a film made in 1921 by Rochus
Gliese {(who was later to design Sunrise): Der Verlorene
Schatten; 1t recalled the story of Peter Schlemihl, and
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Wevener plaved the man part. Stylistically, it is an
archawe tlm, and the acung 1s curiously stiff and clumsy.
This may bave been, as Lvda Salmonova told me in
Prague, becamse Wegener quarrelled with the director,
whao promptly lost mrerest in the film. bt certainly seems
tor belong to a period carlier than that of The Student of
Pragae,

Our knowledyge of the period between The Student of
Drague and Calipars s very hmited. All we can do s
mention the utles of some artstic films made by Stellan
Rye or Wegener and leave the question of their value
open: Lay Haus ohne Ty (19 14), Evinride — Geschichte eines
Abenteners (1g1g), Der Yogi (1916), Der Golewm und die
Tanzerm (vor7), Der Fremde Frirst (1918), Der Galeereti-
ardthng (1919), and a tew vears later Herzog Ferrantes Ende
(123) and Lebende Buddha (1424).

Only a few fragments remain of the Marchenfilme
(tilms on legendary or magical subjects) which Wegener
made durning the war, such as Ritbezahls Hochzeit (1916)
and  Ranenpanger von Hameln (1918). Hans Trutz im
Setdaraffenfand  (1917) has also  disappeared. Wegener
made them, agam on locaton, among the rocks of the
Silestan Riesengebirge, on the sunny slopes and 1n those
sl medieval towns along the banks of the Rhine.

Amony the surviving nmages from these lost films there
v obe of a girl dancng in the silvery sunlight on a
grassy Hower-spangled hill. Her dress, patterned in
different shades of the same tone, harmonizes with the
tints 1n the meadow, as she dances to the magic pipe of
Hamehn, The voung Lyda Salmonova under the spell of
the music bears a resemblance in this costume to the
Ophcelias and Julicts of the Deutsches Theater. The lines
ot ths slim “Gothic™ figure recall the bearing of those
tral mardens in German Primitives as ¢cvoked by Max
Remnhardc's actresses.

Max Reinhardt

The hinks between Max Remhardt’'s theatre and the
German arema were obvious as early as 1913, when all
the mamm hlm actors — Wegener, Bassermann, Moissi,
Theodor Loos, Winterstein, Veidt, Krauss, Jannings, to
mention but a tew - came from Reinhardt’s troupe.
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* Besides Piseator there
were off course three other
preat stage-direcrors: Karl
Heinz Martin and Jirgen
Fehling, both wending
torwards Exprcssiunism, and
Leopold Jessner, who atten
used Expressionism when it
suited hn but who, with
Ins famous onstege
stadreases, was muainly a
Constructivist,

We should remember that Max Reinharde, from 1907
to 1419 (when the revolution brought Piscator and his
Constructivist theatre to the fore),* was a sort of *Kaiser’
of the Berlin theatre. He had become so inip()rmnt that in
sohid middle-class familics everybody skipped the news-
paper headlines to read Alfred Kerr's article on the
previous mght's performance. Berliners often went 1o
the Remhbarde theatre several times a week, tor the
programmnic changed daily.

When the cimema beeame an are-form, it quite natur-
ally took advantage ot Reinhardt’s discoveries, using the
chiaroscuro, the pools of light talling trom a high window
into a dark interior, which people were used to seeing
every evening at the Deutsches Theater,

Bur Max Reinhardt was tar from being the sole source
of the Gertun ancema’s celebrated reatment ot highe
and shade. There was also the contribunon ot the
Nordic film-makers {(the Danes m partcular) who
invaded the German studios: Stellan Rye, Holger
Madsen, Dinesen, for example. They brought with them,
at a time when Expressiemsm had sull not cryvstaliized
into a recognizable style, ther Jove for nature and cherr
feeling tor chiaroscuro.

Since the appearance of Kracauer's book from Caligari

Hitler, many cmema enthusiises have imagined that
this much-discussed chiaroscuro was an essennal agm-
bute of Expressionism, and that 1t ongmated m an
Expressionist drama, Der Berder (19i2) by Reinhard
Sorge, directed for the stage in 1917 by —af [ remember
correctly — one of Max Reinhardt’s collaborators.

This play did m tact have cverything: the contrast -
or, more precsely, the collision - berween light and
shadow ; the sudden spotlightmg of 4 character or object
to concentrate the spectator’s attention: and the tendencey
simultancously to leave all the other characters and
objects m vague darkness, This was the visual transla-
tnon of the Expressiomst axiom sapulating that a sole
object chosen from the chaos of the umverse muse be
singled out and plucked from is links with other objects.
And evervthing, even the phosphorescent halo tollowing
the outline of a head and shading out rowards the regions
of darkness, cven the slash of piercing light sereaming
at the blur of a white face, was anticipated m chis play.
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Yet s ncorrect to claim Remmharde himself as an
Foaprossionst. Benono o Fleischmann writes in his Max
Reodiandr:*  Remharde was always chary of the young
Lapressiomst pocts. They were far different from him as
regards both temperament and style. Yet he let them into
his theatre tor Sundav matinée performances called Das
Jroege Dewschiband m Berhn and Das Theater des Newest 1n
Victna, He limself had litde to do with these productions.
I'he great, the mdetatigable experimenter stood aloof
trom these experniments.”’

Max Rembarde, that profound ‘Impressionist’, could
legitimately ignore the experiments of the Expressionists.
He had already mastered all the secrets of lighting. He
had alwavs been fond of clothing shapes in warm hight
spilling trom immumerable nvisible sources, of rounding,
melung and hollowing his surfaces with velvety shadows.
Flere his sole atm was to do away with the Verism and
meticulons Naturalism of the previous generation. Before
1514 Remnhardt wsed innumerable kaleidoscopic effects
to appeal to his audience’s imagination. The stage would
become a vast expanse bustding with life. Bare wings
and curtains would frame the gentle curve of a Rund-
horizont, a honzon whose concave surface was flooded,
first with moonlight, then with brilliant sunlight, then
immediately plunged into darkness; stars flickered while
+ kind of magic lantern covered the sky with moving
clouds.

During the later years of the First World War, Max
Remnharde, who had frequently been critcized for giving
too much importance to his sets, was obliged by shortage
ot raw materials and lack of money to discontinue the
grandeur ot his productions. Plays supposed to take
place in several different spots were placed in a fixed
setting,  preferably between ewo immense  columns.
Light and darkness then took on a new mcaning, by
replacing  structural vanety and by animating  and
tramstorming  a single  set;  shifting  lighting-cffects,
crossing and clashing with once another, were the only
mueans of disguising the mediocrity of the ersatz materials
used for the sets and of varying the intensity of the
atmosphere to suit the action. Darkness was also used
to divide one stretch of action from another: a short
seene would flash on and then off, and immediately

4H
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Heinhardt’s stage production of Hamlet (1900
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be followed by another. Rapid changes were possible
owing to the revolving stage at the Deutsches Theater
and the vast arcna at the Grosses Schauspiethaus. From
the incidental aircumstance of war shortages Reinhardte
evolved a new manner ot grouping characters and
giving them depth by means of light. Morcover, crowds
could be made to appear denser in the secrecy of shadows.
(Lubitsch learned this lesson from Reinhardt, and put
it effectively into practice when filming Das Weib des
Pharao.) Lighting of this kind heightens atmospheric
tension, increascs the pathos of tragedy, and even enhances
the spicy burlesque of a commedia dell arte.

So German film-directors had no need to recall the
productionr of Der Bertler in order to use in their tumn
chiaroscuro cffects which had been familar to them for
years,

Proof can be found in the serial film Homunenlus
which, made as it was long before Caligari, has not had
the attention it deserves. In this proneer work the contrasts
between black and white, the collisions between light
and shade — all the classical clements of the German
film, from Der Miide Tod (Destiny} to Metropolis — arc
alrcady present.

The German soul instinctively prefers twilight to
daylight. In The Decline of the West Oswald Spengler
exalts the must, the enigmatic chiaroscuro, the ‘Kolossal,
and infinite solitude. The unlimited spaces cherished by
the ‘Faustian soul” of northern man are never clear and
limpid but swathed in gloom; the Germanic Valhalla,
symbol of a frightful solitude, is a grisaille* ruled by
unsociable herocs and hostile gods.

Spengler asserts that solicaries are the only men to
know the ‘cosmic experience’; they alone are capable of
cxperiencing  the inexpressible isolation and nostalgia
of the forest. Jean Cassou said of Lang’s Nibelungen, shortly
after it came out in France, that it was ‘a new and poignant
testimony of man’s solitudc’.

Spengler’s ‘Faustian soul’, enamoured of this gloom,
has a predilection for the colour brown — ‘Rembrandt’s
atelier brown’. This brown, a ‘protestant colour’” missing
from the rainbow, is conscquently the ‘most unreal of
all colours’; it is the colour of the soul, it becomes the
symbol of the transcendental, the infinite and the
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Auence of Max Reinhardt: Oswald's Carlos und Elisabeth and Lukrezia Borgia







‘spatial’. The adoration of brown and its tints and,
inevitably, of shadow, gocs back to the famous book by
Julius Langbechn Rembrandr als Erzieher, published 1n
1890, which argues that Rembrandt represents the
authentic Aryan with the instinct for chiaroscuro charac-
teristic of the Low German. Conscquently, like the
Germans, Rembrandt, the master of melancholy and the
‘bilious black’, is, according to Langbehn, always in
quest of ‘the dark side of existence, the twilight hour
when the dark scems darker and the lhight lighter’. And
he goes on to allege that chiaroscuro is the perfect Low
German colour, the German being ‘simultaneously both
harsh and tender’!

Reading certain passages in Jean-Paul Richter (that
Romantic all too often neglected by those who are forever
quoting Hoftmann), particularly i Tiran, written in
1802, one has the distinct feeling that one 15 watching
a German film. For instance, he talks about a shadowy
bedroom in which his soul starts shivering on account
of a sunbeam falling through the high-set wimdow, and
a swirl of dust continually shifting like a live thing about
to take on concrete form.

Landscape obviously partictpates in this obsession with
chiaroscuro. ‘Often’, says Holderlin in his Hyperion,
‘my heart fecls at ease in this twilight. Contemplating
unfathomable Nature I know not why this veiled idol
draws sacred, blessed tears from my cyes.” And he asks,
‘Could this twilhight be our clement?” Or agaimn, ‘Is
shadow our soul’s Fatherland ?°

To the glory of this eternal love for the uncertain,
hence for the might, Novalis composed langorous hymns,
finding 1n 1t a refuge far from the ‘poor and puerile’
light, far from the attacks of hosule life. Artracted by
the dark maternal bosom of this dream- and dcath-
dispensing night, all that Novalis ultimartcly sought there
was the ccho of his own disquiet. ‘T am light. Ah, if only
[ were night! Why am I not shadows and darkness! How
[ would quench my thirst at the breast of light.’

Spengler, the theorist of mysticisim, tried to see clearly
what was what m the motives for these preferences.
Daylight imposed limits on the cyc and created corporeal
objects. Night dissolved bodies, dayhght dissolved souls.
In rhis scnse darkness has an appeal for the German
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mind. The Scandinavian Edda already bore ‘the trace
of those midnights when Faust ponders in his study’.
Nordic man’s Faustian soul is committed to gloom,
whereas Reinhardt — we should remember that he was
Jewish — created his magical world with light, darkness
serving only as a foil to the light.
This was the twofold heritage of the German film.

Der Golem (The Golem, 1920)

Paul Wegener had too strong a personality to be content
with merely imitating Reinhardt’s style. His treatment of
the magical lighting-effects found at the Deutsches
Theater was to adapt them to the needs of the cinema,
From his previous work in natural settings he kept a
fluidity of atmosphere which he managed to bring to his
studio-made Golem (1920). An airy hightness hangs about
the shots of the flower-garlanded children playing in
front of the ghetto gates.

Wegener uses every one of Reinhardt's lighting-effects:
the stars glinting aganst a velvety sky, the fiery glow of
an alchemist’s furnace, the little oil-lamp lighting a
corner of a darkened room when Miriam appears, the
servant holding a lantern, the row of blazing torches
flickering in the night, and, in the synagogue, the light
rrembling over the prostrate, mdistinet forms wrapped in
cloaks, with the sacred, haloed seven-branched candelabra
emerging from the darkness.

The spell of these subtle cffects is never broken by
clashing contrast or exaggeratcd Expressionist brio. A
warm Rembrandt-like light floods the interiors, model-
ling the old Rabbr’s ravaged face and casting the young
disciple into gentle relief against the dark background;
the shadow of a barred window stands out across a
garment. The scene of the appeal to the demon with its
circles of flames 1s even more poignant than the corres-
ponding scene in Murnaw’s Faust: the demon’s phos-
phorescent head, with its sad empty eyes, 1s suddenly
transformed into a huge Chinese mask looming up n
profile at the cdge of the screen with a kind of prodigious
ferocity.

Paul Wegener always denied having had the intention
of making an Expressionist film with his Golenr. But this
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The Golem (1920): the rabbi's furnace




has not

stopped people from calling 1t Expressionist,

because of the much-discussed settings by
creator of the Grosses Schauspielhaus in

doubtless
Poelzig, the
Berhin *

Kurtz says s tma'thlll:._' to the effect that ]’L}L‘]Zig CXPresses
all a building’s dynamic, ecstatic, fantastic and pathetic
clements 1in the fagcade without extending any renewal
of forms to the layout itself.

Fhis explains why the sets of The Golem are so far
removed from those of Caligari. The original Gothic
forms are still somehow latent in these houses with their
steeply-pitched thatched roofs. Their angular, oblique
outhnes, their teetering bulk, their hollowed steps, seem
the none too unreal 1mage of a distressingly insanitary
and overpopulated ghetto where people actually live.
I'he success of these sets owes very little to abstraction.
I'he narrow '_‘:.i[‘lll."\ are somehow echoed 1n the pnilll(.'l.l
hats and wind-blown goatees of the Jews, the excited
fluttering of their hands, their raised arms clutching at
the empty yet restricted space. This alternately terrified

,"_\\

* Compared with othe
modern architects such as
Le Corbusier or Mies v
der Rohe, Professor Hans
Poclzig cuts a rather
‘-lll'l\r]‘i“]:..." "l:..".lll'L" in :'l.!\
Grosses Schauspielhaus,
reconstruction of a Berlu
circus (transtormed mnto
Greek arena for Remnhards
the interior suggested a
kind of mysterious,
stalactitic cavern; in the
foyer and corndors, the
style was Egyputian, with
the lotus-Aower \}‘J]T‘.‘..".-__.‘
from floodlit capitals; w
outside, the narrow
.ll't'.ll.it"~ \'.tgllt’]\ Iu‘li-.‘ d
\[)']L‘ of the Colosseum,
though with a Gothac
element.
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The Golem (1920): in the synagogue

and exultant crowd at times recalls the flamboyant
outlines and disjointed movement of a pamnting by El
Greco. The brio of these masses has nothing in common
with the mechanical use of extras found in Lubitsch, or
the geometric groupings of crowds found in Fritz Lang.
The shaping effectis particularly successtul when the orna-
mental derives from the natural, as in the high-angle shot of
the thora-tabernacle bordered by the great sacred trumpets.

In the interiors, a tracery of Gothic ribs and ogives
transformed into oblique semi-ellipses composes a frame-
work for the characters. This gives stability to the fluctuat-
ing intensity of the atmosphere, which is at times curiously
‘Impressionistic’ for this authentically ‘Expressionistic’
structure.

We do find from time to time Expressionistic shock
lighting effects: for instance the conch of the spiral
staircase glaring out abruptly from the darkness of the
laboratory; the sudden glow of the seven-branched
candelabra; or the livid, anguished faces of the faithtul
in the synagogue.*
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33 two sketches by Hans Poelzig, left, *how he came into the

Die Chronik von Grieshuus (1925)

It 1s a quite remarkable fact that the ‘Nordic invasion’” -
the arrival of so many Danish actors and directors in the
Berhin studios did not leave so deep a mark on the
German ciema as it might have done — though it did
open the way to chiaroscuro. On the whole, the white
magic of the Scandinavians was conquered by the black
magic of the Germans.

[t was perhaps because he took Die Chronik wvon
Grieshuus from a typically Nordic tale by Storm, a
writer from Schleswig-Holstein (longa Danish possession),
that Arthur von Gerlach succeeded in creating one of the
few German films to capture the feeling of fresh air and
nostalgic poetry characteristic of the Swedish cinema.
Even the rather melodramatic scenario with its clumsy
capuions (the work of Thea von Harbou) and the battered
Expressionistic castle built on the vast location at
Neubabelsberg cannot attenuate this melancholy Ballade-
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was a sculptress (and wheo,
incidentally, sculpted the
columns for Reinhardrt’s
Grosses Schauspielhaus)
On large tables in her
studio, she constructed
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later taken to the film
studios to be made up
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like lyricism, which is also found in Paul Wegener’s
fantasy films.

The Lineberger Heide in northern Germany lends its
natural setting of bleak open country to this grim tale of
unhappy love, fratricide and expiation. Across the
plains dotted with blackish storm-rent shrubs horsemen
gallop in vast billowing cloaks, huge equestrian frescoes
sculpted against a pale sky. Their mounts rear and stamp
the air: the storm of the heart and Nature become onc.
In the interiors, darkness, light, and superimposed
apparitions weave their dense veil of atmosphere. This
tonality is the perfect continuation of the rather ‘Impres-
sionistic’ chiaroscuro already found in The Golem which
was to be brought to its perfection in Murnau's Fausr,

Vanina (1922)

All we know about Arthur von Gerlach is that he pro-
duced for the stage, but not in Berlin. *

After the two lost films for Fern Andra, and three
years before Die Chronik von Grieshuus, he made a
sublime film which is astonishingly mature for its day,
taken from a scenario by Carl Mayer, Vanina. It is a work
whose quality of light comes through even in mediocre
16 mm duplicates, and it is characterized by audacity
of movement, especially in the scenes between the revo-
lutionaries and the Governor’s troops; the screen comes
to lfe in the powder-smoke of the cannon and the
darkness slashed by fire. Eloquent, austere use is made
of a columned gateway through which the strcams of
combatants pass. No one gives the impression of wearing
fancy dress. And the snatches of exteriors, skilfully
edited, give space to this stark drama which makes but
little use of Stendhal’s nowvelle.

These scenes of movement contrast with the dark,
multiple, inextricable corridors — created with all the
fervour of Expressionism by Walter Retmann — through
which the lovers wander in their despair. The main
action, sctin sumptuous halls, recalls some of Buchovetzki’s
better costume films.

If this film 15 more astonishing for us today than many
others, the rcason 1s that Niclsen’s acting is intensely
modern — her eyes, her hands, the sweep of her figure
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Die Chronile v,

it Grieshuus: fresh air and l\n‘»mlglt' poetry

betraying an immense sorrow, give a violent mtensity
and resonance to this Kammerspiele of souls, even it at
times the great Wegener (and also Paul Hartmann) d_nc:i
not quite succeed in freeing himself from certain theatrical
«1!.14]1{1(‘\ to which (;L']"l;]L‘i]‘ as a stage director, may still
have been sympathetic.

Gerlach died young, but these films already “‘\.u,ll !
master hand: had he lived, he would surely have risen
to the heights attained by Lang and Murnau.

Carl Boese on the special effects for The Golem (1920)

} : 2 :
I have often been asked what my part was in the making of
Faul Wegener's second version of The Golem. Primarily an
\tor, Wegener had always preferred to have a craftsman at
US side, as was the case for The Student 1?1’-1’!'1[!\’”(' m 1913, made

Il‘al:. I 1. hiln {

timed Die Tanzerin Barberina in 1919, there was,
Wes a sull unknown young actor, Otto Gebiihr, a very
CaLtiiu ) % i l!|

» who played the famous dancer — Lyda
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Die Chronik von Grieshuus: the battered l.'\pu'wmm--[u castle

Salmonova, then the wife of Paul Wegener. Thus the latter
often came along to the studios and one day he suggested that
I work with him on a new Golem for Union Film. I accepted
with pleasure.

[ }H'llpnwd the L'Xll‘.lul‘dil];ll'}' architect Hans ]’ln‘fﬂg for the
sketch-designs; the great designer Kurt Richter had the job of
supervising the actual making of the sets. The whole was freely
built in l'\nlg_:fl—:.'.lxt vaults and ng;i\'cs,

As Guido Secber was 11l we fell back on another very good
cameramen, Karl Freund, who was splendid at composing
images, but unwilling to risk his hand at executing trick shots.
So I had to take care of them myself, while Freund helped me
with the hghting.

The \\'|1(>|:' was, morcover, li|mul \\'il}l a lIUl'!lI.II I)L'bl'lt‘
(Parvo) camera. We used diaphragms for shutter dissolves, 1ris
diaphragm dissolves, and superimpositions, which in those days
were prepared and executed in the camera itself during the

actual shooting.

The sunbeams
It had always been difficult to film sunbeams falling from a

07



Vinndorw

HEN window, a shot often used in films at that time. I had

requently had to explain to cameramen that only in the carly

momimng or late in the evening did sunbeams fall from the
vindow as flat as they were usually shown in films. The sun
' ¢ gher during the hours of work. another way of showing
imnbeams had to be found.

ne of Poelzig’s sketches in the Rabbi's laboratory showed
wnbeams falling almost vertically from the window. These
FAYS OF light were quite conspicuous and swirling with dust.
[ btamn this effect Freund asked for very powerful light

or t had not merely to illuminate, but to be
¥ et Haa to work with a single light source with rays
¢ paraliel. Thus we could give the illusion of rays
P shadow-outhnes. | had the idea of using a natural
! itselt. For we still worked in glass studios
'
i 1o place the laboratory in such a wav that the real
1 be captured. Of course, we only had a few hours






However, everything was not altogether settled even then.
The fine particles of dust in the air did not reflect sufficiently
to make the sunbeams luminous on the film-cmulsions then
used. We thus had to grind down a special dust composed
principally of mica. When we scattered this dust in the air ¢
stayed there for quite some time. As this dust was highly
reflective, we had to mask the lamps and spots serving for the

ensemble lighting, i.e. we had to create a kind of dark zone
around the sunbeams.

The tnvocation of the demon

You will remember that the Rabbi Loew had to trace in the
laboratory itself 2 magic circle of three metres diameter, which
neither he nor his assistant were to leave. Then the ground
spht and flames rosc up. Toattain this effect the whole laboratory
had been built on scaffolding. Technicians, installed in a kind
of underground passage, sent smoke and blazing matter up
through the shits. They wore gas masks and pushed small
crates along a track to feed the smoke and flames. At the same
umec, spothghts were tilted down on to the smoke-flames; in
this way we got the impression that they were themselves
incandescent.

For the thunderstorm bursting outside the magic circle, we
uscd high-tension flashes. We first filmed the Rabbi and his
disaiple 1n the magic circle, then we counted the frames and
superimposed the flashes on to the same negative in the camera.
When we had to present flashes in the background, we used
lenss masks. But we had 1o show at the same time the reflections
of the flashes on the two actors’ faces. To obtain this effect
we pnnted from the developed negative one positive and
thece excesively thin double-negatives; then we superimposed
one of the ncgauves and. immediately afterwards, the flashes
of the two images of the other negative; in this way we obtained
wme parts less luminous than the others. In the eyes of the
spectators these parts seemed to be produced by the flashes.
Thew two copies only served, moreover, for the trials. Then
we supcnmposwd the master negative and, after each flash,
two smages of the third double negative, which gave us the
ctfcct we wanted.

The transparent ghosts were superimposed on the master
neganve For them we had created in another corner of the
studio 2 kind of enormous mountain covered with black
velvet Rochus Ghiese had invented fantastic shapes and faces,
which glded and dived towards the magic circle. We filmed
these appantions at double or even triple speed, which made
thest mavementy extremely slow and unreal. What is more,
ou camcta was already mobile [sic!],* we moved forward
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with it instead of hanging the ghosts on wires and making
them swing. Scraps of the magic word that the Rabbi sought
had to come out of the mouth of a demoniac mask. This effect
was also executed by a mobile camera in front of black velvet,
using dissolves and lap dissolves, and the whole was super-
imposed on the negative in the camera itsclf, as we were used
to doing, by counting the frames. The letters of the word were
cut out in yellowish cardboard, they were harshly lit, and we
used the same effects as for the flashes, while using two negative
emulsions from time to time in order to light some more than
others and to make them dip and sway.

The hurning mantlet

It had been decided that the Rabbi’s assistant would wear 2
light mantlet which the storm would lift and which ghostly
hands would grip when it floated out of the magic circle. Then
the mantlet had to burst into flames on the body of the young
man in the crcle.

What were we to do? How were we to film cloth burning on
a person’s body?

Nothing but chemical techniques could give us such an
effect. 1 remembered that nitrocellulose burned excessively
fast. It was less dangerous than people generally think, in an
open space, for thus the danger of a severe explosion 1s
averted.

So 1 had several mantlets made m cellulose, like paper
handkerchiefs. They were dyed dark grey, almost black. (We
needed several mantlets because if they had burned too fast, the
camera would only have captured the smoke instead of the
Hame.)

These mantlets were rigged on a copper wire mounting
which gave them the necessary support and served as the
conductor wire for ignition, This mounting was joined to
another invisible conductor wire which was introduced nto
the terior of the mantlet and led down from the neck to
the shoe and to a small copper plate under the sole of Ernst
Deutsch’s shoe. Under Deutsch we had fixed another copper
plate in the magic circle, larger this time, to allow him to move
around at will. This second plate was joined by a well-insulated
lead to a secondary pole of the high-tension coil of 2 magneto.
The ghost which was to touch the mantlet was fitted with a
lcad from the other secondary pole of the magneto, running
from the trousers to the sleeve of its costume and traversing
onc of its gloves which ended in a metal claw. When the ghost
touched with this claw the copper wire at the edge of the
mantlet, heavy sparks burst out, capable of igniting the powder
cotton of the mantlet.
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Fially the six mantlets were steeped in a specially pro-
porunoned mixture of nitric and sulphuric acids. They werc
carctully dried and put into little tin boxes; the firemen brought
them to the studio at the last minute.

To reassure Emst Deutsch, who was uneasy, we asked for a
volunteer to put on one of the mantlets which was slightly
defective and undergo the ‘ordeal by fire’. The trial was
suceessful. And the film proves that this effect of the mantlet
touched by the ghost's claw and bursting into flames is effective.

Atterwards Deutsch had to fall down in the magic circle.
An explowion had to take place, then a dark clond of smoke
had to riwe up gradually. Beneath it the spectator then had to
we the two characters stretched out senseless on the floor where
the magic arcle had been shortly before this scene.

This ¢fect was to be resolved by exploiting physical
properties, a hght gas necessarily passing through a heavier
e

All the opemngs in the laboratory walls were blocked with
tarpaulns from the outside up to a height of two metres;
wreens and sheets were set up around the camera. All that
was left open was the window and the spiral staircase in the
background,

Two dummies dressed in the actors’ costumes were then
placed on the Aoor. Next, eight cyhinders of carbon dioxide
were installed. Ths could be led through pipes into the interior
ot the laboratory. The carbon dioxide, transparent like air,
but much heavier than air or smoke, filtered from the cylinders,
Litng the smoke, and the camera filmed the forms stretched
sut on the ground beneath this cloud of smoke. Then the smoke

dowly cleared through the opening of the window, as day
dawe ned

Fhe Coolem comes to life

Our tingl special effect was the bringing o life of the mert
mattce of the Golem, This time the etfect was neither technical,
vhemical, or physical. L appealed quite simply to the illusion and
imagination of the spectator himself.

Rabbr Locw, having discovered the magic word, has to
write it on 3 parchment and slip it into a capsule fixed on the
vheat ot the day Golem. Then the Golem comes to life and
npens his eves wide.

We were unwilling to cut this shot, which would have
umplibed the replacement of the clay statue by Wegener
hrrriaclt

¢ onseyuently, we had to proceed as follows: the Rabbi
stared 3t the statuc which, 2 moment previously, had still been
totteting  Then he removes the capsule from the Golem's

-y
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chest and goes with 1t to the table. The camera tracks back in
the air and keeps the Golem in the field of vision, even when
it teles co film what che Rabbs is doing.

The Rabbt takes the parchment with the magic word, rolls
st up and shps it into the capsule. Then he goes back towards
the Golem. The camera follows him, still keeping the Golem in
the ticld of vision, and approaches it until it frames it in life
swze. At the edge of the image we still partly see the Rabbi and
at the bottom his hands which are putting the capsule back
in the Golem's chest. At the same moment the Golem opens
his eves and looks around. The inert matter starts breathing,.

Nabody seeng the Alm will believe that at a certain moment,
in front of the camera, which continues rolling, the immobile
statue of the Golem was removed by four men and swiftly
replaced by Wegener.

| had suggested that Steinriick, the Rabbi, should pretend to
he cumsy while rolling up the parchment and almost drop it,
then finally succeed in lodging it into the capsule. At this
criical moment all eyes were intent on this action in the
torcground, and 1 got Wegener to take the place of the statue
in the background without the audience noticing.
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4 Lubitsch and the Costume Film

Madame Dubarry (1919), Sumurun (1920), Anna
Boleyn (1920), Danton (1921), Othello (1922)

The flood of historical films that swamped the German
cinema from 1919 to 1923-24 — usually designated,
rather significantly, by the term Kostiimfilme — was an
expression of the escapism of a poverty-stricken, dis-
appointed nation which, moreover, had always been
fond of the glitter of parades. Despite what Paul Rotha
says of these films in his book The Film Till Now — he
calls them ‘commercial products of the property-room
and Reinhardt’ — all that the majority of them retain of
the Reinhardtian mise-en-scene 1s a rather superficial
treatment of certain purely exterior elements. Many a
Kostiimfilm merely imitates the things casiest to filch: a
few nicely symmetrical decorative groupings and a
stylization which it promptly debases through an
unimaginative lack of variety.

Max Reinhardt’s influence did lead to many costume
films being set in the Renaissance: Die Pest in Florenz,
onc of the episodes in Der Miide Tod, Lukrezia Borgia,
and Monna Vanna, for example. We sometimes find the
recollection of a Reinhardt production leading sccond-
rate directors to film a few effectively framed shots: in
Richard Oswald’s Lukrezia Borgia, for example, a row of
soldiers forming a thick hedge prickling with lances
recalls a scene from Shakespeare’s Henry 11 in Remn-
hardt’s production of 1912. There also soldiers deployed
along the stage contrived to give the impression of
an entire army. As in Reinhardt, a few tooled sets of
armour and a flag drifting in the wind establish points
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Madame Dubarry

of reference in the design. If these compositions seem
to reflect one of Uccello’s famous battle-scenes, this is
due to Reinhardt.

In the Monna Vanna of Richard Eichberg, who was
later to content himself with directing insipid comedies,
we come across magnificent shots such as that of the
semicircle of soldiers levelling their lances at a single
character who holds the mob at bay. Leaving an empty
space between the main character and the extras and
guiding the spectator’s eye by means of salient features
towards the centre of interest is another of Reinhardt’s
devices. Everything in this shot betrays his technique;
even the palazzi bordering the piazza recall the stage of a
theatre. (One can compare, in passing, that famous
square market-place, around which Lubitsch was so
fond of moving his crowds, in Madame Dubarry, Sumurun
and Anna Boleyn. In each of these instances, the imitation
of Reinhardt effects is of an almost documentary
fidehity.)
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Anna Boleyn

Oswald had realized long before Lubitsch what the
cinema had to gain from the magical effects of Remhardt’s
lighting. For his film Carlos und Elisabeth (1924) he used
as his model the production of Don Karlos which was put
on several times at the Deutsches Theater.

As in Reinhardt, the characters suddenly surge out of
the darkness, lit by invisible sources of hight; m a room,
a flood of light falls from a high central window, piercing
the darkness without destroying it. The rich costumes
and trimmings glitter and glow — lamés, gilt dentelles,
velvets. The Hamlet-like sadness of the palhd face of
Veidt as the Spanish Infanta leaps from the darkness.
But these extremely evocative images contrast unfavour-
ably with others which lack this magic, and the mediocrity
of the mise-en-scéne and the indifferent direction of the
actors (though they all belonged to Remhardt’s troupe)
becomes immediately all too apparent.

These films based on more or less forgotten memories
of productions at the Deutsches Theater soon came up

——
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against their limitations. In  Orheflo by  Dimuatni
Buchovetzki, a Russian director working i Germany,
nothing remains of the opalescent Venice evoked in
Destiny. The fluid doom-laden rhythm which Reinharde
was able to achieve 1s made impossible by the constant
incrusion of distractingly naive ritles.

The only thing left 1s the character of lago, which
Werner Krauss had already played on the stage. Krauss
plays lago as a sort of buffoon, with a close-fitting tunic
of gleaming silk sctting off his plumpness to odd effect.
Part ballet dancer, part Harlequin, part mephistophelian
demon, lago excites the spectator’s curiosity with his
frantic capers, his enfrechats, and the evil pleasure he
takes in intrigue.

Lubitsch, who was for a long time a member of Max
Reinhardt’s troupe, was less sensitive to lus influence
than other German film-makers. A typicat Berhiner, who
began his career in the cinema with rather coarse farces,
Lubitsch saw the pseudo-historical tragedies as so many
opportunities for pastiche.

Before Hitler came to power Berliners were considered
to be reahistic and even materialistic people, with a keen
sense of the ridiculous and a fondness for back-chat. To
their naturally positive and down-to-earth attitudes
the arrival of the Huguenots had added a grain of French
wit. At the beginning of the nineteenth century, during
the period of Rahel Varnhagen’s salon, the wealthy
Jewish bourgeoisie contributed their ntellectual drive
and insight. Later, towards the end ot the century, the
nonchalant, rather cynical humour of the Konfektion, the
Jewish lower middle-class engaged in the ready-made-
clothing trade, came in with that sense of conuc fatalism
peculiar to people used to enduring pogroms and
persecutions.

Such werc the ingredients that went to make up the
‘Lubitsch touch’. Subscquently, in the United States,
Lubitsch was to become more refined and to understand
that it was time for him to rid himselt of a certain
‘Central European’ vulgarity. He radically modificd the
frequently oafish effects in his middle-class comedics,
hastily adopting an elegant gracefulness in which there
always remained a little ot the vainglory of the nonvcan-
riche. But all these factors contributed to the elaboration
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cry skilful elliptical techniques based on what Lewis
Jacobs calls the rapier-hike comments of his camera’.

All in all, in order to perfect his famous ‘touch’, Lubitsch
had merely to develop his Germanness: his Berliner’s
presence of mund, his taste for realistic detail, and his
lewish hiking for the suggestive 1implication leading
juite naturally to images with a double meaning.

Even at the start of his career, when he was still in
| Lubitsch alrcady knew how to exploit ndicu-
lousness by uggesting a comic trait with an image
cly touched upon the action but which hinted
tHIE essence of a situation or character. The contrast
haracter’s overall importance and the absurdity
cessory detail was to be used several times
e bdms such as Madame Dubarry or Anna Boleyn.

w ILICI) SCar

Visual double meanings which, when the time came,
vas to ennich with a caleidoscopic use of sound, were
thrown mto relief by skilful editing.

In a way Lubitsch turned into the proverbial valet for






whom no man is a hero. Non-Germans can find this a
rather disconcerting attitude, but the glance into the
l\.;-mgs, however superficial it may be, does give a
Ar'(;-?::C;)II;ShLLr;amty to his .characters. This is why the
A v o arc not given to respecting historical
h (especially  other  people’s), could  think that
Lubitsch was ‘the great humanizer of history’, and call
mm the *German Griffith” who with ‘a realism i,n no wise
:;cut:c:us reconstitutes history in all its barbaric gran-
rl.;z::h.i ’But a king mamcpring his mistress or artlessly
p ng a pretty wench is hardly Unadorned Realit
and even less History As It Was Lived. "
"cl:'t?r Lubitsch, one-ttime shop assistant, History was
e tt;tr"::ul:;srng:ic éhan a pretext for telling love stores
e II: oc costume : silks, velvets and tnmmings
ts knowing eye.

Preoccupicd with incidentals, Lubitsch rarely resorts
:u the use of contrast between light and shade which
us contemporarics pursued. His typically Berliner
mentahity, never tempted by dreaming or mystery -
Heaven and Hell can borh wait — is at the origin ofyhis
wometimes offhand technique up to the day his shrewd-
ness made him realize what there was to be gained from
usng the famous chiaroscuro. He also learned to value

his leading .
¢ actress, Pola Negri, who playe :
roles in nany of his films. ® o played the leading

Pola Negri

Shr [} lhr ‘1 ] '
; . d.l?ﬂam 0’ ”H’ SH(’?H ¢ i " ex 4
i ) rd, _fll” Qf exiiberant
S‘ . H Si¥n y
" e does P.l;?l' I;ff, S"l(’ 18 scarﬂ”}’ an actress. Q“f“} i Pl '
L4 CII“‘..&I( tas mnat hnan ”ﬂ? I ) ’
Ha i '
'h N h hﬂ ' g l.’] hf}“ caH(d PF(’S(’“C( ¥
.4! r
’m“h il :;’Ht‘ ll"ll’!l women on fh(‘ sareen QI:’C‘" appcared to ham’
l‘d. Icif ﬂl'd‘.’l'-llp, ht'fju” dmr-ﬂ'amwd ﬁﬂ&’ is phomgf_m'c
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Por she represenis healthy sensuality in all its spontaneity.

Dstenctie ar ; .

the subtle tntcllecvality of the great Asia Nielsen

Ingenuous, yes, but Polish, and knowing much of love

In the diys of the rounded figure she is almost robust, but at
the samr ime supple as a panther.

N2

* His aim in Madawee
Dubarry was not, as Frenda
histories of the cinema soll
affirm, to ‘ridicule. mock
and vilify French monarchs
and the great figures of the
Revolution'; not, 1n Arms
Boleyn, was 1t 1o
‘undermine the tradiiony
English respect for rovaln
and set Amerncan
puritanism against Mernc
Olde England’, as Geonze
Sadoul claims. In 1919— 20
Germany was interestend
above all in foreign
currency, and the
reacrionary forces ot heavy
industry, which controlic:
production, considered
these pseudo-historical
films less as INSTrUMENts o2
revenge than as instrumen
of profit. What is more.
certain over-stereotyped
French Revolutionary
characters — a ruffian wath ;
knife between his teeth, s
ragged harridan — arc alw-
found in Grithth's Orphay.
of the Siorm and Carl Th
Dreyer's Blade af Sanae.
Bog (Lvmws_!}om Satan’«
Book, ]920).



Pola Negn

Nowadays we have to try to understand what she meant
for a cinema often still too close to the theatre. For above all
she lends her abounding freshness to the rather fusty world of
the costume film; next to her, actors coming to films from the
stage, and more experienced, sometimes seem mannered.
Impulsive, intuitive, she adapts herself better than they to the
improvization of the new art=form.

Lubitsch and she met in a kind of tacit complicity like that
which, some years later, brought together Sternberg and
Marlene Dietrich.

Yet one has to admig that the mise-en-scéne of Madame
Dubarry does contain certain nuances. While the great
court receptions have a certain dryness despite a wealth
of draperies, parquets and stuccoes, the revolutionary
passages bear the trace of two productions by Reinhardt,
Biichner’s and Romain Rolland’s plays on Danton.
Morcover, in the shots portraying the conspiracy aganst
the Favourite, the grouping of the characters, jutting

83



Sumuirun




- A

The costume film: Die Flamme ( The Flame, also known as Montmartre, 1923)

from the shadows, relates them to those in Buchovetzki’s
Danton, though this followed its models more faith-
fully.

Recollections of Reinhardt’s art prevail above all in
something for which Lubitsch is famous: his handling of
crowd scenes, Yet stills and frame enlargements clearly
reveal the arid regularity behind the groupings and the
mechanical application of Reinhardt’s techniques. From
time to time this excessively preconceived orderliness
does however come to life when Lubitsch gives it an ebb-
and-low movement — for example, the jostling crowd in
front of the cathedral in Anna Boleyn.

The town-square architecture in Anna Boleyn or
Madame Dubarry is more realistic than in Reinhardt.
Morcover Lubitsch has absolutely no scruples about
taking his settings from where he sees fit: in Sumurun,
for example, we come across an almost exact repro-
duction, complete with its neighbouring houses,
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of the claylike staircase invented by Poelzig for The
Ciolem,

In Madame Dubarry, the revolutionary masses clamour-
g around the guillotine for the death of the former
favourite raise their right arms, a formalized movement
frequently seen in German films whenever a crowd of
extras has to express fury or exultation. Reinharde gave
these gestures to the classical chorus in his produc-
ton of Oedipus Rex, performed in a Berlin circus n
1y10. They lose all value in the majority of German
films i which inspiration has deteriorated mmto mere
techmque,

More than the two Dantons, it was Sumurun, a favourite
pantomime of Max Reinhardt’s (he first produced
it 1909, affectionacely remodelling it in all its Arabian
Nights splendour for each subsequent revival), which
left its mark on Lubitsch’s style.

In Sumuren Lubitsch himself plays the hunchback,
a tragic buffoon. When he launches into a bizarre,
disjointed, robot-like dance in which his arms and
legs seem to have a life of their own, he is inspired
by the stage version of the famous pantomime. Wherever
this hght thythm comes through, so rare in a German
film, it is to Reinhardt that we should render
homage.

A few passages in Swmurun foreshadow the elegance
of the amernicanized Lubitsch. For example, the clownish
assistants in a haberdashery unroll rich materials and
spread them out with a *nothing up my sleeve’ look, and
the wink at the audience their director is so fond of. The
‘Lubitsch touch’ is also unmistakable in the high-angle
shots of a few cushions laid out on a carpet around which
a Hock of prewy servant-girls suddenly flutter up and
disperse in graceful circles. The American musical was to
pattern iself on these delicate arabesques.

Though more superficially than people usually think,
the German costume film underwent another influence -
that of the {taban historical spectaculars. It can usually
be detected in the crowd scenes in the old epics, whether
thone of Joc May (Veritas Vincir 1{111, 19018, and Das
fndische Grabmal 1f11, 1921) or a distinctly late film such
as Helena odes der Umtergang Trojas, 1923-24, by the
third-rate director Manfred Noa.
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We have already noted the Scandinavian contribution,
though 1t should not be overestimated. As for that of
the Russian ¢migré directors working in Germany, one
needs only to look at the striking example of Buchovetzki,
His Peter der Grosse, based on the national history of
Russia, 1s an entirely German film.
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‘Expressionist man seems to wear his heart painted on his chest” wrote
Kasimir Edschmid. This poster by Hans Werkmeister dates from about 1920




“Young people engaged in the
coltural ficlds, miyself antong
them, made a ferish of ragedy,
expressing open rebetlion
against the old ansiwers and
ontivornt Jorms, swinging from
natve nineteenth-contury
sivectness and light o the
opposite extreme of pessintism
Jor fts oren sake.’

Frirz Lang: *Happily ever
after’, Pengin Film
Review, No. §, 1048,

5 The Stylized Fantastic

Der Miide Tod {Destiny, 1921)

The difference between the Germans and other races,
said Clemenceau, is that the Germans have a raste for
dcath, whereas other nations have a taste for lite. But
the truth of the matter is perhaps — as Holderlin imphes
in Hyperion — that the German 1s obsessed by the phantom
of destruction and, in his intense fear of death, exhauses
himsclf in seeking mcans of cscaping Desuny.

Lang’s silent films and the scenarios which he wrote
for Rippert frequently return to the themie of Death,
treated in a2 minor key; it is the leitmotiv of Der Miide
Tod (The Weary Deadhi, usmally called Destiny in Brieain
and America). Framed by a main plot (the young woman
who tries to wrench her lover from the hands of [Death),
the three cpisodes set in different periods and countries
are variations on this theme, leading to the same con-
clusion: all the girl's efforts to save her lover lead him
to his destruction.

Death, masculine in German, is not presented in a
cruel light. *‘The angel of the final hour’, says Jean Paul
in his Quintus Fixlein, *he whom we call so harshly
Death, is the tenderese and bese of the angels, chosen
to gather up the wilting human heart wicth dehicace
gestures. Detaching 1t from life, extracting it from our
frozen bosomns, he bears it off without bruising it, in
his gentle hands, to Eden, where it will be warnied
again.’
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1 1. In 1948, in his Penguin article on
th P ling, he msists several times on his refusal
' ke a re films in which ‘man is trapped by

‘
Of all the German film-makers it was Fritz Lang who
t Ma K irdt’s influence the most. Nevertheless,
ke W . lapted 1t to his own needs. *

I'h ! in 1s especially apparent in one of

'. Destiny, the one set in Venice during the

| 1§ lagonally, a !151.;1:1 of steps  traces

' mst a hmpid background; down it

. ! rowd, moving with the particular

. ! t extras in Reinhardt. Night carnival
: gleam in the trembling darkness,

! t nt Impressionism with which that

. t the theatre treated Shakespeare.
Aga 1 Kemhardt we find 1n !.I!l;,: traces of the
. ' fent Quattrocento as it has lived on in the
. i} bridal coffers. The carefree attitudes
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Destiny : lighting

of slim young men in short tunics and cloaks leaning
against an arcade, skirting a wall, or striding up a staircase
after an adversary, betray this source.

Lang is an architect (he was in fact trained as one). He
makes the ogival fluting of the Gothic doorway of a
crypt stand out in luminous relief contrasting with the
dark walls. Compared with such effects the sets of Caligari
appear reduced to purely linear arabesques, totally
lacking the magic of chiaroscuro.

Extraordinary oddness of appearance is found in the
laboratory of the little apothecary. A real alchemist’s
laboratory this, with bottles and innumerable utensils
glimmering mysteriously ; skeletons and stuffed animals
jut out from the darkness like phosphorescent phantoms.
In the satanic atmosphere of this place, straight out of
Hoffimann, one feels that horrid plots must inevitably be
hatched. (Yet the apothecary i1s a harmless old man who
snatches the goblet of poison from the hands of the young
Inamorata.)

91



o \(‘." l ’
B.II&A '[

Ihis techmque of emphasizing, often of over-
mphasizing, the relief and outline of an object or the
letails of a set — 1t was not apparent in The Golem, where
t! itmospher had more L_iL'Ii\llf\ was to become one

of the most casily recognizable characteristics of the
German film. From this tme onwards sets were lit from
the bas ceentuating the relief, deforming and trans-
hapes of things by means of a mass of
fazzhing and unexpected lines. Another technique was the
placing of enormous spotlights to one side, at an angle, so

s to Hood the architecture with light and use the pro-

t urfaces to produce strident effects of light and
hade. German directors and cameramen were to begin
' vith hghtung effects to such an extent that Kurtz

| r ’

uld legiimately say that hight sometimes created

e rundlos | 1eten t_i;';‘{l'}\ without LlL'P[l]. ()llllitlL'\
ind surfa vere fragmented arrationally, hight and
hadow were exageerated. This 1]][&'1']"].1}‘tllht'nl][l'.‘l\l‘\:llld

i1 10N | ontrasts culminated n [!lL‘ ]Ll“-—[.ll}glhlt'. l].lH-—



unreal ‘féerie de laboratoire’ mentioned by Jean Cassou
Similar violent oppositions can be found i Romantic
authors such as Eichendorft.

Lang soon realized what the judicious handling of
light could bring to an atmosphere. He opens up a wall
and erects a steep staircase whose steps compose a
ladder of light in an arch; a bamboo thicket with 1ts
smooth shafts bathed 1 a swirl of phosphorescent hight
1s a prelude to the crescendo of light in the forest crossed
by Siegtried. As Kurtz says, German film-makers fond
of the effects of light treat it as a raumgestaltender Faktor,
a space-forming factor.

These notions no doubt had some influence on Lang,
but it would be wrong to consider his first films as
essentially Expressionistic. A Chinese landscape in the
third episode of Destiny, with its twisted trees and
curving roofs and bridges, is an obvious target for
Expressionistic distortion, but here it 1s only used to
bring out the ligllt—upcr;i[ic aspect of this episode, which
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Diestiny : the Chinese episode

15 in the style of Die Bergkatze, a film by Lubitsch. Lang’s
mtense feeling for the [1}1'}‘\1(.1] character of t}h_]L‘L'[S and
his skilful use of ighting effects to bring out architectural

ine were the only contributions he was to make to the
evolution of Expressionism.
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6 The Symphonies of Horror

The weird pleasure the Germans take in evoking horror
can perhaps be ascribed to the excessive and very
Germanic desire to submit to discipline, together with a
certain proneness to sadism. In Dichtung und Wahrheit
Gocthe deplores the ‘unfortunate pedagogical principle
which tends to free children early in life from their fear
of mystery and the invisible by accustoming them to
terrifying spectacles’.

In a novel by Karl Philipp Moritz, an eighteenth-
century precursor of the Romantics, a little boy, Anton
Reiser, is kept awake for hours on end by a terrifying
tairy talc about the Man with No Hands who haunts the
chimney on windy nights. Lying in bed, the little boy
imagines with relish the decomposition of his own body
after death.

Most German children delight in tales of horror. As a
child, Tieck’s Willlam Lovell dreams of murdering his
little playmates. Nathanael, the tragic hero of Hoffmann’s
tale Der Sandmann, says that nothing gave him more
pleasure than ‘hearing or reading frightening stories of
ghosts, witches and dwarfs. . . ." He could hear again and
again the tale of the Sandman, who tours children’s
bedrooms at night and throws sand in their eyes if they
are still not asleep. He then plucks the eyes from their
sockets and bears them off, dripping with blood, to the
moon. There he feeds the eyes to his owl-beaked off-
spring, who squat in their nest and watch out avidly for
his return.

What arc we to make of the child in Eichendorff’s
Ahnung wnd Gegenwart who wallows in his nurse’s tale
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about a poor lad beheaded by his stepmother (she slams
the lid ofa cheston him), and shudders wath pleasure while
watching the blood-red evening fall beyond the dark
forests? There 1s a4 curious ambiguity m the Gernun
soul. "We create fairy tales’, savs Tieck, ‘because we
prefer to populate the monstrous emptiness and hornd
chaos.’

Quite maturaliy the Nazis preterred the navonat poct
Schiiler to the world-citizen Goethe who, despite Faust
turned by Spengler into a symbol of Germame Man
was considered ‘unreliable’. Talking about Faust wuh
Eckermann in 1826, Goethe said that this way the only
occasion in his life when he had wsed “orcery and
devilry'; afterwards, sanstied with having caten his
Nordic mheritance, he had gone to sit at the table of the
Greeks.

Schiller, on the other hand, whose Geisterselier (he who
sees ghosts) anticipates the Romanties, has a predidection
for the imagery of darkness. In fact Goethe connazed
Scluller for ‘a certamm taste for cruclty which revealed
itselt as early as Die Riawher’. He told Eckermann thart he
had been forced to reject a rather sadune mnovaton
propasced by Schiller for the productnon ot Egmont.
Schiller had wanted to have the Duke ot Alba appear &
the back of the prison, a dark figure masked ad draped
i a cloak, gloaung upon Egmont’s reacnons to the death-
sentence.

What a scene for a tilim!

Nosferatu (1922)

The complete title of Murnau’s Blin s Nosperata, cime
Symphonic des Grauens (Nogferatu, a Symphony of Horror)
And m fact, seeig this film agam today, one cannot
] to be chilled by what Béla Balisy caled “the glacial
draughts of wir from the beyond™. The terror cmanating
from Caligari swems somchow almost artiticual by com-
parison.

In Fnednch Wilhelm Murnaw, the greatest tilme

dircctor the Germans have ever known, viematic

COMPOMBON Wis never 4 mere attempt at decorative
sevlizanon. He created the most overwheliing  and
porgnant images i the whole German anema.
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Murnau was trained as an art-historian. Whereas
Lang attcmpts to give a faithful reproduction of the
famous paintings he sometimes uses, Murnau elaborates
the memory he has kept of them and transforms them
into personal visions. The foreshortened view of a
prostrate man stricken with plague in Faust (the shooting
angle makes the soles of his fect become enormous) 1s the
transposed reflection of Mantegna’s Chnist. And when
Gretchen nurses her infant in the snow among the ruins
of a cottage, with her head wrapped in her cloak, this
image 15 no more than the vague reminiscence of a
Flemish Madonna.

Murnau had homosexual tendencies. In his attempt to
escape from himself, he did not express himself with the
artistic continuity which makes it so casy to analyse the
style of, say, Lang. But all his films bear the impress
of his inner complexity, of the struggle he waged
within himself against a world in which he remained
despairmgly alien. Only in his last film, Tabu, did he

seem to have found peace and a little happiness in-

surroundings which abolish the guili-feelings inherent
m European morality. Gide, once his Immoraliste had
delivered him from Protestant austerity and its con-
comitant scruples, could then indulge his natural in-
clinations. But Murnau, born in 1888, lived under
the ominous shadow which the inhuman Paragraph
175 of the pre-1918 German Penal Code, lending itself
to all the horrors of blackmail, cast over him and those like
him.

Murnau, a conscientious artist, German in the good
meaning of the word, never resorted to the little shifts
and subterfuges which can facilitate the creator’s task.
This is why his films scem rather heavy n places — the
underlying meaming of their rhythm only becomes
apparent little by liedde. At other times, when the big
businessmen of Ufa* put pressure on him for a happy
ending, as in Der Letzte Mann (The Last Laugh, 1924),
he scamps it with disgust, pulling the coarsest threads
of comedy, and becomes as crass as the audiences that
slapped thar sides at Lubiesch's Kohlhiesels Tochier, one
of his least refined farces.

In any case onc 1s forced to admit that Murnau’s
gentus — I think we can talk about genius in his case —
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A.G)), Germany's national
film-production enterprise,
was founded by merger in
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has surprnising weaknesses. Normally so sensiuve, he
sometimes commits extraordinary errors of taste and
lapses into mawkishness. In Faust, for example, insipid
images follow powertul visions bursting with creative
vigour. His shy nature, burdened with a weighey heritage
of typically German senomentality and morbid tnid-
ity, led him to admire i others the muscular strength
and vitality he himself lacked. This 1s why he allowed
Jannings to show off outrageously in the role of Mephisto
and faitled to modcrate the exuberance of Dicterle.

Murnau came from Woestphalia, a region of vast
pastures where enormous peasants breed heavy-boned
plough-horses. The landscape had a great influence on
him. Even when he was prevailed upon to film 1n the
studio he kept his nostalgia for the countryside; and this
homesickness gives Der Brennende Acker (The Burning
Earth, 1922) a wild flavour which is still perceptible in
Sunrise, made in the USA.

The landscapes and views of the little town and the
castle in Nosferaty were filmed on location. This was far
from being the usual practice in German films at thac
time. Directors such as Lang or Lubitsch built vast
forests and entire towns so as to be able to film m the
studio or, at a pinch, a few yards away on a strip of
waste ground; and the reason was not merely that the
frontiers were closed to them through a lack of forcign
currency and sympathy. They could casily have found
Gothic towns on the Baltic coast or Baroque towns m
Southern Germany; but Expressiomst precepts turned
them away from reality.

Murnau, howcever, making Nosferarne with @ mimmum
of resources, saw all that nature had to offer in the way
of fine images. He films the fragile form ot a white cloud
scudding over the dunes, while the wind trom the Baluc
plays among the scarce blades of grass. His camera
lingers over a filigree of branches standing our aganst
a spring sky at twihght. He makes us feel the freshness
of a mcadow in which horses gallop around with a
marvellous lightness.

Nature participates in the actton: sensitive editing
makes the bounding waves foretell the approach of the
vampire, the imminence of the doom about to overtake
the town. Over all these landscapes — dark hills, chick
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toreses, skies of jagged storm-clouds — there hovers what
Baliazs calls the great shadow of the supernatural.

In a film by Murnau every shot has its precise function
and 15 entirely conceived with an eye to its participation
m the acton. The momentary close-up of a detal of
billowing sals is as necessary to the action as the image
preceding 1t - the ligh-angle shor of the current sweep-
ing away the raft and its sinister cargo.

The grisaille ot the and hills around the vampire’s
castle recalls, with ats extreme and almost documentary
restraint, certamn passages in the films of Dovzhenko. A
few years later, when Ufa obhiged him to use paste-
board, Murnau filmed the famous air journey i Faust
i the studio, with the aid ot models. This prodigious
chain of artificial mountains is complete with valleys
and torrents; the only thing that makes them tolerable -
and somcetimes even admirable — 15 the talent of Murnau,
He masks his matenals with those combinations of mist
and light to which the Germans are so sensitive and
which they interpret with the same skill they bring to
portraying the gentle glow of a hanging lamp in a stufty
room. [aust 1s the large-scale deployment of all the
artifice of the cinema by a man who knows cvery detail
of his craft; but how one regrets the greyish expanses of
Nosferatu,

In the tull marurity of his ralent Murnau could achieve
i the studio such visions as the vast snow-covered plaimns
against which a storm-rent tree stands out; a post in all
its sad nudity rises above a demolished fence — a precarious
retuge for Gretchen nursing her child. Similarly, 1n
the studios in America, he was to create for Sunrise
such realisnically desolate marshes that 1t takes the eye
a long utme to discern their arnficialicy. Murnau was
one of the fow German tilm-directors to have the mnnate
love tor landscape more tvpical of the Swedes (Arthur
van Gerlach, the creator of Die Chronik pon Grieshuus,
was another), and he was always reluctant to resort
to artthice. When he made Ciry Girl (1930), according to
Theodore Hutf, he was moved to exaltation when
he telt his camera runming over the wheatfields of Oregon
and shdmg through the ocean of ripe grain at che height
of the harvest, The coming of the sound film and the
commercial ruthlessness of Hollvwood destroyed this
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Nosferaru: the grisaille of the anid hills around the vampire's castle

dream. To escape, Murnau fled to the South Seas, and
Tabu.

The architecture in Nosferatu, typically Nordic
brick fagades with stubby gables — is perfectly adapted
to the film’s strange plot. Murnau did not have to distort
the little Baltic townscapes with contrasting lighting
effects: there was no need for him to increase the mystery
of the alleyways and squares with an artificial chiaro-
scuro. Under Murnau's direction the camera of Fritz
Arno Wagner required no extrancous factors to evoke
the bizarre. When Nosferatu 1s preparing a departure
in the courtyard, the use of unexpected angles gives
the vampire’s castle a sinister appearance. What could
be more expressive than a long narrow street, hemmed
in between monotonous brick facades, seen from a
high window, the bar of which crosses the image?

The undertaker’s mutes dressed i top hats and
skimpy frock-coats move slowly over the crudely hewn
cobbles, black and suff, bearing, two by two, the slim
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Nosferatu: brick facades and stubby gables

coffin of a vicum of the plague. Never again was so
perfect an Expressionism to be attained, and its styliza-
ton was achieved without the aid of the least artifice.
Murnau was to return to this theme in Faust, but there
the men in cowls have a quality of artificial picturesque-
ness rather than the starkness of the earlier composi-
Lon

But it was in the portrayal of horror that the camera of
Murnau and Fritz Arno Wagner excelled. In Caligari the
forms of the satanic doctor and Cesare often slant up n a
shot lett deliberately out of focus, which Kurtz defined
as ‘the ideal and pure shot of the transposed expression
of objects’. But Murnau created an atmosphere of horror
by a forward movement of the actors towards the camera.
I'he hideous form of the vampire approaches with
exasperating slowness, moving from the extreme depth
of one shot towards another in which he suddenly
becomes enormous. Murnau had a complete grasp of the
\:\Ll.l] IN)\\('I {ll,lt can 1‘(' won llI'n[J'l CLhU“!—’.- ;ll]l.! [1]&'






virtuesity swith whicl he directs this succession of shots
has real genius. Instead of presenting the whole approach
as a gradual process, he coes for a few seconds to the
reactions ot the terrified youth, returns to the approach,
then cues 1t off abruptly by having a door slammed
i the face of the terrible apparition; and the sight of
this door makes us catch our breath at the peril lurking
behind it

it is true that the opening shots of Caligari show the
evil doctor walking seraight ac the camera and drawing
up his replete figure in a menacing attitude; for a second
his tace swells up diabohically. Bue a diamond-shaped lens
mask nmediately tones down the effect. The images of
Cesare advancing i the booth and crossing Lil Dagover's
bedroom, or the robot coming towards us from the back
of the sereen in Metropolis, are less violent than that of
the vampire slowly emerging from the darkness. (But
Lang was to learn how to use this effect to advantage; n
the first Mabuse the doctor’s head appears, art firse small
and remote on a black background, only to be suddenly
projected forward, as it by some supernatural agency,
tuling the whole screen.)

Murnau could also enhance the effeet of a transversal
movement by spreading it over the whole screen: for
mstance, the dark phantom vessel speeding with all sail
seb over a surging sea, and ominously entering  the
harbour; or again, the low-angle shot of the enormous
vlbouctte of the vampire crossing the vessel to reach his
prev. Here the canera angle confers on him, in addition
to s giganne proportions, a kind of obliqueness which
progects him out of the sereen and makes him into a sort
of tmgible, three-dimensional menace.,

People have often wondered why Wiene never used
tor Caligari, i addition to lens masks of various shapes,
the trick techmgues that Méhiés had already developed,
which would have increased the impression of mystery
and terror. In Destiny Lang took full advantage of super-
miposinons and  fade-outs. The superimposed  march
of the dead towards the great wall, and the various
transtornmitions and  apparitions, show that he had
understood  the resources of a wechnique capable of
trecing el from the limits imposed by this apparently
two-dimensional art-form.
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Nosteratu

In Nosferatu the jerky movements of the phantom
coach which bears the young traveller off to the land of
the undead, or those of the coffins being piled up with
an atrocious rapidity, were rendered by the ‘one stop
one’ (stop-motion) technique. The spectres of bare white
trees, rearing up against a black background like carcasses
of prehistoric beasts, during the rapid journey to the
monster’s castle, were rendered by an insertion of a
few feet of negative,

Murnau used the obsession with nanimate objects
much better than many fanatics of Expressionism. In
the haunted hold of the sailing vessel in which all the
satlors have been struck down by death, the empty
hammock of the dead saillor goes on gently swinging.
Or agam, stripping down the details to the very mim-
mum, Murnau shows nothing but the reflection of
the sustained, monotonous swinging of a suspended
lamp in the deserted captain’s cabin. Murnau was to use
the same effect when his |'g"1'1|\'c|1.1[cd Faust takes the
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proud 1ruchess of Parma: a chandclier swinging above the
sumptuous bed.

The demoniac bourgeois

The haunted universe ot Hoffinann was reborn in a film
by Karl Heinz Marun, as Haus ziem Mond, in which a
waxwork modelier bears a similar resemblance to his
creations. In Nurkose, which employed a contemporary
scteng, there v a character who resembles Caligar,
teature for teature. In Orlacs Hande (The Hands of Orlac,
1y24) Robert Wiene makes use of all those Romantic
characterstics which seemed to him Expressionist in
kind: shadowy, ambiguous streets, a strange house with
a long corndor peopled by woird figures, a devilish
magician and his Hoffmannesque servant. He evenincludes
a cavernous inn, dimly lic by the uncertam light of a
hangmyg lamp, where Orlac s helplessly swallowed up.

The taste for lugubrious characters influenced cven
Lang, in Destiny; the apothecary secking the mandrake
by night is set in a tramework of macabre elements: trees
with bared roots and twisted silhouettes rear up like
phantoms. This wretched creature, a shabby individual
not admitted to the dinner-tables of the well-to-do
bourgeots, tricked out in his heavy cape and clongated
top hat (recalling the extravagant headwear i Caligari or
Toreus), has a disunctly strange appearance. Turning
essentiadly rather inoffensive characters into sinister ones
wias a pleasure no German film-maker was cager to
give up. Thus the characterizatnon of the kindly pro-
prictor of a tairground sideshow in Paul Lent’s Das
Waclspigrurenkabinett (Waxworks, 1924) 15 ambiguous.
And again, that odd hitde gentdeman in Gemiine, with his
skimpy morning-coat, white spats and hght gloves — 15
he really as candid as we are led to behieve when the
young snan, his nephew, awakens from a nightmare?

In Romanoe hterature, one frequently does not know
whether a character will eventually prove sympathetic
or 1 wicked demon. In Hoffmann's 2¢r Goldene Toﬁ,f_,
Archivist Lindhorst, prince of the powers of Good,
scares the student Anselme with the piercing gaze of his
cyes, rollmg e thar hollow sockets. Heine says that
Fotmam saw o gramacng spectre under every wig in
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* Stroherm warked
S saome venr m {reed,
when he satrized the
senle voraony ol
Coctrienne phalistmes
e apable ol adiostny o
te Uninted Stes.

Berlin: hie changed mien inco beasts and beasts ito town
councillors. German films belong to the same hybrd,
halt-real world.

The Romantics also have a tendency to plice these
unreal creatures of their imagination n hierarchics,
related o ordmary muddle-class luerarchics. Among
those gentlemen practising well-defimed protessions and
faunting pompous official ndes, can one cver be sure
that there is not one who leads the double life which
tanciful minds tind so agrecable? All those town-clerks,
municipal archivises, qualified librarians and magistrates
must surcly hide bencath therr municipal  extenors
some vestige of sorcery lable to comie to the surface at
any moment.

In this contexe one can more castly understand certain
German  film characters whose  vulgarity recalls the
butfoonery i those little humorous magazines of which
CGermany was once so prodigal In Destiny and The Last
Langh, Lang and Mumau deligheed in portraymg the
coarseness of the lower mddle-classes, besotted  wirth
cating and drinking and recling under the effects of
the fresh outdoor air. (The same middle-class drunkards
were to appear agmn in Hintertreppe  (Backsrairs) by
Jessner, and in Lupu Pick’s Sylvesrer.y*

Is this another instance of the Faustian tragedy of the
dual soul? And 1s & whole nation split by this duahty?

The sway of the Doppelginger

The traces of the ‘Doppelginger, du finserer Gesell’
(Heine) are numerous. in Tine, Librarian Schoppe, a
neuratic character, avoids glancing at his haods and
feet for fear of perceiving that they belong to “the other™
In another novel by Jean Paul, Hesperns, the hero, Victor,
shodders at the waxwork figures, ‘those fesh-coloured
shadows of the Self'; as a child, when he had been put
to bed, he had the gift of leaving his body, conscious of
the distance separating him from his ‘outer bark aof
alien flesh’. And in the days of Expressiomsm the hero
of Der Spicgeimensch (The Mirror-Man), a play by Wertel,
was also subject to the perpetual anguish of the Doeppei-
giangrr. In Elixire des “Tenfels, Hoffmann, ternbied by
s own cgo, exclaims: "My whole being, turned into
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the capricious toy of a cruel fate, surrounded by strange
phantoms, foated without rest vpon a sca of cvents
whose enormous waves broke over me, roaring. |
can no longer tmd myvselt . . 1 am what I seem, yet |
seain not to be what | am. [ cannot solve the problem
mysell:my “self™ 15 spht i two.”

This dualism appears i many German films: Caligan
15 both the emment doctor and the fairground huckster.
Nosteraca the vampire, also the master of a feudal castle,
wishes to buy a house from an estate agent who is himself
imbued with diabolism. And the character Death in
Destiny ss also an ordmary traveller in scarch of land for
sale. It would scem from chis that for the Germans the
demomiae side to an individual always has a middle-class
counterpart. [n the ambiguous world of the German
ciema people are unsure of thetr identity and can casily
lose it by the way.* Thus Homunculus, a kind of Fiihrer,
can cven spht los personality av will; disguised asa worker,
he mcites the poor to rebel against his own dictatorship.
The same morbid taste for splic personality is also found
i Fritz Lang’s two Mabuse films and M.

The hairless face and almost indecently bald head of
Nosterats haunted the German film-makers for a long
wme, In the more nuddle-class ambience of Tagebuch
ciner Verlorenen (Diary of a Lost Girl, 192¢), a ilm made
by Pabst although he was the champion of a certain
social realism’®, the divector of the house of correction
looks like Nosteratu's brother. This vigilane and obse-
quious supervisor s everywhere at once, popping up
like a jack-in-the-box, wll and suff and proper m his
dark  frock-coat, recalling the enigmaric manservant
cmbodied by Fritz Rasp in Metropolis.

Naosteratu's baldness, which we encounter agaim i
the litthe man in Genndne, seems to come straight out of
Tinm, the novel by Jean Paul in which we are shown,
suddenly appearing amonyg the drinkers mn a beer-cellar
(an altogether propinious spot ever since Faust's ‘Auerbachs
Keller” wath s diabolical apparitions), ‘a stranger as
bald as a skull, without cyebrows, and with pink but
Habby checks’. This character folds his repugnant skin
into convulsive grimaces i such a way that at every
mstant a different personality seems to take shape beneath
this changing mask.
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The sway of the Doppelpduper: The Student of Prague was made three tmes.
This 1s the second (1926) version, directed by Henrik Galeen

The bald man predicts to Librartan Schoppe, one of
the drinkers fuddled by a glass of punch, that in fifteen
months and a day he will go mad. Similarly, Cesare in
Caligari was to predict to a happy man that he would die
before dawn.

Titan contains all the clements of the sinister fantastic
vein which the cinema was to seize on a century later:
the bald man opens a waxworks cabinet m Madnd and,
being a skilful ventriloquist, hides among his dolls
swathed in a black cloak; or again, when the young
Count follows the bald man down the corridor, he
perceives his own head surrounded by flames in a mirror.

It 18 worth noticing the singular costume, at once old-
fashioned and rather unreal, of the middle-class charac-
ters in Caligari or Destiny. The demoniac gentleman in
Chamisso who buys Peter Schlemihl’s shadow wears the
grey, very old-fashioned frock-coat: similarly old-
fashioned is the ash-grey morning-coat of another
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lugubnious character, Lawyer Coppelius in Der Sand-
mann, whose physical appearance seems to prefigure
that of Dr Caligan. In many German films we encounter
characters dressed e Biedermeier costume dating from
the contormust period, which in Germany began after
the fall of Napolcon and continued until 1848. Tt is this
Hoffmannesque period which films such as The Srudent
of Prague or Nosferarn — the latter specifically see in 1838
- try to bring 1o life, whereas the middle-class characrers
m Caligari and Destiny merely show a vaguely adapted
recollection of i,

Costume was always 1o be a dramatic facror for the
German anema. Homunculus, that artificial creature
born n a laboratory, scems to owe all his being to the
contrast between the black of his cape and top hat and
the white of his mask-likc facc and clenched fists. The
costume of Dr Caligari, with its billowing cape, gives
him the appearance of a bat. In The Student of Prague the
Devil - played by Werner Krauss - looks like a cross
between a demon and a scarecrow when he appears at
the height of the storm, which buffets the skirts of his
frock-coat, ncar onc of the artifically twisted trees
similar to those 1 Destiny. The honourable citizen he
has hitherto appeared to be is suddenly changed, and he
brandishes his umbrella like 2 weapon.

We also need o remember the student Anselme, hero
of Der Goldene Topf. Watching the worthy Archivist
Lindhorst go off into the twilight he sees him ghde,
rather than walk, over the valley, then suddenly notices
a grey-white vulture riung into the air in his place,
and wonders whether he 1s not the vicum of a hallucina-
ton. Surcly we have here the forerunner of Scapinelli’s
change in appearance, when he becomes somebody else
swinply i the way s mommg-coat swells, wrinkles, and
steetches as ol in 3 deforming mirror,

Such transformatons carry the phenomenon of spht
personabity to it extreme. Wrapped in a cloak ‘of a very
particutar shade of brown’ (!) which Aaps around him
forming wnumcerable folds and re-folds, the odd little
man an e Abenteuer der Sylvesier-Nacdt, deprived of
hus ectection as the result of dabolical machinations,
skipy around the tavern; the image scems to multply
ttsell. ‘In the lamplight those present had the impression
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ol seemg several supenmposed tigures cavortmg like
those m the phatasmagonical scenes of Ensler

Romannc authory such as Novalis or Jean Paul, while
anticipating the Expreswionist nonons of visual debrium
and of 2 continual state of etfervescence, 1o seem
almost to have torescen the vinenia’s vconsecutive sequences
of mmages. [n the eyes ol Schlegel w Luande, the loved
one’s features become mdinanct: “very sapidly the
outhnes changed, returned o ther ongmal torm, then
metamorphosed anew until they doappeared entarcly
fromy my exalted eves.' And the Jean Paul o' the Flegelahre
says: "The mvisible world wished, hke chaos, 1o give
birch 1o all things together: the Bowers became trees,
then changed into columns of clowd: and at the tops
of the columny Howers and taces grew.” T Noval's
novel Heinrich von Ofterdingen there are even super-
IMPOSILIONS,

I s reasonable to argue that the Genman anema s a
development of German Ronunticsim, and that modern
techmyue merely lends viuble form o Romantic Gancies
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Lixpressionistic siplizations
hare no decorative aiurs; it
they had, they wonld be
uothing bt an abuse of art
amid the world” -
Paul Fechrer: Dyer
Expressionisnins, 1914.

* Leni, who had worked
withy Reinharde as a
set-designer and as poster-
designer tor the cimema and
i already direcred hlms
such as Dorueaschen, Prins
Kiwkuck, 1Me Verschinedrimg
e £ enneg, and Backseades
(with Jessner), had
ongimally planned a fourth
cpnode for Haxwarks:
Rimalde Rinaldini, whose
wax ety can, i the film,
sull be seen in the boath.

7 ’'Decorative’ Expressionism

Das Wachsfigurenkabinett (Waxworks, 1924)

If Paul Leni, the Expressiontst painter and film-maker,
patterned the essence of his Waxivorks on the ride of
Das Kabinett des Dy Catigari, he did so deliberately, tor
he was to amphfy, in his own plavful manner and using
a more skilful technique, the fairground ambience which
had already proved so conducive to myseery. Lem was a
designer, and he knew what could be done for a filim by
varattons in costume and seteing. He was thus to adopt
the formula Lang had chosen for Destiny: three episodes
set in different periods and countries.*

In Waxirerks, Leni's style, which was to develop
once he reached the Umited States, had sall not cryseal-
hized. He went further than Lang had done in varving
the clements to suit the ambience of cach episode. The
main action 1s set at night in a fairground booth. Tents
with mysterious shadows, innumcerable clecrric signs,
the merry-go-round and a gigantic wheel twring oo
welter of lights, the whole multplied by the super-
impositions which thread across the sereen ke spiders’
webs, show how far the German cinema had come since
the rather anid abstraction of the Caligari fiirground.
The third cpisode — n contrast to the two others which
are simply mterpolated mto the narrative — conunues
the mam acuon, the mighomare ot the young poet who
falls aslecp instead of writing the story of the three wax
figures.

The concept of space

The putly dough-like scttings i che episode of the
baker's wite are full of rocundines and cockied walls and
seem to have no interier traming: the corridors, sun-
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Waxworks: The four characters: Haroun Al-Rasclud, Ivan the Terrnible,
Rinaldo Rinaldiny, Jack the Ripper. The Rinaldimi episode was not in fact

made

cases (vaguely patterned on The Golem) and the soft,
yielding arches scem to anticipate the creations of
Antonio Gaudi. These sets are skilfully matched to the
bloated physique of Jannings, whose face 15 depersona-
lized by a coarse make-up. Tricked out in an immense
turban, his clothes padded and looking like some huge
spinning-top, his Haroun Al-Raschid trundles his belly
around a studio Orient. Kurtz very pertinently calls
attention to a divergence i style: at tmes Jannings 1s
the perfect Expressionist actor, but these times arc in
contradiction with others in which his ‘psychological
drollery’ 1s not far from Naturalism.

['he Ivan the Terrible episode is set entirely in a misty
chiaroscuro: specks of dust float in pools of light and
there 15 a new Impressionism, softening the harshness
of Expressionist contrast. Out of the half-light emerges
an ornamental beam, a door, an 1kon, and suddenly there
looms up the ghnung shell of a ceremonial bed.

116



'

the Haroun Al-Raschid episode, with Enml Janmings




Waxworks: lighting in the Ivan the Terrible episode

Architectural details in the first two episodes reveal
Leni’s skill as a designer. The roundness of the oriental
cupolas has a lively counterpart in the heavy turbans
worn by the caliph’s courtiers. When the town of
Baghdad appears, all light transparent curves, it is flat
like the little diagrammatic town in Caligari, which has
often been compared to the architecture in the paintings
of Lyonel Feminger. Similarly the Russian cupolas,
corms with no apparent structure, are purely and
exclusively decorative elements; they appear every-
where, flanking the palace entrance, concealing a secret
door in one of the rooms.

At the same time, Leni embraces the traditional idea
of the heavy-beamed, low-ceilinged Russian cottage.
Even in the imperial palace it is necessary to stoop on
account of the squat archways everywhere: the wedding
guests 1 the Voivode's hall seem overwhelmed and
stifled by its massive proportions.

One needs to grasp the full implications of this style.
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The low cetlings and vaults oblige the characters to stoop,
and force them mreo those jerky movements and broken
gestures which produce the extravagant curves and
diagonals required by  Expressionist precept. It the
Expressionism i the caliph episode is confined to the
settings, 11 the Russian episode it complerely wichdraws
mtoe the attitades of the characters, as when the blood-
thirsty Tsar and his counsellor move m trone ot a wall
in carcfully stylized parallel attitudes, with cheir runks
Jack-kmfed forward.

A few years later Lent was to use the same atttude in
The Man Who Laughs, made in America, when his King
of England creeps down a corndor accompanied by his
sadistic jester.

Throughout the Russian cepisode Lent strives after
this movement-restricting architecture. There are vaules
and low doorways; there is alse a narrow, plunging
stairwell, whose ominous walls make the lack of space
even more stifling than betore, Even the toreure-
chamber in the vast palace is nothing but a steep stair-
case which gives the Tsar a clear view of lus vicoms’
rcactions.

Eisenstein's fean The Terrible shows the influence of
the decorative stylizaton in Lent's hlm. Eisenstem used
Waxtworks as a meodel, particularly in the disposion of
the figures on the screen, and the way in winch they
are reduced to ornaments, their gestures frozen to the
point of a carctully claborated abstraction.

The obsession with corridors and staircases

One could say a lot about this taste the Germans have
for staircases. The attraction exerted on them by the
mysteriousness of long, dark, deserted cormdors - von
Gerlacl’s film Fanina positively swarms wiath chem, as
does Paul Lent's Car and the Canary, made in America = is
casicr to account for. In any case corridors are adeal
oppottumtics for cliaroscuro: m his tale as Majorar,
Hoffmann says: "We crossed long, high-vaulted corndors:
the wavering light borne by Franz threw a strange
brilliance in the thickness of the gloom. The vague torms
of the coloured capitals, pillars and arches scemed
suspended here and there in the air. Qur shadows moved
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* (3tto Rank has claimed
thie staircases are
representations of the
wxual act”, wlile cellary
and corridors stand for the
female sexual organ.

torward at our side like grim giants and on the walls the
fantastic images over which they slipped trembled and
flickered. ..

I prefer to leave it to the psychoanalysts* to discover
what repressions they please in thas fondness tor staires
and corndors. But, remembering the German fascination
with Werden (becoming) rather than Sein {(being), 1t
could perhaps be granted nevertheless thar thar stair-
cases represent an upward movement, the degrees of
which are represented by the stairs themselves, And we
can perhaps mter from the striking German respect tor
symmerry that the synunetry of a starcase embodies
ideas of balance and harmony.

On the other hand, it is possible that these images,
which recur so frequently, have no implications and arc
purely decorative. In Gennine Wiene again exploited the
hallucimatory power ot the starrcase he had origmally
used m Caligari, the steps of which seem to chmb to
mfbnity. It is true today chat in certan German filins the
staircase has as much inporrance as the seeps the Cossacks
march down in Porenikin,

But was it really necessary for Lang to set the chases
m the oriental cpisode of Destiny up and down in-
numerable staircases, or to show the last survivers of
Kriemhild’s revenge, Hagen and Gunther, walking down
a statrcase  hettered  with bodies? (Lemi repeats  the
Destiny  chases v lns Haroun  Al-Raschid  episode.}
When Murnau set the plague victims scene in Fanst on
the steps of an intermimable flight of stairs, was 1 merely
m order to accentuate the picturesqueness ot his medieval
town?

In a book called Akwwelle Dramanurgic, published w
1922, Herbert Thering, the theatre critie, attempted 1o
analyse the meanmg of the famous Jessnerrreppen, the
styhzed statrcases which Leopold  Jessner, the stage-
dircctor, used for his productions, particulnrl}' that ot
Faust, thering smd that the people who object thae stair-
cases, terraces or arcades are not ‘action-places’ had not
understood that these clements need to be meerpreted.
the “division of space’ being a ‘dramaturgical function’,
and that there 18 no question here merely of obtaiming a
pictorial cffeet. We know very well, e added, that the
famous lane in Williehn Tell 1s not a staircase, and that
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the action of Richard Hi does not take place on a flight
of steps. Jessner brings them in because they give him
fresh possibilities — tor the attitudes of his characters;
tor the structure, division and co-ordination of the
scenes and groupings — and because he knows that word
and gesture need to be rawnbildend: they need to build, or
create, space.

[n s excellent analysis of German Expressionism, Le
Thearre Alfemand d' Avjourd' i (1933), René Laurct in-
terpreted  che Jesswertreppen in a quite different way.
He said that Jessner used his staircases, not only to vary
the disposition of the groups of characters, but also to
symbolize their meods, to express their exaltation or
depression i visual terms. He also used them during the
dialogues to emphasize psychological or social inferiority
or superiority. So, for Lauret, the Jessuertreppen are a
symbol rather hike that which Paul Rotha and Kracauer
see in the image of the unapproachable secretary perched
on a tall stool in Caligari,

Morcover, what the Germans call Rannr s a conception
which s half mctaphysical, half rcal: the Bihmenraim
which the entices were often to discuss can just as casily
mean the Imited space perceived by the eye of the
spectator as the notion of an unlimited space created on
the stage by the poet and the extensions of the imagima-
tion. In both cases the actor’s body ‘builds space”: fhghts
ot steps allow his dynamism to asseroaeself.

Sctng aside all the psychelogical implications, this
15 the real reason tor the importance of starrcases in German
films.

The most Expressionistic episode m Waxmworks s
incontestably that of Jack the Ripper, with its shiding
corners, ars  contnually  shifting  surfaces, 15 walls
yiclding without revealing what they conceal. Tt s a
chaos of forms: riangles and rhomboids pierce space,
sudden cascades of light collide against an  infernal
darkness. The sequence of all these unconnected objects
15 completely meoherent, their form otfering no point of
support. Through the turmoil of this setiing ghdes the
phantom of Jack the Ripper (Werner Krauss), clusive,
mstibstantial. Like the surrounding space the ground is
withoutr himits, it dissolves underfoot, cracks, congeals,
becomes unreal. The Big Wheel and the merry-go-round
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T'he obsession with staircases: Asphalt

become decorative forms for a few moments, casting
shadows which resemble birds of prey.

Yet despite its manifest virtuosity this film marks
a regression, as this last episode clearly shows. Although
Jack the Ripper moves forward threateningly and the
sets open up like sliding doors, the depth-effect is botched;
there 1s no more depth here than in Caligari. In addition,
a sort of resolute perfection, an over-refined composition,
an excessive mannerism, can make the spectator feel
uncomfortable. Purely ‘decorative’ Expressionism here
ends in the same impasse as Genuine had done.

In the United States Paul Leni was to realize the
necessity of intensifying the ‘mood’ and of going beyond
mere enjoyment in the Baroque and in the use of a super-
abundance of forms. The set stops being a game or a
subterfuge and becomes part of the action. In The Cat
and the Canary a long dark corndor, light-coloured
richly-draped curtains falling over the numerous win-
dows, the enigmatic housckeeper holding an oil-lamp m
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the foreground while her black form chrows a heavy
shadow - all these details provoke an inexpressible
teeling of horror. Having learnt how to master his
settings, Lem made films which have close hnks with the
universe of Hoftmann. He no longer needed tacile
ACCCSSOTICS.

Paul Leni on set designing

If the designer merely imitated photography to construct hus
sets, the film would remain faceless and impersonal. There has
to be the possibility of bringing out an object’s essential atrributes
so as to give the image style and colour . . .

This is particularly necessary for films set wholly m a world
of unreality. For my film Waxiwverks 1 have tried to create
sets 5o stylized that they evinee no idea ot realicy. My fairground
is sketched in with an utter renunciation of derail. All it secks
to engender 1s an indescribable fAuidity of light, moving shapes,
shadows, lines, and curves. Tt is not extreme reality that the
camera perecives, but the reality of the mner event, which s
more profound, effective and moving than what we see through
everyday eyes, and 1 equally believe that the cinema can
reproduce this truth, heightened effecuvely.

[ may perhaps cite the example of Cafigari and The Golem,
i which Hans Poelzig created a town’s image. 1 cannot siress
too strongly how important it is for a designer to shun the world
seen cvery day and to attain 1t Trae Sinews . . .

It will be seen that a designer must not construct ‘fine’ sets.
He must penetrate the surface of things and reach their heart. He
must crcate mood (Stintmmng) even though he has to safe-
guard his independence with regard to the object scen merely
through cveryday eyes. It is this which makes hom an artist.
Otherwise [ can see no reason why he should not be replaced by

an adroir apprentice carpenter.
(From Kinematograph, No. 911, 1924)






"Whar do f carc about my
shadow ! Let it chase after me!
Prun awway and 1 escape from
"o,

Bt when 1 looked i a
mirror [ gave a cry and niy
bkearr shook ; for it wras not
myself £ saw but the
grimacing face of a dewon. .
Nicezsche: Alse Sprach
Zaraifstra.

"Nothing can scare us more
than chancing re see onr face
o glass by moonlight.’
Heine: Harzreise,

8 The World of Shadows and Mirrors

For the Romantics, portraits, mirror-images and shadows
merge into one vision. Hoftinann sends Erasmus Spikher.
the man with no reflection, oo a journey with Peter
Schlemihl, the man with no shadow : Schlcnnubl hugs the
torch-Iit walls so thar nobody will notice thae he has lost
his shadow, and Spikher has all the mirrors velled with
crépe.

This eternal obsession with mirrors v bnked o
fascination with hghts. The man who detaches the crépe
from the looking-glass veiled by Spikher is ac tirst unable
to recogmze hamself, he is so pale and distigured: then
he makes out a floatng figure, “gleaming with somc
magical light’, heading rowards him trom the depths ot
the mirror. The same effect 1s to be found in U ndine, the
tale by de La Motre Fouquéd, when the Chevalier sees,
in a looking-glass nexe to the wavermyg Hanie of a candle,
the doors stowly opening and a white figure entering, the
rocnl.

Mirrors which face cach other across a room are a good
opportunity for evoking the famous double: Jean Paul’s
Librarian Schoppe 1s scared out ot his wits by the four-
fold reproduction ot himselt he sees mirrored i a deserted
room, and tries to smash the illusive surfaces.

But isa mirror always a mirror? We never quite know
whether the magical murror which Dr Prosper Alpanus,
another of Hoffmann's characters, uses to proaduce
apparitions 1s really a nirror or just the crvstal knob ot
his walking-stick. In Der Goldene Topf the murrer”’
formed of sparkling ravs of light trnsy back nto
Archivist Lindhorst’s emerald ring,
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Ih German films windows, glazed doors and puddles
can also act as mirrors. Paul Leni juggled with the
numecrous facets of the stone in a magic ring, reflecting
the face of the baker Assad in Waxirorks in a dozen or so
stmultancous images. In Fariety the lenses of several
pairs of binoculars were to reflect the image of a group of
acrobats. Sinularly Pabst, in The Love of Jeannc Ney,
multiplics the lover’s nmage in the facets of a diamond.

In their trips through the looking-glass the meta-
physically-mchined Germans go much deeper than Alice
(that essentially very materialistic little girl), and of
course much further than Cocteau. The rhyme of Schein
(sceming) with Sein (being), leads them, like Tieck, to
Juggle with reality and dreams until the forms born of
the darkness seem the only genuine ones’. Life 1s merely
a kind of concave mirror projecting inconsistent
figures which vacillate like the images of a magic lantern,
sharp-focused when they are small and blurring as
they grow. ‘Somewhere, in a brighter world, there must
exist that magic lantern whose shides are painted with
landscapes, springtunes and human groups’, says Jean
Paul, Could what we call a novcl, a lifc, be nothing buc
shadows cast by these jerky sequences of fuzzy slides?

In Franz Werfel's Expressiomist drama Der Spicgel-
smensch, the ‘mirror-man’ struggles desperately to escape
from the ‘mirror-world’ which reflects nothing but
frightening malformations.

‘Finally he saw a shadow moving along the wall. This
shadow grew in the moonlight, with every step growmg
higher, broader, unul, gigantic, 1t disappeared into the
forest.” When Eichendorff writes this it is difhcult to
decide whether his taste is more for ornament or for
mystery.

Max Reinhardr had realized what power there was
behind chae kind of shadow which fuses decoration and
enigma into symbol. I his first production ar the Kam-
merspiele in 1906 — Ihsen’s Ghosts — in the scene in which
the panic-stricken mother runs after her delirious son,
Remhardt got them to pass in front of a light-source,
and 1immense shadows shot around the walls of the stage
like a pack of demons.

In German films shadow becomes an image of Destiny:
the sleepwalking Cesare, stretching out his murderous
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* Pabst’s use of shadow
in Die Freudlose Gasse (The

Joyless Streer), where the
police inspector’s shadow

appears on the
bawdy-house wall before
he goes inside, is more

decoranve. But the shadow

he uses in Dreigroschenoper,
when Peachum harangues
the mob, 1s meant to
indicate that Peachum still
has the upper hand.

Shadows: Nosferatu

hands, casts his gigantic shadow on to the wall in the
same way as Nosferatu, leaning over the traveller’s
bed or going up a staircase.

At the entrance to the chamber where Siegtried’s body
lies Hagen 1s preceded by his shadow, which betrays
him as the killer. While the lovers exchange a kiss in
The Student of Prague the huge shadow of Scapinell 1s
cast on to the high wall of the terrace. In M we see the
clusive murderer’s shadow outlined on a reward notice,
hovering above the little girl who knows nothing of the
sinister warning over her head.*

Occasionally shadow is replaced by silhouette, as in
Pandora's Box, where the dark back-lit outline of Jack
the Ripper is seen in front of a notice listing his crimes.
Or again, in Merropolis, the gigantic figures of the
stretcher=bearers removing the accident victims form a
ghostly frame around the rich young man dressed in
white. And the young woman in Sylvester keeps glancing
apprchensively at the frosted-glass window against the
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appearance of the ominous silhouctwe ot her mother-in-
law. I Taby Murnau was to use shadow as an clement of
toreboding: the spear-like shadow of the priest who will
destroy the lovers’ happiness ships across the sands and
falls on the bamboo hut where they are sleeping,
Murnau has a marked liking tor shadows: m Tle Four
Devifs all we see of the clown and the circus-manager
wrestling are immense shadows Hickering above the
heads of the ternified children. In Tabu the garland that
Martaln manages to throw over hos Toved one'’s head s
mmmediately torn away from her. Murnau shows this
white crown lymg on the deck of the boat - a shadow
hovers over it for a sccond. Then we just see a hand
which has picked it up agam, the only indication that
Matahi has understood. This passage is more cxXpressive
than any tmage of a suffering face; it was used by Mava
Ieren n one of her ‘psychoanalvtic’ films,

Most film=-makers of Germanic origin share this taste
tor shadows. It was surely no acadent when Stroheim
brought into Greed the surtace of a glized door which
profiles 2 man’s head just as he s about to enter the
room to commit his crime.

Schatten (Warning Shadows, 1923)

A complex use of shadows is met with also i Schanren
(Warning  Shadows, 1923) by  Arthur Robison, an
American brought up in Germany, who  handles
phantoms with the same mastery as his sorange illu-
sionist, the central character of the film. In addiooen o
the evocative omamental shadows cast by the hule
illustonist’s lighted candles and skilful hands, we have
shadows passing  behind the lighted window  which
German film-makers are so tond of {and which even
Murnau was to bring mto The Last Laugh), and thar
shadow of doom proclatming the imminence of a menac-
ing but still unseen character, a shadow which <hps
across the floor and reaches the person threatened betore
the real contace oceurs.

Robison has a very personal treatment of nusunder-
standimgs caused by the interplay of shadows. Behind the
curtains of a glass door the jealous husband spies upon
shadowy hands approaching, then wouchimg, the shadow
of his wife. Another shot shows us the reverse ot the
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Warning Shadows: momentous phantasmagoria

situation : the vain young woman primping and preening
herself at her looking-glass and, behind her, several feet
away, her admirers sketching the curves of her figure
in the air with their hands. Later, the husband bursts
in upon what he believes to be two hands joining, when
in fact they only touch as a result of the prolongation
of their shadows.

The ambiguity of the shadows in this film has a
Freudian inspiration. The little illusionist steals shadows
and opens the flood-gates of the repressed unconscious
desires of the other characters in the film, who suddenly
start acting out their secrer fantasies. In a momentous
phantasmagoria shadows temporarily replace living
beings, who become for a time passive spectators. The
pace of the film increases, and the slow rhythm of the
opening is left far behind.

‘Often’, says Tieck in William Lovell, ‘the world, its
people, and its contingencies flicker before my eyes like
flimsy shadows; often I appear to myself to be a shadow
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playing a part, coming and gomg and doing withour
knowing the motives for its actes.”

The mirror-illusions represent mirages of thought. In
Warning Shadows Robison makes mastertul use of the
reflections of mirrors sct at the corners of a dark corridor.
Fritz Arno Wagner's skilful camera catches in their clear
bright surfaces the undulating form of the young
woman as she goes towards her bedroom, and one of
them shows the opening and shutting of the door by
which her lover comes and goes. In this same mirror the
deceived  husband  perceives the adulterous embrace
which — significantly — he first sees merely as a shadow
cast on the curtan of the glazed door. And then the
lover 1n his turn discovers in the mirror the presence of
the spying husband.

After the murder, the husband comes back to the
mirror, whose impassive surface has kept no trace of the
mmage of the erime. By the flickering light of a chandchier
which he carries in his erembling hand he perceives the
reflection of his chaotic soul. Bewitched, turmng round
and round, on all sides he sces his disfigured face
reflected 1 other mirrors. Where can he hide? Where
can he hide from himselt? There is no way out. To
destroy himself he does what Librarian Schoppe tried
to do, he breaks the mocking polished surtace. But the
half-broken mirror still reflects the other mirror, which
has remainced intact.

Warning Shadows is full of croticism, yet there is no
vulgarity 11 Robison’s style, even when he exploits the
transparent effect of a Aimsy Directoire gown with the
halo of a chandelier unwittingly wiclded by the jealous
husband.

Thanks to an exceptional vigour of mspiration the
characrers m thas film free themselves from the abseract
uniformity imposed by Expressionism. They act with
an almost animal intensity: the young woman, for
example, i every movement of her hips, in every curve
of her arnt, 18 the embodinment of temptation and promise -
an cternal Eve,

The Expressionist actor
However, the acting, perhaps because dhe actors apply
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themselves to bringing out the notion of the wholeness
of the personality, calls for some explanations.

The brusque, exaggerated gestures of actors in an
Expressionist film frequently make modern audiences
laugh. This 1s not merely due to its being shown at the
speed of sound projection (24 frames per second); at the
original speed {often 16 frames per second) the effect can
be just as astonishing. And cven in films of this penod
which are not m the least Expressiomstic, Delluc’s La
Femme de Nulle Part, for example, or the ltalian film
La Donna Nuda, the acrors’ effusions seem over-emphatic.
The theatrical ecstasy and entirely exterior emotionalism,
the solemn, flowery titles remain alien to us; they belong
to an outworn period when all opposition to middle-
class conformism paraded as noblrsse, not to say heroism.,
To this facile exteriorization there was added a nation’s
innate exaltation carried to its paroxysm by the fever of
Expressiomsm.

One can picture those excited minds. It was a period
of inflation when cverybody wanted to live at any cost,
to drink the cup of pleasure to the dregs, to keep his
balance somchow and anyhow on the debris of normal
life. But no one could free himself from the anguish of
the morrow. The cost of pleasure went up from minute to
minute, billions of marks becoming mere scraps of paper.

For the fancy-dress balls held in many of the fashion-
able Berlin houses, dimly-lighted cubby-holes were
provided for the convenience of lovers, whose affairs
were to have no morrow. The bawdy-houses in The
Joyless Streer and Diary of a Lost Girl dispense the
implacable images of a society on the wane.

German films were long to wear the trace of this
period. In Pandora’s Box the lesbian, in order to save her
girl-friend, 1s foreed to seduce the fat acrobar; she does
so with the jerky movements of a robot, with her head
and trunk thrown back at a sharp angle to the rest of her
body. In Joe May's Heinkehr 1ta Parlo stiffens bencath
the embrace of Lars Hanson in a paroxysm which can
only be deseribed as totally Expressionistic. And
Murnau's Sunrise, during the great love scene i the
swamps, the vamp owists and wrns like a will-o'-the-
wisp, with the exaggerated movements characteristic of
Expressionism.
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According to Edschmid, Expressionist Man is to such
an ¢xtent the Absolute Being, the Original Being, and
capable of so many direct feelings, that he scems to
‘wear his heart painted on his chest’. This remark can be
applied to a whole generation of actors who exteriorized
emotions and psychic reactions in the most extreme
manner.

The views of an Expressionist dramatic author, Paut
Kornfeld, were exactly opposite to those of Hamlet. The
actor should not attempt to give the impression that
word and 1dea are born simultaneously at the moment
he cxpresses himself; he should dare to stretch out his
arms 1 a grandiose manner and give the phrase its full
declamatory vigour, as he would cerrainly never do in
daily lifc; he should in no wisc be an imitacor, and there
1s no need for him to go and take notes at the hospical
or tavern in order to play a dying man or a drunkard.
The rhythm of a large gesture has a power which is
much more charged with meaning and cmotion, accord-
ing to Kornfeld, than most impeccable natural
behaviour.

Leonune Sagan, the director of Midchen in Uniform
and a former Expressionist actress, writing retrospec-
tively m Cinewma Quarterly (Summer 1933), said that she
and the other actors of her day concentrated a whole
complex of thought and emotion into a single word
which they catapulted ar their audience. She described
how actors, ticd to their own bodily naturalism, started
behaving Expressiomstically, reducing their gestures to
a minumun of active movement; and she showed how
their ambition to become abstract led them to go too
far and become ‘soiff and academic’.

Some Expressionists recommended a slight hesitation
between cues to avold naturalistic dialogue. Others
put the accent on ‘the music of the word’, on its direct
cffect stripped of all logical or grammatical values.

If we replace stage direction by the mime of the
screen-actor, we get the expressions and gestures with
no transitions or intermediary nuances, the abrupt
incisive movements, brusquely galvanized and broken
half-way, which composed the usual repertoire of the
Expressiomst actor. The Germans, who have so pro-
nounced a taste for exclamation marks, cannot help
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Expressiomist mghtmare:! Caligar

hking unfimished gestures. The Expressionist film goes
even further in this direction than the ‘ecstatic theatre’.
Once etched with the emulsion, gestures take on a
definitive shape, stercotypes for the future.

I'his 15 why, even in 1926, when Expressionism
already secemed outmoded, m a film hke Metropolis
Klem-Rogge, playing the magician-inventor, was stll
to display those jerky movements and puppet-like
gesticulations. The aim was not to reveal the madness of
an exalted character, as has been supposed, for Brigitte
Helm expresses the sorrow or fright of the real Maria
with such brusque body-movements and changes of
expression that she resembles the bogus Maria, the
robot. Similarly, the rioting workers show faces deformed
by savage grimaces, gaping, crevice-like, unnatural.
Homunculus, in 1916, had worn the same features of
savage despair and shaken the same clenched fists. Simi-
larly, in Wiene's Hands of Orlac Conrad Veidt, like

Homunculus i feature and similarly dressed i black,
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Expressiomst death: 5)

dances a kind of Expressionist ballet, bending and twisting
extravagantly, simultancously drawn and repelled by
the murderous dagger held by hands which do not scem
to belong to him.

Still further back, Romantic authors had presented
character animated by the same perpetual agitation
Jean Paul’s Bald Man, or Erasmus Spikher, the man with
no reflection, who seems to work on elastic springs, are
forever on the move. And in Leni's The Last Warning,
made mn the United States mn 1928, Erasmus Spikher
seems to have gained a brother, a frightened little man
who hops around like an automaton.

Kurtz stressed that the rules established by the
Expressionist artist for the formation of space must be
equally vahd for the use of the human body: the
passion in a situation must be expressed by an intensc
mobility, and abnormal and excessive movements must
be invented. For the mner rhythm of a character’s life
is transposed into his gestures. The Expressionist actor,
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satd the crige Herbere Thering, had the aim ot heen-
sively compressing his role and not ot iterprenng it
with intermediary nuances; 1 is i this sense that he
synthesizes his role’.

These commentaries help te explam Kortner’s actimy
i Himerireppe (Backstairsy and even better his mter-
pretation of che jealous husband in Waring Shadows:
the close-up of his ecnormoeus face twisted into a trighetul
sneer makes 1t resemble some African demon-mask; the
crazed spinning of his body in front of the miurrors, and
his habit of projecting his arms or trunk as if o nid
himself of them, take on a partly abstract quality.

The Expressionistic  distortion of  gestures 15 the
counterpart to the distertion of objects.
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Arnold Bocklin's painting The Isie of the Dead; Siegfried



Yoo thas song of the
Nihehengen is exrremely
powerhud wnd sablime ;i i
difficnds for a Frenduman ro
tonme d sotion of it I s a
Language of stone ; and the
ivhse ax thysmed blocks. Here
and theee i the joints blood-
red Hoveers grow, _ Oy
these grant:s” passions moving
theough this epic it s even
fess possible for pou good
preapre, cirtlized and conrteons
d o dbe, B fors a potion,
Al e Cothie domes
com o fare agreed fo et
o ead phaine L8 s e
that thesr guir i3 e eaey,
thar o fowe of thes e woss
et and it dherr love-
thnizports are rather faghabie
et tlee anrerring stops a5 soon
Ao they aee seen o fly o a
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9 Studio Architecture
and Landscape

Die Nibelungen

Wniters such as Kurtz or Kalbus frequently referred o
the films made by their compatriots in terms of beseelte
Landschaft or Landschaft mit Seele, which means ‘landscape
imbued with soul’. For non-Germans, this landscape
15 a mere thing of the studio, smackmg of plaster, paste-
board and insutheient oxygen, though they will otten
admit thar a judicious use of lighting can somenmes
lend these artificial constructions a semblance of hte and
atmosphere.

The declared aim of the Expressionists was to eliminate
nature and actain absolute abstraction. Bur this was not
the only issuc at stake during this period. Béla Balizs
held that the soul of a landscape or milieu did not
always present atself in the same way. It was up to the
director to seck ‘the cyes of the landscape’: thus the
black silhouette of a brndge above a swaying gondola,
and a flight of steps plunging into the dark lantern-
reflecting water could convey the atmosphere of Venice
far beteer, even if buile in the studio, than a scene lmed
live i the Piazza S. Marco.

Fricz Lang submitted to the ruling of Ufa which,
at that time, absolutely refused to use exteniors. Yer the
borders were open again, and  currency  could  be
exchanged once more. The weather tactor was less
important than people thought since the monumental
constructions too big for the studio were alwayys crecred
on waste ground (the Gelinde) around the studios at
Tempelhot, Staaken or Neubabelsberg; shooting necessi-
tated suitable weather i any case, despite the buge
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Siegfried: approaching Brunhild's castle

scaffoldings for lights. But of course many landscapes
were built inside the studio, with the shooting stage
covered with earth, rocks, trees, moss, or artificial
SNOW.

Kurtz, for his part, declared that for a film to become
a work of art nature had to be stylized. In a film, human
destiny did not always lend itself to a natural framework,
the neutral rc;llj[}' of which was nnl)’ suited to the
documentary film. In order to make man’s destiny
understood, Stimmungsbilder — ‘mood pictures’ — should
be used. (The word Stimmung is complex and cannot
readily be translated: English ‘mood’ and French
‘atmosphere’ do not quite convey the meaning. It stands
for an atmosphere permeated in some sort by the
emanations of the German Gemiit — a highly particular
mixture of sensibility and sentimentality.) According to
Kurtz, only when a director builds his own landscape
can he give it a soul and make it play an active role in
the phlt,
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* Die Nibelungen was
made 1n two parts:
Siegfried and Kriemhilds
Rache ( The | 'r'H_Qi'nHI[(' t_‘f
Kriemhild). The two parts
were released together carly
in 1924, being shown on

consecunve cvenings.

e Ty

The Vengeance of Kriemhild : Arla, the black knight

On a par with lighting, which gives depth to people
and objects, landscape becomes a ‘dramatic’ or ‘drama-
turgic’ factor in German film-making. Kurtz maintained
that there are close links between landscapes and human
beings. The appearance of the set should emphasize and
accentuate the tension of the scene. Expressionism
constructs its own universe, it does not adapt itself to a
world already in existence. (‘Every landscape’, Novalis
said, ‘1s the 1dealized Body of some form of Mind.”)

The veil separating Nordic man from Nature cannot
be torn down; so the Germans, narcissistic in the extreme,
construct an artificial Nature, the only one to which
they have access.

Seen i this light, the most successful of Die
Nibelungen's landscapes* (designed by Otto Hunte and
Erich Kettelhut, and built by Karl Vollbrecht) are, not
surprisingly, those which approximate to the atmo-
sphere of a barbaric Valhalla. The arid and desolate décor
of desert-like rocks through which the heroes make their
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way towards Brunhild’s castle, looming before them ke
a fAame-shrouded rock, and the honzon of cold sky
behimd che sombre stones where the struggle with the
untamed virago 1§ taking place, are visions stemming
straight from the Germanic conception of Darkness.
The landscape of gnarled branches in which the under-
world creature Alberich, flexing his spidery  fingers,
lies m wair to strangle the Bright Hero, is vibrant with
mMystery.

For his studio landscapes, the artist in Lang attempted
to bring to lite certain famous paintings. When Sicgfried
crosses the forest on his white charger the model is
Arnold Bicklin's nymph on a unicom: hght spills
against the tree-trunks, between which mists rise, shadowy
and indistinct beneath a rrellis-work of subdued light
filtering from above.

by the same way, the Aower-flecked meadow lined
with young birches, whose slim white trunks stand out
against the rocks, is a synthesis of two other pictures by
Bicklin. And the shot of the kmight, Attla, clad in his
black armour, rising up against a spring sky ncar a band
of naked, garlanded children, is a faithful replica, as far
as | can recall, of an engraving by Max Khinger. Lang
places his actors m these landscapes with a precise
feeling for space, transforming them into points of
reference m o the design. In The Revenge of Kriemhild he
was to rementber the decorative value of these trees: in
a wmter landscape Sicgiried’s widow knecls at the
sacred spot where her hero died, framed by two birches
above the snow.

The décor of the flowery meadow in which Hagen
kills Sicgfricd has the same mellowness as that in which
the love-scenes between Siegfricd and Kniemhild rake
place, beneath a tree in full blossom. This likmg for
cloth, paper or wax flowers (an artifice which Stroheim
with a kind ot Germanic nostalgia and nor a hittle irony
brought mto his filins} someames results, in the hands
of German blm-makers, in an extreme mawkishness.
Even Murnau is not free from it, as shown by the
burgesses” Easter stroll through a picture-postcard village,
or the flower-crowned children dancing round Gretchen
and Faust in a studio-springtinie meadow.

The more restrained Wegener never succumbs to the
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Paul Richter as Sicgfried

temptation of the Edelkitsch of Bécklin and of so many
German film-makers. He does not sugar the Stimmung
bathing the marvellous dance in the Ratrenfanger von
Hameln (The Pied Piper 1_:,1" Hamelin), nor the image of
Aower-crowned children in a studio-shot sequence in
The Golem. But other German film-makers were deeply
affected by this false naivety, this Burzenscheiben-
romantik, a fin-de-si¢cle Gothic. The influence of Moritz
von Schwind, the nineteenth-century painter, and the
engraver Ludwig Richter, whose compositions abound in
blonde-tressed, opulent-bosomed and curving-waisted
chitelaines leaning over the battlements to wave a
tender farewell to some beplumed troubadour — what
the Germans call sinnig, innig, minnig — was disastrous.
How far all this i1s from the flower-garden and ideal
nature of the setting which in Gasta Berlings Saga har-
momizes so well with the fragility of Greta Garbo!
Expressionist landscapes are much harder to do well
than purely architectural abstractions. Never again was
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Studio Nature: Siegfried in the forest, and the cement trees under construction

a film able to attain the plainness of Caligari, so simply
won by the use of flat trees and of paths whose subtle
variations in texture even achieve an impression of colour.

Lang’s masterly chiaroscuro has produced some
poignant images: on the drawbridge, where we have
already seen the glorious hero at the head of his vassals,
a group of warriors bears Siegfried’s body home on a
stretcher. The procession is distorted by the flickering
lights of the torches, shricking across the dusk like
cries of grief; Siegfried’s charger is ghostly-white, and
the wind plays in the luminous locks of hair framing the
shining face of the dead hero.

The same wind of ill omen, which had swirled among
the dust on the drawbridge before the appearance of the
procession, buffets the curtains in Kriemhild's bedroom.
The menace of destruction is always lurking in the
morganic world: it is the wind that shakes the bedroom
curtains at the approach of Nosferatu, the wind one
notices when Gretchen is on the point of yielding to
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Faust's embraces. Even Pabst, the so-called realist, can-
not forbear to use its psychological effect in The Love of
Jeanne Ney: the curtains quiver in the room where old
Ney lies murdered. Paul Len was also to use this device:
m The Cat and the Canary, a ghostly wind billows through
a row of heavy curtains lining a narrow corridor. The
wind again plays a dramatic role in Destiny: it swirls
among the dusty grass on a barren slope before the
appearance of “weary Peath’. Iris a device which has gone
mto the language of the cinema.

Geometric grouping

The counter-balanced architecture v Die Nibehimeen s
not in the least Expressionist, although Expressionist
principles govern the stylization of the vast surfaces found
1w this ilm. Lang's theme necessitated the use of massive
frescoes, for the composition of which he resorted to the
monumental proportions scen as befitting the Germanic
mind.* Langbchn, the author of Rembrandr als Erzielier,
had alrcady held that German Kiltur was wrought in
granite, from which material it was impossible to carve
anything but massive shapes, which was why the Ger-
mans’ ultimate aim was to ‘monumentalize’  {(monn-
wicittalisicren).

The massive architecture in Die Nibelnngen  con-
stitutes an ideal setoing for the stature of its epic heroes.
Ayming for spectacular effects, Lang broughe life to the
grandivse rigidity of the architecture with a skilful use
ot hghung,

He has a2 marked preference for symmetrical and
contrapuntal arrangements: the heavy gateway leading
1o the Nibelungen's treasure-vaule is flanked by two
tall characters  (Kriemhild and Hagen); on another
occasion, a sigle Hyure stands carcfully tramed in a
doorway under an arch. He arranges the actors in his
fandscapes according to an ornamental design of which
they become the pomts of reference: Siegfried leaning
towards the spring is placed i such a way that his head
comes just m tront of the bireh in the centre of the screen;
when he v wounded he rises up for a moment in line
with the saime tree.

I e Nibeluigen nothing s lefe to chance: Hagen, on
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the look-out tor the arrtval of Kriemihild, sics ay sull as o
statue, with his sword resting across lus lap. Brunhild.
standing among the rocks on the look-out tor the hicroes
and thetr escort, 15 no more than an oblique silhouctte
agamnst the grey sky, with the aurora borealis glimmerning
m the background. It sonie scenes o the hlm were
mspired by pamtings, others, if the hlm were stopped
at the night moment, nught well be pandngs m thar
own nght.

The grouping  falls under the heading of  pure
ornamentation, as i many German films, Two wdenncal
wings are often placed about a more imposing centre:
Caligart seated at his desk 1s ke an cnormous spader,
with his arms resting on two piles ot books of cqual
height; e Destiny, me frone of an mpassable wall, che
burgesses walk backwards and  forwards together on
cither side of “weary Death’. The efect 15 achieved by
rapid cuteing.

A strictly Cheraldic” composition of  symmetrieal,
Juxtaposed masses shows aeself to be even more expres-
sive — that 1 which Siegiried and Ginther perform the
age-old rites of blood-brotherhood, Hanked atang paradlel
lines by the king’s two brothers and Siegtried’s two
brothers=at-arms; the all seaure of Hagen behmd them
gives a fimal e;miphasis o this methodical arrangement n
three dimensions.

Although Lang takes decorative stylhization a step
further than Remhardt, the fater's inHuence remanns
apparent. Traces of the way m which groups were
treated at the Grosses Schauspielhaus are to be found
the scene in which the two queens clash on the cathedral
steps: the separate ranks of Brunhild™s and Knemhld's
tollowers, dressed  respectively it watorm dark and
hight tones, come violently together in che torm of an
mverted V. But the rectangles or squares ot the groups
of warriors — somctimes filmed in birds=cve view, when
they form gigantic mosaic designs sinular to those which
Lem Rictenstahl was to film in her Frivenplt des T itens
¢ Prisanph of the 1¥HL 1935) are not entirely drawn trom
Reinhardt, bue may well be a reminiscence of the ught
aroupings of the Sprechchore, the Expressiomst rhvthmcal
choruses,

In Die Nibeltingen also, the isolaced human body s
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treated as a decorative element, absolutely static, de-
prived of individual life and frozen i its symmetry.
The horn-blowers, for example, stand out against the
limpid sky as architecturally as the gleaming drawbridge
jutting mmto space. The numerous extras arc also de-
humanized: for instance the row of warriors, spaced at
regular  intervals, draw  themselves up mto  strictly
identical postures following a very precise rhythm, and
Hanked by their swords and shields; a rising zigzag
pattern turns their chain-mail coats into plane surfaces
barcly seeming to cover human figures at all, and seen
from behind their helmets give them the appearance of
indestructible pillars. They take up position in front of
the kings and heroes hke a palisade, giving these shots
a certain depth while sceming to mask the background
altogether.

A similar depersonalization is to be found 1n a sequence
from The Vengeance of Kriemhild: i the chapel where
Siegfried’s body is entombed, Kriemhild's serving-
women, almost faceless and bodiless i their geometric-
ally-patterned head-dresses and the vast folds of their
heavy capes, surround their mustress o front of the
sepulchre; their bent postures follow the curves of the
vault, which forms a perfect semicircle, recalling an
apse adorned with precious mosaics.

In order to land from the boat which has brought her
to Worms, Brunhild walks along a pontoon composed
ot shields, which are held up horizontally by two rows
of warnors standing in the water. The water comes up to
their necks and their helmets are thus no more than the
ormamental rim of this improvised gangway. Other
figures make up a guard of honour on the bank, but
their human  appearance is bkewise almost entirely
suppressed: their silhouctees 1 outline againse the horizon
form a kind of wrought-iron screen,

The second part of Die Nibetungen, filmed 3 year after
the frst, displays a rather surprising change of style.
The Vengeance of Kriemhild is less static; morcover the
theoie teself - more vehement, dynamic and colourful -
necessitated more movement. The solemn, epic slowness
of Sicgfried, that melancholy chansan de geste lament-
mg the death inficted on the fair-haired hero, has given
way o an intense acceleration of destiny, a thundering
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The Vengeance of Kriemhild

crescendo which sweeps those responsible for Siegfried’s
death to their destruction.

This new pace loosens the decorative groupings,
brings the studied composition of the heraldic forma-
tions to life and makes them more Hexible. Lang comes
back to studied compositions once the Huns give way to
the Burgundians (the coffin-like stiffness of the three
ceremonial beds stands out against a background of
sumptuously variegated hangings), but as the court at
Worms is gradually left behind the stanc element
diminishes in importance and only recurs from ume to
time as a distant echo of lost grandeur, henceforth
unattainable. Even at Worms the monumental element 1s
occastonally humamzed: Hagen, situng on the draw-
bridge and swinging his legs with an iromcal case,
watching Kriemhild leave for her new kingdom, 1s
deprived of all sculptural solemnity, and no more than a
bantering spectator. Heine's ‘towers of stone’, throwing
themselves at each other’s throats, have lost something
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Siegfried

of their awkward weightiness, and these heroes appear
much less grandiloquent in their fight to the death than
when slowly making their way down the rows of warriors
to the dome at Worms.

Lang is wrongly accused of having depicted the Huns
as a mixture of cavemen, savages and redskins. They
never walk upright; they never lift their faces towards
the sky with the noble arrogance expected of the
Germanic hero: they slither like slimy reptiles or else
skip around, bent at the waist and knees, 1n a sort of
strange squatting posture. It is enough for a Hagen to
deploy his height to send these wretched offspring ‘of an
inferior race’ scuttling away like rats. It should be
obvious that Lang's intention was merely to vary his
characters and their attitudes in the name of a novel and
surprising dynamism. The racial implications were due
to Thea von Harbou and Ufa.

As his interest in stylized composition lessened, Lang
developed a fondness for the new colourful atmosphere
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he discovered in folklore. The ornamental clement gaves
way to an clement of continually changing picturesque-
ness, and his style and hghting became more fluid and
diffuse. His chiaroscuro comes to life, swaying and
dippmg; the movement becomes frantic; shadows
mhltrate mto the zones of light and the kaleidoscopic
ammaosphere; the immovable Kelossal s abandonced, and
the pace becomes as panong and  breathless as the
heroes e their fight to the death. Horses gallop wildly
across the vast steppes with their manes streaming in the
wind; caverns gape in the carth, exposing the teeming
Iife underground; demons cavort on the warpath in a
dance of death. Ambushes, destruction, felony abound
on all stdes; ar every step there arc explosions of in-
deseribable savagery, and the stench of blood leaps in
the bitter air; weapons clash in clouds of dust, and
wreaths of smoke wrap round the few survivors like
snakes secking to smother them to death.

Cerrain ornamental tendencies persist: the 1dealized,
almost daficd Kricmhild, a Germamic Electra-whom-
her-mourning-becomes, sometimes  (despite a  certain
resemblance detected by Georges Sadoul to the stylized
Germanta on old postage-stamips) has the inaceessible
goddess-like bearing found in Theodora, Empress of
Byzantoum, i the Ravenna mosaics.

Eisenstein was struck by the ornamental ctfect of the
square helmets like that worn by Ridiger; he remem-
bered their barbaric shape and used them for his Teutonic
knighes i Alexander Nevski.

Lang. once of the dircctors who, like Murnau, deliber-
ately prolonged discussions on the mifse-cn-seene ot the
film, knew well what the contribucion of his cameramen
was. For example, in the programme notes to Die
Nibelungen, m 1924, he distinguishes between the work
of Carl Hoffmam and Rittau: “What [ dreamre up, as a
painter  wishing to cvoke the plastic image, Carl
Hoffmann accomplished, thanks to liis effects of light
and shade. . . . He knows the seeret of how to photo-
graph a woman. He can capture her tace m such a way
that not only the woman herself but all the psychical
content of a scene is revealed - thanks to a gling m the
corner of her eye, a shadow that passes over her fore-
head, or a highlight of her temple” And Lang
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writes of the second cameraman, Rittau, whose great
capacity for tirclessly atuwempting new experiments he
praises: “He attacks the plastigue of the film through
mathematics.” To Rittau Lang owes some trick shots; it
was thanks to Rittau chat he was able to make the figures
turn to stone i fulfilment of Alberich’s curse as he is

killed: "What 1 made of stone must again become
stone’,
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10 The Expressionist Debut of
a 'Realistic’ Director

Der Schatz (The Treasure, 1923)

It must be said at once that Der Scharz abounds in
marvellous mmages, sculpted by light out of darkness.
Yet it is further from Reinbarde than Oswald’s and
Buchovetzky's films from the same period. Pabst’s model
was the 1920 Golenr, and it his bell-founder has so great
a resemblance to Wegener’s Rabbi it is not simply
because the two roles were played by the same actor,
Steinriick. It is characteristic of the period that a film
as advanced as Warning Shadows can exist side by side
with a film which seill faithfully follows the precepts of
1920.

Pabst had the German taste for Expresstonist ornament,
When the  bell-founder’s wife runs up carrying an
cnormous tray she is nothing but a head ser upon a
welter of putfy skirts which make her look like the
pot-belhied bells smelted by her husband. Or there 1s the
bole-hike shaft of a pilaster over whose branchy fluting,
spanning  the conjugal bed, the camera lingers mter-
minably,

That a dircctor of Pabst’s quality should have made
such a début gives one pause. It is astonishing enough to
find ne trace of his strong personalicy: any Expressionist
director duly impressed by the beauty of chiaroscuro
could have made this film. Bue what is espectally stnking
is that Pabst, whose prime quality later was to be his
complete grasp of editing, has strung the shots together
end-to-end with a monotony and a lack of imagmanon
which cannot be ascribed solely to the clumsiness of a

171



begmner. The shots are long, heavy-handed, over-
expheit or simply banal. Every psychical reaction in
every character is shown for too long with too many
close-ups. These psychological analyses which, contrary
to all Expressiomst precept, are handled quite natura-
listically, foreshadow the technique which Pabst was to
make his own later on. But we arce still a long way from
the judicious choice of angles and the psychological
penctration of the Pabst of Pandora's Box.

In Der Scharz an occasional image foreshadows faintly
the Pabst of the orgies in The Love of Jeamre Ney. The
three characters who discover the treasurc, alrecady
drunk with joy, start drinking, and Pabst details the
situation voluptuously, revellmg in 1t with all his taste
for degradation. But the scenc does not have the force
or the authenticity which he was to succeed m giving
to similar scenes fater on. We can detect a rather curous
styhized Naturalism and the use of certain imodels: his
knotty, soft-nosed peasants with their faces apparently
carved out of wood, and his drinking scenes, are in the
manner of Teniers. Scroheim’s Greed offers us much
more striking and revealing aspects of concupiscence in
a senies of swift images showing a process of unre-
mitting abasement.

Pabst shows more skill in another scene, that of the
murder-attempt while the bell-meral is being smelted:
the greedy founder and his jealous assistant spy tharr
chance when the young goldsmith is almost swept away
by the molten case. But the lease details are distilled with
a grum, nerve-jarring slowness.

For this débur Pabst used all the Expressionist para-
phernalia: the bell-founder’s house is squat, round,
and bulging, with no apparent structure bencath its
clayey masses; its ceilings are low and stifling, its mam
room is hike a mysterious crypt. The main influence felt
is that of The Goleni: those thick, rough dilapidated walls,
famibar to us alrcady from many a German film, lurk
like carnivorous plants ready to devour any mortal who
comes close. There are staircases everywhere, and on all
sides dark sunken corridors lead off with sudden steps
and sharp curves. Here and there in the darkness we
perecive a narrow window dimly lightung fragments of a
buman figure or a gloomy chamber. And then there is
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Werner Krauss, as the weird treasure-hunter, who goces
off with a lantern hidden under his jacket, the snfed
glow giving an uncanny transparency to his bloated,
mtent face. The furnace fire and the incandescent streams
of molten metal add to the lighting effects; objects are
wreathed mthe mounting funcs, the chiaroscuro swells
and glows and finally, at the end of the filmy, this Expres-
sionist dwelling 15 consumed by an enormous confla-
gration.

There 15 a constant preoccupation with the picturesque
qualities of light and gloom : the peasants sit at the mn-
table in the di hight of the hanging lamp, recalling many
similar Stipnmngshilder, When Krauss goces off mto the
dark to sclect a divining-rod it secms like the prelude
to a scene in Murnau’s Faust: through the harshly ht
brambles beneath the glinting dise ot a studio moon the
undergrowth appears like the bones ot a skeleton.

Several times over, and at length, Pabst shows the
solitary shadow Krauss casts on the wall as he crawls
along holding his divining-rod m scarch of the coveted
rreasure. Or clse the young goldsmith appears in silhou-
ette, framed in a doorway, betore the door closes on the
two lovers embracing in the vines. In short, all the
clements of the classic German film are present, but
there 1s nothing as yer to make us anticipate with any
confidence the qualty of the films Pabst was later to
make.
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11 ‘Kammerspielfilm’ and ‘Stimmung’

Histories of the cinema tell us that the suppression of
titles is one of the main characteristics ot che Kammier-
spietfilm. But what of its origins and signiticance?

Once again we need to turn to the wachings of Max
Reinhardt for an answer. One day, while rehearsing a
very subtle piay in which the characters” psvchical
relationshups had to be brought out discreetly, Reinhardr
sighed: *Of course, | saw your gesture and understond
your look. Bur I'm on the stage. Will the spectators in
the back rows and, above all, those i the gods be able to
do the same?”

This was why he finally created an intinate theatre,
the Kammerspiele, with dim lights and warm-toned
wood panclling, i which an ¢lie (not more than 300
spectatorsy could feel all the significance of a smale, o
hesitation, or an cloquent silence. Heinz Herald, one ot
his collaborators, to whom we are mdebred tor this
anecdote, says: IE an actor needs to it los whole arm
at the Grosses Schauspielbaus, he need ondy mave hns
hand at the Deutsches Thearer; and at the Kammerspicke
it's ¢nough i he moves a finger.”

Hintertreppe (Backstairs, 1921}

Hintertreppe, a filme by the stage-director Leopold Jesner.
is a KNamnerspicltpihn betore its e, Paal Lenr worked
on the art-direction wath him, and Lem's talent went o
creanng a mood which, with the help ot the sets, »
spell-bindmg. The famouws vard m The fast Laughs seems
tame compared with this one by the backstairs, which

-
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serves as a framework for the pitiful drama of the mad
whose letters from her lover are intercepted by the post-
man, mmselt in love with her, and who concludes she
has been abandoned.

This intimist drama moves at a very slow and heavy
pace, tn a very German, over-insistent style, and this
despite the use of certain ellipses drawn from the theatre.
For instance, we are not shown the murder scene; all
we see when the bolted door has finally given way is a
sort of tableau: against the wall the murderer is caught
in an oblique attitude ~ the Expressionist attitude par
exeellence - sull brandishing his axe over his victim.

What shocks us today in this film 1s the violent break
m tone bevween the styles used. Alrcady the main staircase,
heavily overladen with ornaments in a lower-middle-
class style, jars with the Expressionistic rendering of
the shabby, equivocal back-stairs. Similarly the postman’s
sordid basement contrasts with the drawing-room
furnished with plush emyporium armchairs and artificial
palms.

The acting reflects this contrast. Henny Porten, brim-
ming with sentimentalicy and far too fat, plays natural-
istically, as if this were a film by Carl Froclich. On
the other hand, Wilhelin Dicterle, vastly different
from the young over-tfed baker he played in Waxirarks,
is here enigimaung, rather restrained, in cvery way Expres-
sionistic. He follows the rules to the letter and his move-
ments are mechanical and jerky. As for Fritz Kortoer,
a better actor than 1icterle, he manages to adapt the
rules to lis role. Everything is motivated: the slow
reactions of a poor indecisive man scared ot love, the
hesitations of an outcast of fortune who, having won
his happiness by dint of guile, stops wanting to belicve
it Clutching his wine-jug tenaciously, he succeeds in
makimg  his suff attitude  plauvsible. This insuncrively
Expressionisnge actor blends into the setring,.

Middle-class characters with coarse make-up loom up
to witness the drama with  mechanical, robot-like
gestures.

Another clhipse: we first see the maid on the roof m
despair, then the neighbours, in a very ‘naturalistic’
gesture of pity, suddenly lean out over the pavement,
and we guess at the dislocated form of the suicide below.
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* Avany rate, this s what
Lupu Pick alwavs clomed,
but Hacksrairs, also written
by Muaver, i likewase
wathout ttles, ad secms o
betle carlver than Pick's
htma Only a few fln-
makers realized all that the
paces optical Amdity and
dramanc tensian of a
areative hud o gam from
his techmique. Robison, tor
cvample, used no ttles
Favnrmy Shadows; those
swen m todav’s prines were
added by g zealons
distribuwtor. For ather tilin,
of vourse, ttles constinure
cwental rhyehmecal panses,
but thas s not the case with
tbrny whone psvehological
wostans and peripetins
i L LIE 41 l]]l.' mbrmale n'J]L‘
o the Kampierspicle.

Probably it is on account of a fundamentl opposition
between the Kamnierspicle — intinist, psychological
and the twechmques of Expressionism that this work,
overrated by the cinemia-histories {(in which everybody
copies everybody else’s opinions), today appears rather
disappomting.

Paul Lent 15 10 no way to blame. We only need to see
his other films to realize how little he had to do with this
ong, made as 1t was by che man ot the theatre, Jossner.

Scherben (Shattered, 1921}

The Kammerspielfitm, as it was conceived in Scherben
(1921) by Lupu Pick, isthe psychological ilm par excellence;
1t was to comprise a limited number of characters living
in an ceveryday ambience. Thus Pick deliberately went
counter to all the Expressionist principles; and he persisted
in this anu-Expressionist atritude long atter Expressionism
had died out. During the sound cra, reminiscing
about a film by the rather commercial director Carl
Boese, Die fetzie Droschike von Berlin, in which he plaved
2 sentimental cabman in arms against progress m-the
shape of the motor-car, Pick said that this filny was "a
naturalist slap m che face for the Expressionist snobs’.

The scenarist of Scherben, Carl Mayer, who wrote
the scenano ot Calfpars with Janowitz, brought some-
thing new to it: wishing to have an ¢lite of spectators
capable of guessing whar was happening in the characrers’
minds, he suppressed the ttles. *

Lupu Pick’s mwerview with a journalise from Cind
monde in 1930 was significant: he pointed out that he
had always been prone to go against the tashion of his
day, first of all in Scherben, ‘unloosing the avalanche of
psychological filmy’, and then in Sylveseer, tryimg to "go
bevond psychology and reach mctaphysics”

Scherben is the simpler film, Pick, extremely senstove
to atmaosphere, contrives to give sonwe rehet’ o this
melodrama of a railwayman’s daughter seduced by an
inspector. The father avenges the outrage by klling has
superior. For the naturally hicrarchicallv-minded German
that he is, this 1s more than daring, it is real heronm,

Compared with the more complicated and complex
Sylvester, Scherben is stark and contains few symbols. It
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15 life as 1t s lived, simple, dull, in a harsh and bicter
countryside: railway wracks at night, scattered drifts of
snow, dark pinc-trees; the signal-levers, words tapping
out on the telegraph; the trudge across the rails for the
round of inspection with the heavy lamp casting a few
inches of light in the darkness; no sun, nothing but long
winter everings and nights when the wind blusters and
meals are taken in silence.

And for the women: solitude, washing that will not
dry, the cternal round of meals to prepare. Perennial
chiaroscuro, heavy, dense, stifling: the pale glow through
the window from the snow outside; the lamp, when
lighted, shurting in one end of the room behind a wall
of gloom.

Then the storm, howling, buffeting the door, smashing
a window-pane. The only concession to symbol so far:
the fragments of glass, the Scherben, which the girl picks
up indifferently and throws into a bucket,

Nothing but railway lines in a melancholy grisaille
landscape. The express, which usually thunders through
at full speed, stops — but only to bring a stiff and in-
different inspector. Nort too indifferent, however, to
notice the girl scrubbing the statrs. During a decisive
moment we sce nothing but a pair of polished jackboots
pausing on the stairs. The seduction sequence can have
no place at all m this drudgery; it is passed over in a
matrer of seconds. We see no tenderness, just the dis-
covery of guilt. The mother wakes up and smashes down
the bolted door with an axe; the inspector appears on
the doorstep, soff and haughty, the girl huddies i the
bed trembling wich shame.

And then immediately the mother s running des-
perately away across the snowy paths and collapsing
at the foot of the wayside cross.

Though neither film has titles, the skilful ellipses Mayer
and Pick managed in Schierben contrast with the prolixity
of Sylrester. The mother’s death from exposure is passed
over, in the same way as the seduction scene. That she
has not come home is revealed by the world of objects:
the enormous back of the alarm-clock in close-up as
it rings insistently next to an empty bed. In this silent
film, in which the tmage has to interpret sound, the point
is made by returmming to the vibrating hammer several
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times over. A similar close-up of the back of a hammermg
alartmi~clock interprenng sound in visual rerms s roun_d
at the beginning of Backstairs; bur there the sense 18
humorous — Henoy Poreen is unwilling to get up — :_md
does not have the same tragic msistence. Here the object
becomes the poignant symbol ot death, of a r:lcso]atc
emptiness, and the symbol is both mecaningtul z}nd
motivated, like the serawny branches ot a shrub beating
agamst a window or the uscless wind-beaten scarecrow
in front of the house before the mother discovers the
inspector with her daugheer. .

Then we see the ralwayman bringing home the stiff
body of his wife and laying it on her bed. There are no
exterionzed signs of sorrow. Later, in a heavy stupor, he
transports the meagre coffin on a wheelbarrow across
the sad grey countryside to the cemetery., .

What mrerests the two authors of ths il‘ltl‘.’l]'lﬁ]g(;llt]}"
absolute Kansmerspivffrim arc the slow, heavy reacoons.
Maoy moments pass while the old man stares at the
empty bed; many moments also while the girl SplCS_Oll
hint i the narrow cornidor. Every emotional reaction
becomes significantly ponderous, as if these characters
were not accustomed to expressing themselves,

The acting is curious, half Expressionist, half natura-
lise. Only Werner Krauss, as the old father, succeeds m
giving depth o s clumsy stupetaction ar the tragic
events which cranstorm his roudne world. The two
wonten {the daughrer is played by Edith Posca, Lupu
IMek's wife) have sudden convulsive movements of mind
and body, and writhe in their despair.

Nevertheless Maver and Pick succced in creating a
Stimnnmy vibrant with wild pocetry, the intensity of
which appears to vary proportionatcly with the ill-
fortunce falling upon the characters.

The daughter, after vamly begging the passing lover
to take her away with him and after being rejected,
meites her father to act: itis a murder without grandilo-
quence. Then the old man trudges off to wave down the
express with his lamp and give himself up, We know
that this image was tinted red in CONteIMporary prings,
and the nde - <he only one in the film - wording the
confession makes the sereen almost burst.

Here Mayer and Pick give o free rein to their liking
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tor symbols: the anonymous, unfeeling passcngers in
the restaurant-car are seen dining gaily and with appetite.
This intennional contrast between the idle class and the
very poor is presented insistently and at length, as it
was to be tor the shabby suicide and the indifferent
crowd of revellers in Syfvester.

Then, anether emphatic symbol: the camera slowly
focuses on to the fragments of glass in the bucker — the
debris of three destinies.

Sylvester (1923)

Although - he professed indifference 1o fashion,  the
Rumamian Lupu Pick whole-heartedly cmbraced the
spiric of the German Welranschaunmg., “When 1 read the
scenario of Sylvesier’, he said in his preface to the published
version of 1924, ‘I was struck by the monf’s eternal
aspect. And [ intended to transmit to the spectator the
feelings | experienced while reading 1t, But in the course
of filming, new perspectives openced up. [ realized
that [ had to do with a subject as vast and eternal as
the world, masterfully condensed into the events of
an hour (the last hour of the year, as it happened) which,
mstead of being used for reflection, for withdrawal
into oneselt, is merely the occasion for festivities and
noisy joy.’

Mayer's aim in choosing this time-setting was purely
symbolic, and this was what surred Pick’s enthusiasm,
New Year's Eve and the ambiguity of the hour between
cleven and madnight, when the old year gives way to
the new and the Sefn (being) collides with the Werden
{beconung), had already awracred the Romantics. ‘For
New Year's Eve’, writes Hoffmann, ‘the Devil always
keeps some partcular wandfall moreserve for me. He ts
skilled m plunging his steely claw into my breast ac the
right moment, and with frightful irony, in order to
teast his cyes on the blood spouting from my heart.” It
was this irony of an absurd destiny that Mayer and Pick
set out 1o underhne.

One may sk what the amm of these artistic German
directors was. "This book’, says Pick, ‘fulfils the con-
dinons of a scenarto because, when we read it, e suggests
eelings which move us and is not composed of merely
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visual clements, Seefnrg the three characters confined
within a narrow framework and tearing cach other
apart, we experienee with cach of them the particular
sorrow which results from the fact that they wane to
show kindness to cach other and cannot. Sceing this
drinking, this explosion of jov, this celebranon of the
Umiieelt (the world around them), we feef all these
creatures so renmtote from cach other rush forward, fail
to make the human contact they seck, then lose cheir
way m life. In short, we jeef the curse which weighs
upon humamty: to be subject to the conditon of the
beast and yet to be capable of thought. We become
conscrous ot this it we wish to feel and not mercly o
see)”

Carl Mavyer adds in his foreword that, apart trom the
kitchen, the dining-room and the tavern, all the other
scenes and places are merely Usnivelt. This Unreelt,
imbued with a kind of magic, takes on a particular
meaning. Pick savs: *The composition of this “hgheplay™
seems to me o be novel because it encloses the acthion
withm a hmited framework, giving a major role to the
Cmieelr without mvolvimg 1t m the acton proper, which
would be banal. The Unnivelt must constitute the base
and symphomie background of a particular destiny, and
thus become the emblem of a principal idea.”

A number ot shots of this Unneeft have disappeared
trom modern prints: the cternal, infite sea, the limie-
less skv, a cemetery o owhich skeletal branches and
harshly bt crosses stand ount aganst a black sky, a vast
deserted heath stretching as far as the eye can see, a
forest in which the bole of cvery tree looms up as a
black shadow m the sufling gloom; and all this scens to
become sull more limitless when the camera tracks back
to reveal the whole Jandscape.

Thas anpeelt partiaipates “ssmphonically” m the action:
a storm breaks., the sea erashes against che cliffs in giganne
waves, the trees bend, And ar the end, after the banal
swicide ot a human being whom nature does not even
degn o nodice, evervthing returns to normal, cvery-
thing quictens down. cvervthing comes bhack to the
cquilibriom of the eternal elements.

The Umieelr, varied by a simple mcident,” says the
cditor ot the seenano, Ernst Angel, s mterpolated not
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as accessory action or reaction, but as accessory rhythm,
in or out of tempo, as a symbol reinforcing and amplify-
ing the given facts of the drama: it is introduced in such
a manner that in places, at certain decisive moments, the
action 1s apparently halted and can only continue pas-
sively, almost secretively, by means of an intensifica-
tion of the Umiwelr, which is not really independent but
disinterested, so to speak, and which withdraws as the
action 1s taken up again.’

Carl Mayer’s scenario 1s worth analysing mn depth
because it contains an abundance of other elements which
help us to understand the classical German film. In the
fifty-four ‘images’ which comprise the scenario there is
virtually none in which Mayer does not define very
precisely the lighting intended to create mood. From
the beginning, with the fade-in of the tavern, we find
the instruction: ‘The tavern. Small, low-ceilinged. Full
of thick smoke. And! In the wavering light: tables!” Then
at the end of this ‘image’ in which a guest teases the
young woman: ‘She laughs more and more. And every-
body starts laughing again with her. In the smoke, the
light and the hazy glow. Describing the movements of
his characters, Mayer frequendy interjects such short
phrases as: ‘While all this Betrieb (coming and going)
takes place in a smoky atmosphere’ or ‘The man. He is
busy. In the wavering Betrieh of a hazy lamp.

Every presentation of the tavern has the same indica-
trons: ‘Tavern. Gloom. Smoke. Dim lighring’, while the
clegant night-club opposite, its counterpoint, has: *Smoke.
Dancing. Music, Lights” and opens ‘in Glanz und Licht’,
shimmering with splendour and light. The presentation
of the smoky tavern is much better done than that of
the elegant night-club. Mme de Staél had already noted:
‘Stoves, beer and tobacco-smoke form around the
German common peopleakind of warm hecavy atmosphere
which they are reluctant to leave.”’

The kitchen in which they prepare the craditional
New Year's Eve punch is described as ‘full of harsh
gashght’. The dining-room is gloomy because the gas has
been turned down, or on another occasion the hanging
lamp 1s dim because the young woman has masked it
with a shcet of paper to stop it disturbing the child
sleepmg in its pram. This room 1s to have a door with a
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frosted-glass panel, through which the light can be
diffused into the kitchen, When the two women start
fighting, we wonder as Mayer does, ‘Has the light in
there gone out? It seems so . . " The glass door also
enables him to show the silhouettes of the two figures
crushed against 1ts diaphanous surface, which they then
smash in their fury. The man’s first gesture when he
comes in to intervene is to go up to the lamp ‘so that light
15 cast once more’.

We have the same play of light for the facades. The
tavern frontage 1s ‘nocturnal and black’, while ‘a warm
dim light' can be perceived swirling behind the frosty
window-panes. The night-club’s frontage is shown in a
panning shot: the tall windows are brilliantly lit and the
revolving door ‘keeps turning in the light'. The camera
follows the movement of the revolving door, through
which we can perceive a ‘lighted’ hall. The tall mirrors
of the cloakroom reflect the elegant clients ‘in Glanz’
(brilliant light), and another glazed door suggests a room
‘tull of chandehiers and lights”.

We find the same kind of appearance in the street,
which assumes the ‘metaphysical function’ also assumed
by Grune’s street in Die Strasse (The Street, 1923). Mayer’s
instructions on this subject hold good for all those films
mn which the street plays an active —and often tragic — part.
‘A square looms up. Like a shadow! In the glow of
many lights. And traffic! Motor-cars! Trams! Carriages!
Men! Electric signs! Motor-cars! A single entangled
mass. Whose elements are barely distinguishable.” On
this square glows the illuminated dial of a huge clock
which, benecath the camera which moves forward, is
finally to become, a few minutes before midnight,
‘as large as Fate” and almost burst the limits of the screen.
(The same ‘dramaric function’ is given to a clock n the
hanged man’s bedroom, beating with an uncanny
artificial life-rhythm, its pendulum swinging and its
hammer striking the twelve defimtive strokes.)

Crescendo of light-effects as imidnight approaches.
The crowd thickens in the square, fireworks explode, all
the windows suddenly fill with light and we see sil-
houettes clinking glasses. In a symmetry which is itself
symbolic the lighting diminishes after midnight, after
the suicide. The heath again, with a solitary flickering
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lantern; another image shows the storm at sea slowly
dying down. On the street and the now gloomy squarc
the traffic thins, then disappears; a few lights go out
one after the other. In the shadows, the revolving door
has stopped turning. A faint light filters from the tall
windows of the night-club, showing the tables and
chairs piled up inside. In the tavern onc dim flame is
still left burning behind the facade.

Then, in the square, the last lights go out. The street
and square are in darkness, the only light comes from
the dial of the clock: the camera tracks back and the
clock-face dwindles to a mere point of light in the
darkness.

Modern prints of this film have been shorn of so
Many shots of the Unnwelr that we can now only get a
clear idea of the function of the moving camera by
turning to the scenario. It is full of such directions as:
Tracking slowly back curving to the left, then panning
back’ or “Tracking forward at an angle’. These directions
are usually kept for the Unnivelr, more conventional shots
being used for the main action. For Mayer, this mobility
of the camera-unit ought to heighten the impression the
Spectator gers of the Unnivelr, for it tells him that he 1s
being shown a particular world. Mayer adds that the
Mmovements of the caniera, by a continual shift in depth
and height around the events taking place, should convey
the vertigo human beings experience when trying to
tome to terms with their environment.

Mayer's notes and the illustration of a dual camera
dolly made specially for this film argue that Pick was
the first to use the entjesselie Kamera, the “unchamed’
(mobile) camera, in a German studio. (But Bocse affirms
that Wegener had alrcady used a mobile cameta for the
ghosts in Der Golenr: see page 70.)

In The Last Larngl, Murnau was to use Carl Maver's
directions more skilfully than Lupu Pick. They were to be
the very basis of his optical prowess and lus penctrating
explorations in the visual fieid. For Murnau the camera
moving on a doly was no longer enough: he tied 1t to
s cameraman’s chest and made him follow Janmmings
step by step, bending, leaning, and twisting in order
to shoot from the most complicated of angles.

Yet Pick had grasped the implications of his author’s
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technical notes perfectly well. He says: "The new camera
movements are rich in significance and inseparable
trom the scenario. Film being essentially image in
movement, the author’s suggestions are such that the
action appears to be bathed in the Umiwelt like an istand
in the nmuddle of the sea.” It was Pick’s attachment to
symbol rather than to image which prevented him
from cqualling Murnau in the handling of the mobile
camera.

Carl Mayer's short, unfinished, often choppy phrases
are constructed Expressionistically with inverted verbs
and punctuated with unexpected cacsuras. Words such
as ‘And?’, ‘Now?!, ‘Thus!’, scattered between the phrases
and sometimes isolated on a line, repeated to quicken
or slow down the action, reveal Mayer's acute sense
of thythm.

In ks Expressiomismus und Film Kurtz called attention
to the divergence of two stylistic aims: an Expressionist
poet cannot agree with a director seeking {even styhzed)
psychological developments in a2 middle-class atmos-
phere without accepting certain modifications to his
personal style.

Kurtz added that Mayer attempts to mininnze the
cveryday attiudes of his heroes and tum them into
Expressionistic "clements of composition’. Pick only goes
hali=way in this direction.

[t 1s not merely Mayer's Janguage which makes this
film much less remote from the Expressionist ideology
than Lupu Pick thought. When Expressiomsm tries to
avoid the smares and- patfalls of narralisue “detal’ 1
falls under the ascendancy of the object. The meticulous-
munded Germans have always been fond of stressing
details. We need only remember in this connection the
verbose digressions of their authors, from Jean Paul via
Theodor Fontane to Thomas Mann: detail for its own
sake, not the authenucsy-icreasing detail of a Stendhal.
The immediate predecessors of Max Reinhardt pin
pomted the realistic detasl in the plays of Gerhart Haupt-
mann or Sudermann, lavish exponents of ‘local colouy’
ke the Duke of Meumngen, m hus histoncal dramas,
belore them. Thus we frequently find s Mayer and
Pick the exaggerauon of the fatctul object: w Sylvesier,
for cxample, emphaus s placed on the table lad with
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its narrow cloth and only two places. When Lang cuts
rapidly, in M, to the unoccupied chair and empty plate
of the murdered little girl, the shock hits the spectator
immediately. In Pick’s film the techmque requires much
greater watchfulness on the part ot the spectator: he
15 supposed, like the young woman {warned of her
mother-mm-law’s  imnunent intrusion by the shadow
profiled on the frosted window}, to stare at the table
where two people’s intimacy 15 gomg to be rumed.
Then the young woman unwillngly sets a third place
at the other side of the table where there 18 no cloth.
Mayer and Pick take thar ome, the young woman
comes and goes, Finally, atter inserts of detaled shows
of the Umvelr, including the tavern, we are shown
the two women's temporary reconcihation, as they
exaggerate their brisk pleasure in layaing the table, this
aume for three.

Along with Mayer, Pick explores the byways of the
soul. While her daughter-m-law i asleep. the hitle
old woman, with nothing to do, starts fudgeting between
the pram which she does not dare touch, and the stove,
which she pokes tnudly. Pick goes through whole
Jengths of film before revealing the chmax ol thas lower-
muddle-class tragedy: nwo anuly portrain - onc the
photo of the unmarned son beside his proud muother,
the other showmg the son and his bride, who has contnved
1o snatch him from his mothee’s devotion  promp
3 scene of Jealowsy between the two women Finally,
torn between them, besotted with punch, the man
pushed to smade.

Throughout thas film objects are all-inportant The
stove to which the old mother chings whon the son so
hamselt obliged 16 wnd her asway become the very
emblem of the fanmhal hearth Her mechamca) whechng
of the orphat’s pram round the dinngeroom. where the
Rap left by the dead man can already e telt, become
""b“",‘h] yougnsticant” The streamers w bk are trampled
undetfoot amd swept up in the streets m the eatly houe
of mormng, or which hang anterewined and torn on the

uh.ln and chaiy ot lhr Cnpry tavern, the lase beat ot
2 calendat which, betore

slares at owweyr Ilh
deades 1o tegr o

the custuniens leave, 3 drunk
b Cardbaazd nose aind which he tinalls
t and ctumnple (2 wente not in Mavets
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scenario) — all this belongs to Lupu Pick’s scheme of the
symbolism of *psychical relationships’.

The gay street scenes, the lush mght-club with its
clegant guests, the noisy carousing at the tavern, the
drunken revellers i fancy dress invading the hanged
man’s bedroom, the belated night prowler vainly knock-
ing at the locked door of the gloomy tavern — all these
passages, dominated by the trivial event of a shabby
suicide, are juxtaposed, and reveal an Expressionistic
taste for violent contrast. The extremely pared-down
treatment of the main characters, around whom the
extras 1n the bricf, hour-long tragedy shade into the
background, conforms to the Expressionist ruling which
lays down that characters must only embody ‘principles’.

For Mayer talks about Gestalten, shapes, and gives the
dircction ‘“The man, his wife, his mother’, depriving the
two women of all individual existence by means of
this possessive pronoun. Then again, he directs that
only these principal figures are to appear m1 medium
shots, ‘since the general atmosphere of celebration
merely constitutes the background agamst which the
action 18 set'. The rooms and kitchen are to be small and
low-ceilinged so that, cven raken in their totality, the
figuares fill space ‘intensely’.

It is worth pointing out that the Expressionism in this
film serves to conceal a curious return to Naturalism. The
acting of Kldpfer as the man is most revealing. He has a
way of throwing back the upper part of his body mto a
slanting posture. When he 1s struggling to decide between
the two women he loves, his crazy laugh, his tall figure, at
once flabby and suff, foreshadow has Jater appearance
atter the hanging, when his rigid, bloated expression
death resembles that of a drowned inan.

The insinuating manner of the Kammerspicele tntensifies
the weight of the action and mcreases its ponderous
slowness. It ts plausible when the wite sces her mother-
m-law ar the window and hesitates before informing her
husband; but when the latter, sluggish though he may
be, lets so many interminable minutes pass before letting
his mother in trom the cold, it is not very convineing.

One lesson Pick Iearne trom the Kammerspicle was to
prove usctul to other film-makers. His characters, whose
ntensity ot expression cotnes close to pantominme, stop
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Njn: subtlety of mood

moving their lips; those silent dialogues, whose purport
had been conveyed, however inadequately, by the titles,
were now quite pointless. On those rare occasions at
which, i their despair, the characters in the Kammerspiel-
film appear to moan and let incoherent sounds escape from
their lips, the spectator’s emotion is at its height.

Lupu Pick with his everyday tragedies did not give
realism to the German cinema. Though he complicates
the action by elaborating his own brand of depth-
psychology, his characters still have at least some of the
nebulous abstraction found in figures stemming from
the Expressionist ideology. And the genuine beggars
he outlines here and there, after duly making them up
to resemble Peachum’s fakes in Der Dreigroschenoper,
lose, in a cloud of crudely sentimental symbols, all social
significance they might have had. Was it on account of
what Pick calls ‘the erernal aspect of the motifs’, with
added elements of Weltanschaunng and pittoresque, that
German realism has always been bound to undergo the

195






artistic adulteration of a more or less extreme stylization ?
There is one passage in Sylvester — that of the revalving
door in the night-club — which, though rather insigni-
ficane in itself, is worthy of note because it anucipates
seme scenes i The Last Langl. Carl Maver, the scenarist
of both films, had no doubt foreseen what could be
gained from this revolving door, but the less subtle and
inventive Lupu Pick had not. If the visual effects of this
passagc are compared with Murnau’s shots through the
revolving door or the doors of the restaurant and hall,
1t is impossible to believe that Pick, the first choice as
dl_rc:ctor of The Last Laugh, could have achieved as much.
Pick was undoubtedly sincerc, but lic was no genius.

Paul Czinner

Pavl Czinner is a much better exponent of the ambiguity
of the Kammerspiele, to which his wife Elisabeth Bergner,
a astonishingly gifted actress, was so well adapted. In
Njtr {1924} he depicted two characters facing each other,
n silence, and the very air was full of this silence. Czinner's
subtlety was to develop still further in his last silent
films, when in a novel, though now to us fanmhar,
fashion he interpreted latent mood with close-ups of
faces i which the passage of an emotion was reflected
Iike a cloud erossing a limpid sky.

Or again, as in Der Geiger von Florenz, he uses slow
motion, and here Bergner, holding her violin, glides
across the drawing-room as in a drcam, a chord about
to fade away.

Elisabeth Bergner

Vibrant, sensitive, an actress of great nervous intel-
lectuality, Elisabeth Bergner had as it were taken up the
mantle of Asta Nielsen in che second half ot the twennes,
Up to the advent of Hitler, she embodied the spirit ot an
age which was ardent, anguished, intensely spiritual
and still very close to the expansive cestasy ot the 1m-
mediate post-war years.

Elisabeth Bergner came to the fore with Remhardt
when, as a child-woman full of fragile charm, she played
the young heroines of Shakespeare; her shim ephebic
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Stimmung @ The Student of Prague (1926)




* frebe showed that it
Wiy ot necessary fora
Kammerspicifilin to have a
Imited nuwmber of
characters, nor for the
haracters to belong e a
simple everyday miliea,
Here the silenee and reserve
characteristie of Balzac's
two Grouche lovers (the
tlm was based on Lo
Fhiechiesse de Langeais) are
worthy of note.

figure was dressed in Reinhardt’s favourite Quattrocento
costume; her shoulders were hunched shghely. Like
Asta Naelsen, she could wear a youth’s clothing without
the disguise ever becoming vulgar; she played Rosalind
without betraying her femininity. _

No one was her equal, a few years later in O'Neill's
Strange Dhurerlude, for expressing asides, thoughts trom
the unconscious, with her shghely hoarse vet supple
voice distinguishing them from the dialogue of realiry.

In her, Paul Czinner found the ideal executant for his
Kammerspielfilme. Her bearing and appearance already
scemed to contain all the quintessence of the Kammer-
spicle. ITn Nji she appears even more frail, confronted
by Emil Jannings as a robust and uncomprehending
husband. Thanks to her, Czinner succeeded in expressmg
ail the subtle nuances of mood, above all when next to
her he placed the perenmially demoniac Conrad Vede,
The pauses evoke tension, and the silence of the silent
film becomes cloquent. When at the end she throws
herself over a cliff, dragged down by the folds of her
wide skirt, 1t 1s the climax of Kammerspicle.

Yet onc has reservatiens about Czinner’s and Bergner's
talent. In Liebe (1927), for example, Bergner, very
nervous and often tense, becomes embarrassing, parti-
cularly when she tries to convey gaicty; she has no
sense of playfulness.* And as for Czinner, as soon as he
cmerged from the spell of the Kammerspiele, he turned
out to be rather mediocre,

Stimmung

[n any German film the preoccupation with rendering
Stinring {{mood’) by suggesting the ‘vibrations of the
soul” is linked to the use of light. In fact this Stinnatnyg
hovers around objects as well as people: 1t 15 2 ‘meta-
physical’ accord, a mystical and singular harmony anu
the chaos of things, a kind of sorrowful nostalgia which,
for the German, is mixed with well-being, an impreais
nuance of nostalgia, languor coloured with desire
lust of body and soul.

This Stiniging is most often diffused by a “veiled’
melancholy landscape, or by an interior in which th
etiolated glow of a hanging lamp, an oil lamp, a chandcler,
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Stimmung : Conrad Verdt's Wahnsinn

or even a sunbeam shining through a window, creates
penumbra. This is how Lang seeks to suggest the uncertain
chiaroscuro atmosphere in the old people’s home in
Destiny; in M he uses cigarette smoke floating in the
glow of a hanging-lamp. In The Last Laugh Murnau
creates the stfling atmosphere by accumulating the
reflections of objects shining in the steam in the lavatory
mirrors: the electric lights, the dark shimmering battens
of a kind of pergola in the ncighbouring street. Arthur
von Gerlach, in Die Chronik von Grieshuus, intensifies the
atmosphere with the use of veiled lights, the reflections
playing on the pleats of a velvet garment, and the sug-
gestion of a superimposed spectral apparition.

Thoughts whose presence 1s almost tangible seem to
lurk everywhere like dead souls deprived of rest; they
are the ‘distant memories’ we find in Novalis, ‘youthful
desires, childhood dreams, all the brief joys and vain
hopes of a lifeime, approaching robed in grey like the
evening mist’. (The poet also remarks that the notion of
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Stimmuug : Buddenbroolks

Stimmung alludes to ‘musical conditions of the soul” and
thatitis bound up with ‘psychical acoustics and a harmony
of vibrations’.)

There may still be a few people who remember a fine
passage in Murnau’s lost film Der Brennende Acker (The
Burning Earth). Coming from the back right, two long
streams of daylight penetrate into a gloomy room and
stop short of two human forms, a man and a woman,
also on the night, dressed in black and almost merging
into the half-light: one of the strcams of light passes
quite close to the man’s foot, uncannily increasing the
dramatic, mysterious silence.

Or again, a wavering trellis-work of hazy light is
diffused through the slits of a venetian blind on to the
parquet floor where the Student of Prague, in a moment
of bliss, kneels at the feet of the woman he loves; the
shimmer of the mullioned window is reflected in the tall
mirror which, a few moments later, will betray his dark
secret.
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True Stimmuing: Das Alte Geserz

The final touch of Stimmung: after ﬁrillg at his double,
the Student of Prague lies on the floor in front of his
smashed mirror. In the half-light is suspended an aura of
peace regained.

To explore by such means the levels of the soul, to
evoke mood by playing on the references to feelings, is
very Germanic. Lang had already adopted this style for
the famous scene in Die Nibelungen in which Kriemhild
and Siegfried walk towards each other very slowly in a
typical moment of solemnity, of the intensified acting
which the Germans find so rapturous. Kriemhild bears
the cup of welcome, which she offers to Siegfried as if it
were the Holy Grail. Neither Kriemhild nor Siegfried
bend from their hieratic rigidity. This 1s Kammerspiele
transformed mnto Wagnerian opera. The heraldic group
formed by Gunther and Siegfried drinking the cup of
blood brotherhood is presented with less religiosity than
this first meeting of the two lovers.

The Stimmung sometimes inclines, without the least
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False Stimmung : Heimbkehy

transition, towards terror. When the storm breaks in
The Student of Prague, the clouds lacerate the sky, the
trees shake and the branches bend in an extremely violent
accompaniment orchestrating the hero’s interior struggle.
The despair of Faust as he summons up the demon 1s
associated with flashes of lightning. And the fragile
form of Nju, straying off towards a lonely suicide, a small
pathetic figure swept along by the wind buffeting the
folds of her dress, is accentuated by a shower spattering
on the gaunt white branches of bare trees outlined in the
darkness.

The Germanic soul can go blithely from the sublime
to the ridiculous. If certain passages in German films
make us smile today, if their rhythm sometimes seems
intolerably slow to non-German spectators, the reason
is that German film-makers generally apply themselves
to exhausting all the Stimmung in a situation, and to
searching the furthest recesses of the soul.

“The Germans’, Mme de Staél says in connection with
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the German theatre, ‘ask nothing better than to settle
down in the auditorium and give the author ali the time
he wants to prepare the action and develop his charac-
ters: French impatience will not tolerate this slowness.’

It 15 the weight of these silent dialogues of the soul,
this claustral atmosphere of the Kamimerspiele, which
today we find so safling.
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When as a child T passed
HeldF You

Yo wvondd surge with infivire
desurance from the doorway
Your threc-cornered hat
sevnted to reach the emmblems
of the stars

Atl-pasverfiid yonr beard
spread our

O ant weith the scepere=stick t
Werkel: "The Divine
Doorman’ from the cyele
of poems Hr Sind, 1913,

“A revolring door. Which
rerns perpetnalfy o the fighe,
And tajrontof it A
Deoran ! Tall. Stiff as a
fackey.”

Carl Maver: Scenario of
Syplvester, 1924,

* Fritz Lang has pomeed
out to me that this tragedy
could never have accurred,
as na doorman would cver
stoop o doing the job of
the Juggage-poreers or
valets,

12 Murnau and the ‘Kammerspielfilm’

Der Letzte Mann (The Last Laugh, 1924)

A disagreement between Pick and Maver put an end to
their plan for a trilogy of Kammerspicifilme, a kind of
triptych with Scherben and Sylvester as the fanking pancls
for The Last Laugh.

Again, as in Sylvester and Scherben, the absence of
ritles gives rise to a succession of shots in which the
action progresses by purcly visual means. Again, and
cven more so, The Last Langh goes against Expressionist
precept. Surely Edschmid had violently denounced the
drama of social ambition and the petty tragedies stem-
ming from the wearing of uniform?

Mayer and Murnau tackle the tragi-comedy inherent
in the destiny of a hotel doorman, proud of his braided
livery, admired by his family and neighbours, the general
of his own back yard. Having grown too old to carry
the heavy luggage,* he is retired and put n charge
of the gentlemen’s lavatortes where he has to exchange
his dress uniform for a simple white jacker. His family
feel dishonoured and he becomes the laughing-stock of
the neighbours, who in this way take their revenge for
the adulation they have previously lavished on him.
This is pre-eminently a German tragedy, and can only
be understood in a country where uniform 1s King, not
to say God. A non-German mind will have difficulty in
comprchending all its tragic implications.

Murnau’s imaginative power overlaps the framework
of the Kammerspielfilm, and this is not solely becausc
The Last Langh contains more characters than is usual
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in the genre. Apart from the protagonist, who was to
have been played by Lupu Pick himselt and is plaved
here by Jannings with an appropriate pompous aplomb,
the other characters display a singular lack of depth:
they only seem to be there at all to give this pathetic
hotel doorman his cue. This 15 perhaps a remnane of the
Expressionist doctrine that denies a personal life to all
the characters with whom the hero 1s in conflict. A con-
temporary dramatic crite, reterring to Hasenclever's
Expressionist drama Der Sohn, called such characeers
‘die Ausstrahiungen sciner Innerlichkeit’, the radiations
of the hero’s inner essence. Vague puppets ke the
anonymous guests at the hotel, the neighbours of ‘the
last of men’, exist only in the way they react to the hero,
and only come to life when he appears. Once he has gone
up to his room they can turn out the gashghts on the
stairs. And when all the inhabitants of this microcosm
busy themselves at their windows and on their balconies
every morning, airing sheers and beating eiderdowns,
their gestures seem to serve no other purpose but that of
a modest, quasi-mechanical accompaniment to the main
action, the brushing of the sacred uniforn.

Murnau dehberately emphasizes this effect: the door-
man going off to work in his gold-braided splendour
is filmed in such a way that he seems much taller than
the people he meets; during the wedding scene he
appears at the centre of the image with more depth,
sharpness and height than the guests around him, whe
remain blurred.

Nevertheless Expressionist techniques have but httle
place in this film. If Murnau uses them for the dream
passages, it 1s only because this style has a capacity tor
fantasy which he ecan draw upon for the cffects he
judges necessary at this point. Of course, having, like
all his compatriots, a weakness for symbols, he never
tires — and Carl Mayer eggs him on - of bringing out, as
soon as the opportunity arises, the ‘metaphysical’
meaning of an object. The porter’s umbrella becomes as
It were his sceptre, and he only gives it up to one of
the hotel pages on rare occasions, with a heavily under-
lined magnammity. The button torn from the doorman’s
livery as he is stripped of his uniform is filmed n its
fall, a detail which makes the stripping the cquivalent of
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The Last Laugh: where uniform s King

a military degradation. Yet symbol in a work by Murnau
never has the false profundity beneath which so many
Germans conceal a solemn void. In the hands of Murnau
and Mayer symbols relate to the action; the absence of
this button, for example, constrains the doorman to
remember, despite himself, the humiliation which
preceded his dream of triumph. At the same time, the
symbol takes on the implacable character of Destiny:
when the doorman goes down towards the lavatory, it 1s
the descent into Hell, and inexorably the leaves of the
door swing to behind him. Lubitsch, whose taste for
vaudeville delights in artificial double meanings, also
uses incessantly opening and closing doors, but they
are far from assuming the significance they take on in
Murnau. In Nosferatu the closing of the gate by invisible
hands emphasizes the fact that the young man will
from now on be incapable of freeing himself from the
doom which is about to overtake an entire town.

The merry-go-round of the revolving door, whose
movements the doorman is so proud of controlling,
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becomes the whirlpool of hte itself. Onee again the
norganic world, the object absolutely necessary to the
action, ts mvested with a transcendental meaning which
15 solemnly insisted upon in the German manner. But
Murnau, unlike Pick, who casily lapses into an and
symbolism, succeeds i bringing his revolving door to
life.

Objeets can also determine or accelerate the peripetias
of the tragedy: the movement of the door leading to the
lavatory betrays the doorman’s downfall to a women
neighbour. The door swings again when the rich client,
outraged at not being attended to immediately, sweeps
past in scarch ot the manager; the camera secizes upon
this movement, which alternately reveals and conceals
the slumped form of ‘the last of men'. And the obstinate
swinging of this door recalls the swinging of the hglhe
cast by the invisible lamp in the deserted cabin of the
phantom ship in Nogferaru.

Murnau elaborates and counterpoints his symbals m
the slow manner of his compatriots, and it s in this ficld
that the influence of Carl Mayer is most felt. In the
cloakroom the well-to-do  client  twirls  his  proud
moustache, brushes his hair arcund a  brlhanuned
paring, and  performs  exactly the same  tatuous
gestures as the doorman in his davs of glory. Or the
tension mn the atmosphere corresponds once agan to a
state of mind: the despatring doorman goes home to his
empty room m which the objects convey all the desola-
tion of a moring afeer the night before, windows ajar
with their meagre curtains fluttering, overturned chairs
and dirty glasses littering the disorder, leftovers trom
the feast which arc but the visible reflecion of lus
spirttual despair. (Pabst used a similar ettect, though more
elliptically, in The Leve of Jeanne Ney: the youny couple
who had watched a wealthy wedding with cnvy are
shown the other side of the events; they see. agam through
the window, the sadness of the nexc day)

Murnau gives dimension to his symbols by varving
the shooting angles. The doorman. resplendent - his
unttorm and puffed up wich fatwity, s filmed from
below, flaunting his belly, an enormous, ndiculous and
cumbersome mass, like a Tsarist general or a capitalist
m a Soviet Alm. After his disgrace. however, m the
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The Last Laugh: the courtyard

lavatory he 1is filmed from above, crushed by his
downfall.

The mobile camera

Karl Freund's camera tirelessly details the doorman’s
mortifications, going everywhere with him, rushing
with him down the hotel corridors, playing with the
beams of the nightwatchman’s torch, which moves
forward, flashes around, then moves forward again.
German film-makers were always fond of the effects of
light slipping along walls, giving depth to two-dimen-
sional space.

The best-known instance of this kind occurs in
Metropolis when the black-gloved hand of the inventor
Rothwang, holding a torch, bears down upon the
exhausted Maria.

In The Love of Jeanne Ney the wavering electric torch
guiding the murderer in the dark reveals for us at every
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step the wretched furniture and sordid surroundings the
detective has lived . Finally, n Der Blawe Engel (The
Blue Angel, 1930), the circle ot hghr from the janitor's
lantern slowly searches a dark staircase.

Under Murnau, the moving camera isnever used merely
decoratively  or  symbohcally.  Consequently  every
movement, even when his joy at having ‘unchained’ the
camera is apparent, has a precise, clearly-detined amm.
Thus, m Fabu, he showed cach of the nanve canows
dashing out to meet a sailing ship; the camera shots are
varied and inventive, and he cuts rapidly between the
different canoes, making them cross each other and even
sending the hero back to the shore to fetch his little
brother, who has arrived too late; Murnau takes every
opportunity to play on the ¢bb and flow of the narrow
canocs shpping swiftly through the limpid water.

The success of the admirable opening of The Lasr
Langh 15 entirely due to the handling of the camera.
Through the windows of the lift as it goes down we see
at a single glance the ennre hall of the hotel and the
revolving door beyond, and we perceive the paru-
cular atmosphere created by the uninterrupted flow of
visitors entering and leaving beneath the vibrant hghts,
in a series of breathtaking jumps outhnes break and
immediately reform.

Murnau’s camera exploits all possible  visual  re-
sources. It bares — slowly, skilfully, by degrees - the
pitiful state of the doorman whom we could sull sce,
a few moments before, safe and sound m the sumptuous
sccurity of his heavy livery: it pitilessly reveals the
crumpled neck of a shabby jacket, the worn patches
on a woollen cardigan, and moves steadily — for nothing
must escape us — along his legs huddied i a pair of baggy
wrinkled trousers.

Murnau likes to join mobile camera effeets to the
effects of shots through a pane of glass, just as at the
opening he filmed the hall of the hotel from Ehc l.itt‘
The scene of the turning-point - the manager informmg
the doorman of his appointment to a more modest
function — is seen from a distance through a glass panel.
The mobile camera moves in and ftocuses on the door-
man’s dismay and the manager’s indifferent back.
Through another glass wall we see the housckeeper
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charged wath leading Jannings to his new post moving
towards him with all dhe rigidiey of Inexorable Fate,
while the Jost uniform glows m symbolic splendour
from the wardrobe. Pabst was to follow the same tech-
nique m Diary of a Lost Girl when he showed the decisive
scene between Loulse Brooks and Fritz Rasp, her seducer,
through a glass door, and in Die Dreigroschenoper when
Mackie Messer 1s discovered asking Polly Peachum to
zo away with him.

The smooth surfaces of windows, which in German
films so frequently replace that other smooth surface,
the mirror, give Murnau special pleasure. His camera
deliglits in opalescent surfaces streaming with reflections,
rain, or hight: car windows, the glazed leaves of the
revolving door reflecting the silhouette of the doorman
dressed i a gleaming black waterproof, the dark mass
of houses with lighted windows, wet pavements and
shimmering puddles. It s an almost Impressionistic way
ot evoking atmosphere: his camera captures the filtered
halt=hight falling from che street-lamps, rays which the
movement of the camera transtorms mto pulsing grooves
of light; it scizes the reflections of totlet articles seen m
the lavatory nurrors, and the slanting shadow of street
raifings through the basement window.

The doorman’s drunken dream s the direet resule of
all the impressions he has received 1 the course of s
conscious life. The leaves of the revolving door, now
gigantue and Expressiomistically distorted, collide with
the sleepmg man’s brain and spht it in two: a precise
image of the schizoid nature of all dreams. The outline
of the leaves 18 accentuared m proportton as their real
ferm becomes indistinet: soon there 1s only the wooden
frame lett, then suddenly nothing  but the corners
whirling round and round. Arc these corners the graphic
representation of the ideal revolving door? Or are they
mtended to mean the flappig door of the cloakroom,
which as at nmes superimposed on the spinning of the
revelving door? Murnau’s arastry shuffles, blends and
overlaps the ingredient impressions of an entire destiny,
Just as, in the hotel hall of the dream, he uses hazy
supernmposed tmages — the ghostly lift going up and
down - to condense impressions of haste, impersonality,
incessant change and eransitoriness. The meaning of the
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The Last Laugh; reflections in the mirrors, shadows from the street

blurred anonymity of the extras around the doorman,
who is presented in relief, finally appears to us in all its
clarity: his tragedy i1s shown to us as it occurs within
himself.

Murnau had shown the doorman in the manager’s
office, at a critical moment, failing to haul an excessively
heavy valise on to his shoulders, and the swift cut had
enabled us to perceive almost simultancously the hvely
new doorman casually manoeuvring a huge trunk. Now,
in his Wunschtraum (compensatory dream), a rejuvenated
Jannings juggles triumphantly with an enormous trunk
which a whole team of flunkeys have failed to lift. The
Expressionist character of all this is obvious. The circle
of hotel servants, larvae with identical livid expressions
and shaved heads, who flock round the trunk which they
are too puny to cope with, comes closer to the aim of ‘the
most expressive expression’ than many thoroughbred
Expressionist creations.

The ‘unchained’ camera totally dominates this drunken
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dream: movement and vision unite into a single dramatic
factor giving driving force to the action which, cutside
the dream, remains static. In the passage which indicates
the beginning of the doorman's drunkenness, when he
can no longer tell whether the chair he & sitting on has
suddenly whirled into space or whether it is the room
that has started turning around him, the counterpoine
of movements is composed in a masterly manner: the
camera follows the stunning slide of the chair and tlns
the distortion of objects as the doorntan sees them. e is
true that all Murau’s films exploit the possihilities of
panning, tracking, and high-angle shots to the tull, but
here the ‘subjective’ camera becomes the point of de-
parture for an extraordinary vortex of visions without
the composition of the image ever suffering from it an
the least. He dovetails his shots, leaves one direcuon for
another in his montage, juggles wath propornons unnl
the hero’s vertigo takes hold of us in our turn and we
find ourselves being swept away in the movement.
Never has the unconscious been cevoked with such
constructive violence. What, by comparison, are the
walls splitting around the wax cffigy of Jack the Ripper
m Waxiworks? Even the superimpositions of the psvcho-
analytic dream in Secrets of a Soud, with their barriers
and scaffoldings, symbolizing the obstacles desire comes
up against, lack this dramatic power.

Murnau had aiready attempted to caprure what Bakizs
calls “the reality submerged by the drcam™ o hys tilim
Phantom: in a chaos ot objects, a table starts turnmg,
streets pass i oa staggernmg dayvhght', swept along n g
fantastic maelstrom, steps go up and down beneath teet
which, ¢ven when they do net move, seem to be un-
stable.

Certamn passages in the film other than m the dream
bear the trace of an evolved Expressionisnt, Murnau's
audiences were still used to the trances and frenzics of
the ceostatic theatre; to make them understand  the
despair of ‘the last of men’ he shows him about 1o run
away with his lvery, momenarily petritied, listmg to
one side like a smking ship. His tragic silhoucrie slants
across the screen, against the wall he used to pass
front of cvery day m his puffed-up, unitornied com-
placency.
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The Last Laugh : distortion

The Expressionists had already exploited this oblique
body-attitude to emphasize exalted dynamism and its
associated frenzy of gesture. It was thus that Wiene
showed his diabolical doctor, full of excited emotion
at the book revealing the secret of hypnosis: a trick shot
makes the now gigantic Caligari rear up obliquely,
petrified in the kind of paroxysm frequently found in
the acting of stage-actors directed by Karl Heinz Martin,
Juirgen Fehling, or even Piscator. Nosferatu is also shown
in this attitude at the moment of giving up his last
breath. We recall Kurtz's statement that the diagonal,
with its expressive violence, sets up an unexpected
reaction in the spectator’s soul: Hans Richter also claims
that a diagonal can in itself express extreme degrees of
cmodtion.

Another Expressionistic device i1s the effect of
gargantuan laughter — enormous gaping mouths, im-
mense black cavities twisted in infernal mirth = which
seems to engulf the ‘last of men’s’ back yard. The scene,
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after the dream, of a woman neighbour’s face anamor-
phosed in a distorting mirror, is another Expressionistic
effect, and was adopted by Metzner for his Uberfall.
In the laughter-scene in the back yard the misogynistic
Murnau spares no detail of the frighttul bosomy women.
Ufa did not miss the implications of this mass mirth;
they were to use its effects with many vanatnons, down
to showing, on a single image, a dozen people tele-
phoning at the same time. In Metropelis the covetous-
ness of the spectators watching the robot’s dance 1s
expressed by a row of lustful eyes.

These days people criticize The Last Laugh tor ats
slowness of pace. But Murnau’s fondness for developing
cach detail, amplifying the least gesture or suggesting
his hero’s every changing expression with excessive
minuteness, is due, all allowance made for Janning's
over-acting, to the fact that the Stimmumng ot the Kammer-
spielfilm requires proper pauses. It 1s also due — however
contradictory this may seem — to the fact that the use of
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the mobile camera, conferring greater Huidicy on the
title-free narrative, permics him to explore characters
and objects at length, What is more, the narrative itself —
a trivial anecdote of human vanity, a banal event deeply
rooted in a Germanic world - demands this ponderous
rhythm, this weighty immobihty which can alone give
1t meammng,
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13 The Handling of Crowds

Metropolis (1926) : the influence of the Expressionist
choruses and Piscator

These days many passages in Meropolis secem old-
tashioned and cven vaguely ridiculous, especnlly those
in which the Kelossal s overlarded with sentiment. Lang
had not yet attained the simpliaty of M. in which
reality is made to resound quite naturally with overtones
of the werrd.

To detect the beauty of the light and shapes
Merropolis, as iIn many other German films, we need to go
beneath the surface.

The dehberate symmetry of Siegiriad conveys aslow,
inexorable thythim like that of the destiny broodmg
over the epic. But in the crowd scenes in Megropolis
the rhythm becomes dynanuce. In additton e havig am
observant mind, Lang has the gift of assnulaung
very personal manner what he has seen, whether at be
Max Remharde directing his army of extras on the vast
arena at the Grosses Sdnusplcl]mus or the theatrical
discoveries made by the Expressionists and by the stage-
director Erwin Piscator — the Balfune (agglomeration of
human figures) of the Sprechchare (speaking chorush.
and the deployment of massed extras over the mnumerable
scaffoldings on stage.

In the Sprechichore the crowd became a compact
sombre mass, often almost amorphous, subject w3
heavy machine-like movement from which, at rhveh-
mical intervals, a smgle character, a leader ot the chorls
detached  Iamself. For Piscator. who o was grt'.!l]‘r'
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mmfluenced by Russian stage production, the Expres-
siomstic Anonymous Man belonged to a collectivity, and
his body expressed either forward-bounding or re-
stramed Will. Piscator was the perfect interpreter, in
terms of the theatre, of an age pledged to technelogy and
an cssentially  constructive Weltanscharmmg., He even
contrived to transforni extras into architectural clements,
which he then projected forward again in swift, pre-
ferably wedge-shaped movements, either singly or
in groups. He excelled in making the isolated extra
lean 1o one side while maintaining an attitude of exalted
tension simmlar to that sought after by the Expressionist
directors, from whom Piscator differed principally in
that he did not altogether proscribe transitional move-
ments.*

His film Revolt of the Fishermen (1934), made i the
USSR, still has a few traces of this expressive method.
For example, the main character, going down a gangway
accompanied by a shift of workers coming out on strike,
stops for a moment, pulling up his shoulders, throwing
out his chest and straddling his legs in a heroic stand-
at-case which can sull be seen in German advertisements
for products promising vigour to neurasthenics. Kurtz
had had a word for it: the figures in German films are
always ‘in geisuger Fechterstellung’, spiritually poised
like a fencer.

Insofar as crowd-directing for the screen is concerned
Lang had had a predecessor, Otto Rippert, who dirccted
the remarkable Oilm Howninadivs m 1916, Those people
for whom the German film begins with Caligari should
see an cpisode of this extraordinary film, which has
passed almost unnoticed. It contains, in addition to the
chiaroscuro, all the elements of what the German
cancema was to stand for during the next fifteen years.
The attntudes of Olaf Fgnss as Homunculus, his
brusque gestures and grimacing mien, anticipate the
style of acting adopted by Kortner in Backstairs or
Warning Shadews and that of Klein-Rogge in Metropolis.
But the mfluence of Homwimnculns on Metropelis s
espeaially apparent in certain mass movements which
exactly  recall the excited rabble roused against
Homunculus ranging chemselves in a triangle in a rush
for the stairs. These similarities between Rippert and
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Homuncrilus

Lang are obvious; moreover, Lang worked for some time
with Rippert, as a scenarist.

To describe the mass of inhabitants in the under-
ground town in Mefropolis Lang used Expressionistic
stylization to great effect: impersonal, hunched, servile,
spiritless, slavish beings dressed in costumes of no known
historical period. The stylization is extreme during
the change of shift when the two columns meet, marching
with rhythmic, jerky steps, and when the solid block
of workers is heaped into the lifts, heads bowed, com-
pletely lacking individual existence.

The cubes of the houses placed corner to COICT,
the uniform rows of windows, or the few slanting doors
all with the same number of steps, reinforce [h.c mono-
tony of the underground town; the barrack-like tene-
ments compose an appropriate background for the
mechanical distribution of the impersonal masses- The
cameras of Freund or Rittau record them as they CTOsS
the yard in which the famous flood scene will later take
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Mertropolis: the bowed workers

place. And here the masses deploy in an echelon move-
ment, as practised by the Expressionist choruses, moving
in several rectangular or rhomboidal divisions, whose
absolute sharpness of outline is never broken by an
individual movement.

The procession of the Moloch’s victims moves with
this same mechanical perfection; the great fagade of the
machine-room 1is transformed into the face of the
devouring god (reminiscence of Pastrone’s Cabiria); the
file of rectangular, equally-spaced divisions sweeps
towards the voracious mouth. We have already noted
the symmetrical arrangement of the warriors in Siegfried
and one finds the pattern repeated later in Lem Riefen-
stahl's Triumph of the Will (1935) about a Naz rally
at Nuremberg.

The inhabitants of the underground town are more
like automatons than the robot created by the inventor
Rotwang. Their entire person is geared to the rhythm
of the complicated machines: their arms become the
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spokes of an immense wheel, dheir bodics set into
recesses on the fagade of the machine-house represent
the hands of a gigantic clock. The human clement s
stylized into a mechanical clement: in the  recesses
between the two levels the diagonal of cach figure
points I an opposite direction to its neighbour’s. Kurtz
decreed that the laws of the "tormation of space” apply
also to the human body, tor the human bodv maposes its
dimensiens on the scenic structure.

The Germans do not use exaggeranon t create a type,
they use stylization to create a stercotyvpe. I thus they
differ from the more restrained Soviet directors.

Apart from these machine-men, Lang secks more and
more to niake his groups of extras fall into a geometrical
pattern. In Siegfried the human body was often used as
a scenic element. But in Merropolis 1t becomes a basie
factor of the architecture irself, immobilized with other
bodies into triangles, ellipses or senvicircles.

Yet in spite of this geometnical styhization, the last
vestipe of the Expressionist  aesthenie,  Lang  never
becomes trite. Even when his crowd s “arclntecturalized’
it remains alive, as in the pyramid of arnw which rise
supplication during the flood — the cluster ot children
cliinging to Maria’s body on the Jast hete sland of
concrete. Lang sometimes replaces this pyranudal group-
ing (which is also found in the studied mélée ot avid
hands stretching out towards the bogus Mana appeaning
on the apocalyptic beast, and in the robot’s auto-da-f¢)
by a triangalar grouping whose apex s elongated by a
perspective effect, as was done in the rebelhion seene m
Hopnenerdus, Lang used this effect several tumes: tor
instance, the children flocking towards the hiede island
or the workers rushing to destroy the machme-house and
capture the robot. Also worthy of note 15 the procession
of workmen marching towards the cathedral doors,
headed at the apex of the erangle by the toreman plaved
by Hemrich George.

The semicircle of rebelling workers around the smok-
myg ruins of the machines is part of the action: the gh-
angle shot of the square m which the workmen enarcle
the anguished father, the rigid figure of Rasp reaning up
like an anonymous accuser, is conceived in a mare tormual,
deliberate manner. The borrewing from Caligari should
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be noted: like Cesare, Rotwang goes mad and bears Mana

off across the rooftops.

At tmes the tight stylization of the groupings is
slightly relaxed: the workers listening to the bogus
Maria in the catacombs take on a more individuahized
appearance for the first time, despite the Expressionistic
distortion of their faces. At other nmes, crvstallized
groups can come to life and form an mtegral part of the
action, as in the scene in which the workers from the
Tower of Babel move forward in five converging files
In the same sequence the view of the rebels rushing up
the staircase towards the Chosen One who hfts his arms
ecstatically heavenwards recalls Piscator’s handhng ot
the clash of masses.

The geometric handling of crowds 15 sometimes
sustained by a quasi-similarity of gesture picked up by
the editing. Maria trying to force a skylight 15 counter-
pointed with Freder hammering at the door of the
mysterious house in which Maria 1s held prisoner. In



Merropolis: the skyhight

Waxiworks the movement of the Vizier’s gesture as he
sharpens his scimitar is continued by that of the baker
kneading his dough. In The Last Laugh the movement
the fiancée makes to sugar the cake is associated with
that of the doorman brushing his hair.

The scenes set in the immense office, with a few actors
lost in the vastness, are less forceful than those with the
crowds of workers. The mawkish garden where the
children of the rich are sent out to play and the Nazi-
style sports stadium in which these gilded youths are
trained in athletics, together with the pleasure-house
ruled by the bogus Maria, all contrast with the gauntness
of the underground town. Similarly, the horny-handed
worker’s superficial reconciliation with his boorish
boss, arranged by his son with the slogan ‘the heart
mediating between the directing brain and the toiling
hands’, comes straight from Ufa and Thea von Harbou,
then Lang’s collaborator. Her sentimentalism and her
deplorable taste for false grandeur were to make
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Metropolis: the Chosen One

her lapse rapidly into the darkness of Nazi ideology.

In Metropolis, as in all his films, Lang handles lighting
admirably: the futuristic city appears as a superb
pyramidal accumulation of shimmering sky-scrapers.
By means of trick shots and hyper-claborate hghting,
illuminated windows and stretches of dark wall stand
out like the white and black squares of a chess-board;
the light seems to explode, spreading a luminous mist,
falling as iridiscent rain. The models of the aty, with 1ts
streets and jutting bridges, seem huge. With the aid of
Schiifftan’s Spiegeltechnik (later known as the Shuftan
technique) the fagades of the workers’ houses, of which
only part of the total height was actually built in the
studio, are magnified.

Light can even create the impression of sound: the
scream of the factory whistle is represented by a shrick
of light from four spotlights. Light also plays a major
role in the creation of the robot, as it had done in the
symphony of the machines derived from the abstract
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Metropolis the Nazi=style sports stadiu

films of Léger and Ruttmann. In this ‘féene de labora-
toire’ chemical retorts fill with a Huorescent hght, couls
of glass piping suddenly start to glow, zigzag flashes and
sparks explode, rings of fire rise in the air. Lighting and
superimpositions make the swirling mass ot machines
and ghostly elongated sky-scrapers sweep Frohlich-
Freder into a feverish mightmare, and he loses conscious-
ness.

On the rare occasions when Lang relaxes his hold on
the lighting effects, we suddenly notice that the
machines have practically no raison d'érre: they do no
more than compose a kind of moving background, an
accompaniment, a sort of noises-off; n the noisy visual
orchestration of Metropolis — a silent film — we can almost
hear them, like the factory whistle.

The luminous smoke rising from the pyre; the steam
from the destroyed machines; the spouts and cascades
of water steeped in light beneath the wron struts; the
misty vapours from the factory masking the outlines of
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the workers; the mother-of-pear]l whiteness of the
candles around the crucifixes bristling in the gloom of
the underground church; the dim vault of the catacombs
in which the inventor’s electric torch pursues the fleeing
silhouette of Maria while, here and there, a white skull
grimaces at the cone of light: Lang uses all this to increase
the intensity of the atmosphere, achieving a genuinely
dramatic crescendo.
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“When the derective film
drapped the style of the pensy-
dreadful it liad to find a
Sarmida wlich would have a
chance of pleasing a ciltivared
audience as well as speciators
attracied merely by the
excitement of the acrion. This
is honr eriminal psydrology
came to he fneroduced into the
desective film.'

Fritz Lang, quoted by Luc
Mouller.

14  The Fritz Lang Thriller

Die Spinnen (The Spiders, 1919)

In Die Spinnen Lang reveals another aspect of his genius,
This unfinished serial — only two episodes were filmed —
has a profusion of varied incidents which overflow
their framework, complicating the action; these colourful,
multiple adventures, overlapping or interlinked, now
defy all understanding. In the existing copy, the fitles
judged necessary for it to be understood at the time are
unreadable, which does not make matters casier.

It is surprising that a young director in his third film
{the first two have been lost) should show such mastery
im directing certain sequences. The scenes actually
filmed n a train without back-projection, the chases in
which every detail of suspense is calculated and placed
with the logic and precision we admire in his later works,
the atmosphere created by skilful lighting and sets —
all these proofs of Lang’s talent are already there to be
seen for those who can see.

It is easy these days to notice nothing but the old-
fashioned, even ridiculous aspects of some of the situations
or the stiff, mannered acting of the corpulent Ressel
Orla. She makes us regret the boyish Pearl White or
the frailer Musidora of Les Vampires. Yet certain bit
players, such as the hittle bell-boy in the train greedily
devouring a banana, are given presence by the few sure
strokes that were to become Fritz Lang’s trademark.

Though his comedy is still too emphatic — the butler
and servants sampling the wine before serving the
guests — he was later to evolve appreciably. One recalls
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in this connection the heavy-handed, very German joke
of the butler and the little pig in Murnau’s Sinrise.

Sometimes the comedy takes an almost fanrastic turn.
The odd little professor the hero goes to see for a
translation of the Inca scripr, anticipates the mad
protessor in Die Frau im Mond (The Woman in the Moon),
and the lair in which he lives with his talking magpie
foreshadows the mysterious laboratory of the little
apothecary in Destiny.

We find a taste for fantastic decoration in the appari-
tton of the black-hooded silhouettes in the hero’s sump-
tuously exotic hall, which, multiplying and intermingling,
seem to issue from the mouldings of the wrought-iron
banisters.

Behind the multiple bronze arms of a Hindu goddess
lurks a hood whosce slits reveal two strange glictering
eyes similar to those of the robot in Metropolis. The
second after we notice it, Lang deliberately cuts short
this arnamental effect: the hood is pulled off, and reveals
the snub-nosed face of Georg Jjohn, the leader of the
Spiders.

These hooded figures — direct borrowings from
Feuillade's Vampires, though Feuillade used them with
restraint, preoccupied as he was with the documentary
notion of ‘life as it is’ — thus have a double role: they
belong both to the action and to the setting. Lang has
yet to attain the perfection of the ‘warrior-pillars’ n
Die Nibelungen.

As m the first Mabuse, hypnosis plays a major role;
the appearance of an emaciated fakir in a luxuriously
oriental setting recalls Paul Wegener’s Der Yogi. All is
grist to Lang’s mill; as in Feuillade, as in all the serials
ever made, the kidnappers carry off their victim trussed
up claborately.

At one stage the film turns into a western, and the
hero scems to borrow the impassive features of William
S. Hart. In the attack on the log-cabin he hauls himself on
to the roof, jumps on to a horsc and, chased by the
Spiders, makes a last-minute grab at a rope slung from
the providential balloon.

The secret trapdoors, the complicated hfts guarded
by a Chinaman with a cutlass, the ground caving in, the
terrifying  underground chambers in - which  sinister
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gentlemen in top hats hold secret meetings, the armour-
plated vaults, the sliding partitions, the cetlars filled
with poison gas — all these accessories, of course, Lang
drew from the common stock of the suspense film.

Lang succeeds in using theimn to good effect, and since
nothing goes to waste in this ‘conscious and conscien-
nous’ director, for whom ‘all films, whatever thev be,
demand much carc and reflection’* he was to use them
again in his later films.

Thus the mirror in Die Spinnen which ‘televises’ scenes
before the beautiful vamp Lio Shah anticipates the muluple
television screens in Die Tausend Angen des Dr Mabuse
{The 1000 Eyes of Dr Mabuse, 1960). There 1s also a parallel
in Metropolis when the master learns about the riot from
his foreman, whom he can see and talk to through a sort
of television screen in his study.

The Spiders’ raid on the bank foreshadows in part the
burgling of the office block in M, even down 1o the
nightwatchman trying to untie himself.

For an instant the form of a man in a vast cloak and a
large soft hat stands out against the light on the sailing
vessel in Die Spinnen, and this extra, who plays no part
in the action, is a rough draft for the appearance of
‘weary Death’ in Destiny.

In the second Mabuse, in the scene where the two
young lovers are threatened with drowning, Lang was to
repeat, with refinements, the Spinnen scene in which
the cellar where the hero is imprisoned is flooded with
water.

Lang has always had a taste, almost amounting to an
obsession, for fantastic caves deep in the bowels of the
carth. The opening in the rock leading to the fabulous
town of the last Incas (a paralleling, with its caretully
reconstructed temples, of the grandiose buildings in Joc
May’'s 1920 version of Indische Grabmal, for which Lang
wrote the scenario), and the stalactited caverns in the
pirate cpisode, anticipate Alberich’s luminous treasure-
cave in Die Nibehugen or the lunar cavern discovered
by the mad professor in The Woman in the Moon. This
cavern is as it were echoed by the one in which Debra
Paget dances in the 1958 version of fudische Grabmal,
and by the gloomy underground passages from which the
terrible flood of lepers streams.
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Thus the Inca city in Spinnen is also a draft for the
underground cathedral in Merropolis. And when the
hero of Die Spinnen goes down through the trapdoor
into the cellars of Chinatown, one i1s not astonished when
he finds there the tiger of Echnapor.

Dr Mabuse der Spieler (Dr Mabuse the Gambler,
1922)

Lio Shah, the enigmatic vamp, weaves the spider’s web of
her muluple crimes, the motive for which remains
unknown. Adventure? Or profic?

In Mabuse der Spieler Lang already brings in a few
psychological traits; he attempts to give some depth to
this ‘master-mind of crime’ 4 la Edgar Wallace, whose
tremendously  popular  detective novels were  being
devoured by everybody at that time, Brecht included.

IDr Mabuse suffers a nervous breakdown every time
he loses at the tables; he gets drunk when he thinks
he 1s winning. In a word, he 15 a human being and not a
monster. He is subject to sudden changes of mood and
consumed by the desire to rule by money (whereas Dr
Caligari’s thirst for power always remained abstract).

Yet it gaes even decper than this. The Berlin critics,
more sagacious than we teday, saw in this film, which
to us seems to fall half way between reality and fantasy,
something quitce different. For Lang had given the first
part the sub-title ‘Image of our Times’ and the second
part — Inferno - the sub-title ‘Men of our Times’. And the
critics of 1922 recognized the unflattering but authentic
reflection of their own day, of the inflation of the mad
lost years when every vice and passion was rife.

So we find this film going beyond what we took to be
simple adventure and becoming a kind of document on
the carly twenties when people tried at all costs to forget
the disasters of the war and the poverty of the immediate
post-war period.

Thus Mabusc, less of a superman than a product of the
mfationary period, a kind of dreless Proteus, constantly
changes his appearance.

Lang uses his wealth of contemporary settings quite
differently from the settings of Die Spinnen: they
heighten and also explain the atmosphere, practically
Jomung in the action; they are much more than a back-
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Dr Maluese der Spicler: image ot its time

ground. But this setting, despite certain features which
recall Expressionism, especially i the tavern sequences,
was not created in that style, the only suggestions of
which come from occasional harsh highting effects. Otto
Hunte and Stahl-Urach, the designers,* patterned their
settings on the Munich Kunstgewerbe, a development
from art nourvean.

Present-day copies of the first Mabuse have been taken
directly from the original negative, with all the subtle
tones and luminous modelling which that implies.
(Copies of Die Spinnen, on the other hand, have to be
obtained from another positive.) As had already hap-
pened in Destiny, the settings create the atmosphere,
heighten it, and make the spell-binding chiaroscuro of
the Stimmung pulse with life. For example, Mabuse
meditating 1n front of a blazing hearth with the immense
portrait of a gigantic Lucifer, which resembles himself,
standing out m a curious light above his head. Or the
vast hall in the sumptuous mansion of the Count
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Dr Mabuse der Spieler

Alfred Abel - who wanders around at night, despairing,
drunk, holding a candlestick, among his accumulation
of works of art. Here and there the objets d’art shine out
msistently, Expressionistically, as if they are infused
with an insidious latent life. An enormous, primitive,
fluorescent statue catches the eye, the erystal of a chandelier
sparkles, an immense mask seems to split the screen.
All these precious objects are no longer elements of
the setting, as they were in Die Spinnen, and even less
the ornamental arabesques on a kind of back-cloth.
[heir luminous presence makes the silence more and
more oppressive, and they are as it were the hieroglyphs
of an ineffable solitude and despair.

The Lang of Destiny had already learnt how to control
the suggestive power of superimpositions. In the first
Mabuse he used them to create chimeric visions like that
of the Count under hypnosis, rehearsing — accompanied
by his own phantoms — the wretched gestures of the
cheat he 1s forced to be.
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In Lang the real world is never far removed trom

fantasy. Mabuse sees his victims arising from the depths

of the delirtum into which he 1s toundering ; the comph
cated mechamsm of a printing-press changes into mon-
strous steel claws. One 1s reminded of the transtormation

of the powerhouse facade in Merropolis

Other influences from which the young director draws

[
3

novel effects i a masterly manner are worthy of

1O
When Mabuse disguised as an old man flees trom the
gambling-hell  because von Wenck, the Procurator,

I

resists his l]_\[um[n powers, Lang films lam trom behind
as Wiene had filmed Dr Cahgan, dresses him i a cape
like Cahgart’s and has him walk with the same 1erky
‘\{L'P.

When Mabuse hypnotizes the audience at a public
lecture, a desert, complete with oasis and caray
appears, curiously recalling the one conjured up by the
Rabbi Loew in the sccond Golem. And when Mabuse,

tli“-;_',lll‘ﬂ.'L{ as a worker, mcites the crowd to attack the
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Dr Mabuse der Spicler

police convoy, Lang 1s remembering a similar sequence
in Homunculus.

The appearance of a dancer on the immense gaming
table which fills the whole of the orchestra stalls anticipates
the dance of the robot at the home of the inventor Rotwang
in Metropolis.

As m his previous films, Lang muluplies the small
comic touches which give depth to his characters. The
harridan in the disreputable back-alley scratching her
greasy hair with her knitting-needles; the enthusiastic
old man bombarding the dancer on the stage with
flowers, even borrowing others from a lady beside him;
the odd, degenerate, drugged secretary shaking with
tics; the little bourgeois with a hangover in Room 1125
the fat lady at the gaming tables with her gigolo; even a
character we just catch a glimpse of in the great hall of
the hotel, the husband faltering under the weight of his
wife’s parcels — all these people are the creations of an
extremely inventive imagination.
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Lang 1s concerned with every detail: he shows us,
quite a long time after the explosion of the mnfernal
machine at von Wenck's, his office ceiling sull propped
up with scaffolding. And his precision, his taste for
detail and his desire for rigorous authenticity are apparent
from the very first sequences. An example 1s the attack

on the man bearing the contract in the tramn. On three
occasions three characters consult their watches in three
different places. Step by step, with a metculous in-
ventiveness, the intrigue moves remorselessly forward,
and the editing emphasizes the quasi-simultaneity of the
events. If an audience these days can sit through the
four hours of Mabuse without uring (the two episodes
were formerly shown n two sittings) 1t 1s thanks to the
precision of the editing. As a young man Eisensten was
dazzled by this film; he obtained a copy, analysed 1t,
dismantled it and reassembled 1t in various ways to sce
how 1t worked.

The fact is that everything 1s provided for in the

245



mgemous editing of Mabise; one image leads into
another, giving 1ts pith and meaning to the only shot
which can possibly follow. In this way the succession
of adventures is given a controlled force which carries the
suspense to 1ts climax.

Spione (Spies, 1928); Die Frau im Mond (The
Woman in the Moon, 1929)

After the first Mabuse a film like Spione (Spies) is dis-
appointing. It lacks the rigour one admires so much
in the two episodes of Mabuse. The fault may be Lang’s
for having tried to introduce too many small traits
of character. More plausibly, it may be attributed to
Thea von Harbou and her raste for pompous mclo-
drama. Thea von Harbou always dwells excessively on
the feelings and reactions of her characters. The action
gets clogged, and  Lang's wvigorous cdiing  sufters
accordingly.

Lang has challenged the legitimacy of these accusa-
tons. *You have to think that the umes themselves were
cffusive and tnordinately sentimental. What is meore,
the silent fillm had to express iselt m mime. What clse
could we do when, for example, Gerda Maurus m Die
Prase im Mond had to express her love, but fall back on
certamn gestures which these days scem ndiculous, such
as when she touches her heart and her ips and blows a
Kiss to the man she loves 7'

Bur Lang’s explanations are not very convinging.
Morcover Gerda Maurus, despite her felne cyes, s a
rather poor actress, and Whlly Fritsch 18 even more
msipid than Guscay Fréhlich.

Fven Rudolt Klem-Rogge, Lang's favourite actor tor
the crimnal superman roles, s less impressive m Spiesie,
Lang only retrieves his visual power i the apparition
ot the three emiissarics killed in the course of thair danger-
ous miwion, who loom up, surrounded by an Expres-
sionstic hale cftect, like a spectre of remorse come to
haunt the fouted Japanese diplomat {played by Lupu
Pick), whaose hara-kirt Lang Later portrays with convineng
pn\\'cl‘.

Orher seenes of pure Lang occur when the shadows,
antiapating the real wcnon, imvade che sereen on several
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occasions 1 a kind of black magic, or again when he
depicts the methodical progress of the police with his
usual concern for authenticity. Certain passages. such as
the accident in the crain, also recall the suspense of the
first Malise.

The influence of Thea von Harbou is obvious in Die
Frau im Mond. In the vast expanses of white sand in the
lunar landscapes the falsity of the turgid sendments is
especially jarring: the grandiosity of the fantasy often be-
comes plain bathos. From one end of dhis senuimental
picce 1o the other, Fritz Lang’s genius only comes through
in the rocket-launching scenes, which are exact in their
prediction of the future. Good examples are the scenes
before the take-off, where the newsreel tone is even more
convincing than the science-fiction inventions.
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15 Tragedies of the Street

The metaphysical vision of German-speaking  artists,
whether they be Ludwig Tieck, Kubin, or Meyrink,
creates streets crammed with snares and pittalls, which
appear to have no relation with realiey. In German films
the street represents the call of Destiny — espeanally ac
mght, with 1ts deserted, treacherous corners, ity thunder-
mg raffic, its spluttering gaslights, it clectric signs, ats
car headhghts, 1ts asphalt gleaming wich ran. the hghed
windows of its mysterious houses, and the snule of
its pamted prosritutes; it is the lure and enticenment of
alt poor devils who, tired of thetr dull homes and mono-
tonous lives, are out for adventure and escape.

For Kurtz the streer can as easily be a completely Hat
surface as a dark stain with jagged edges vibraong with
a frenzied” light in which blurred spectral figures can
be percetved. He says that it is also possible to smgle
out a sector from one of these non-existent streets and
bathe 1t dazzling light and sharp shadows which make
it loom up out of the darkness; it is cqually posable by
the use of lighting — ot a harsh kind - 1o bring ouc the
outlines of the street in a toreshorrened nerwork.

Of a painting by Umberto Boccioni, The Power of the
Street, m which the street’s suggestive power 15 syvin-
bolized by hght-rays and triangles, the German writer
Sorgel says (in lns book fir Bame des Expresstonenis,
1925) that Bocctoni’s intention was not to paint the street
itselt, but its Kraftlinien, the force-lnes irradiated by
objects. And the man in his street is mescapably caught
up n ths network of Keattlinien, German filins secm o
follow the same precepts.
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The back yard in Backsiairs answers fairly well to
this descriprion, although here the vision is accentuated
by the intrusion of novel architectural notions. More-
over Kurtz was well aware that though the serting of this
film was not altogether Expressionist it could never have
been what it was if Expressionism had not already
preparcd the ground for it. The construction of space by
abrupt contrasts of shadow and light, by tonahty decom-
posing or unifying certain architectural elements, had
no other origin. This method of juxtaposition also
operates in the interiors: a shot in Backstairs shows,
below, in shadow, the despairing mad (played by the
sentimental Henny Porten, the idol of the German
public), while above, harshly lit, the ladies of the house
berate her with virtuous cant.

Die Strasse {The Street, 1923)

In the film enutled Die Strasse, by Karl Grune, the
street plays a more complex role, and 1t enters directly
into the action. We first see it as a luminous temptation
from a middle~class dining-room, an invitation cast
through the window by the lurid life outside, in the form
of light-rays wavering in the gloom and printing a
furtive lace-pattern on the ceiling, provoking longings
in Eugen Klopfer, the meticulous bourgeois.

Then outside, the giddying swirl of impressions makes
hesitant feet unsteady, rather as in Murnau's Phantom;
adventure ships from one’s cJumsy grasp. The fascination
of the object comes into play: an optician’s sign is trans-
formed into the eyes of an enormous demon. A shop-
front 1s a nurage that reflects at the same time an occan
Imer promising  escape and the cqually pronmusing
silhouctte of an emigmatic young woman. This perpetual
mirroring on glass of desired objects or persons is also
found in Fritz Lang's M and The Woman in the Window
(1v44) and Pabst’s Die Dreigroschenoper.

Kurtz says that Ludwig Meidner’s sets for Die Strasse
transpose the brutal dynamism of a ciry high street
mto a vision of light emphasized by occasional picture-
sque details. The architecture 1s subordinated to the
chiaroscuro: the space 18 filled by the balls of light of
the are lamps, shapes evolve, the jagged outline of a
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The Street: sketeh by Oreo Hasler tor M



Fhe Street

staircase 1s seen, doors move mysteriously, Grune creates
the ‘dynamism of space caten into by movement’,
his ‘constructive Will' forges ‘the spirit’ of a ghttering
city. This ‘spirit’, Kurtz says, cannot be captured by the
camera-lens if the image 1s not fashioned by the ‘con-
structive Will'. So Expressionism was to be used not
Just tor L'[}.L'Ll\ ]\rni\n\t'd 1*\ the 1".'.|] ul‘)_|t.‘|_'[ as 1t }‘rl'C‘sCIll\
iselt to the physical eye, but also for effects needing to
be experienced intellectually.

Yet Kurtz had not realized that the vision of the street
in this film 1s not always exclusively Expressionistic, and
that what we sometimes find 1s an Expressionism which
has evolved and been transposed and which uses quasi-
Impressionistic elements to render atmosphere. The
Expressionism has retained more of its purity in the
mteriors: a gloomy drawing-room in which the bright
hanging lamp merely lights the forms of the central
characters, or the shot of one of the (by now) classical

staircases in which the spectral glow of a gaslamp
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suspended  from a vaulted roof creates the typical
ambigiity which Pabst was to use for his version of the
chiaroscuro staircase in Die Freudlose Gasse (The Joyless
Strect).

The bourgeos wath the traditional umbrella — played
by the pompous, endomorphic Kldpfer - goes off into
the street, confusedly hoping that it will deliver him
from the uneventful honesty of married life. “This
morning [ went out in search of the unknown’, says the
cashier in Georg Kaiser’s play Vor Morgens bis Mitternachis.
‘Something was dniving me on. . . ." For a German
this ‘something” 1s always Destiny.

The cashier’s cscapade 1s irrevocable, whereas the
kindly bourgcois in Die Srrasse finally emerges from the
fallacy of adventure which, ulumately, can only lead to
hunmiliation and murder. He goes back home to his
dreary wife and the daily round; the street by night,
wath all ies glitter, is left behind him. The tragedy here
is not total, Destiny does not have the last langh after all.
This 15 surely a sign that the obsession with Expres-
sionism 1s beginning to lose its hold.

Die Frendlose Gasse (The Joyless Street, 1925)
Pabst’s The Joyless Swreet epitomizes the Germanmie
vistons of the street and the obsession with dimly lic
staircases and corridors: it is also thie definitive con-
seeration ot the ersatz studio architecture deriving from
Expressiomism. In the scenes of misery in The Jopless
Street the cliché s dominant - everything is too studied,
two arranged, too emphatic. The back-alleys are too
disteputable, the staircase oo enigmatic, the counter-
points of shadow and lghts too discordant and too
obvious. The face of Werner Krauss (the buecher with
the twirly moustache) is too prominent, the parting
m his har too otly and his brutality excessive. The
prostitutes on the alley-corner, the nobly fallen bourgeots,
and the msinuating madam all look too much like
a Vicrariun print enutled ‘Poverty and Human Depraviry™.
The picturesque triumphs over the tragic, and this 1s
why many passages in this film are now disappointing;
it o rarely possible to feel mvolved in the emotional
turmol of the film’s period.

Another film depiered the disasters of the post-war

250



o
-

n't Life




years with much more restraint and humanity: Isn’t Life
Wonderfut?, in which Griffith succeeded in producing
an epic of despair and hunger without ever lapsing into
facile sentiment. The sad queues of city-folk pushed by
poverty into buying and buying before the goods run
out and the value of the mark goes down still further,
jostling, pushing, shoving, envying those in front, and
keeping a wary c¢ye for queue-jumpers are much more
forceful than Pabst’s decorative queues of self-consciously
symbolic extras.

Nevertheless, forcing the picturesque to the extreme,
Pabst occasionally achieves poignant effects like the
hand of the stunned butcher rising up against the window
and clenching in the air. This shot is more convinang
than the one in which we see his face covered with
blood, a reminiscence of the previous passage in which
his complacent lustful face loomed up at this same
window before he opened the door to the women
prepared to trade themselves for a little food.

During the rather theatrical riot scenes the contrast
between the shots of the mob rushing towards the
bawdy-house and those in which the black marketeers
run for the exit in terror of their lives reveals the skilful
techniques  characteristic of Pabst’s films from then
on. In an often-quoted interview for Close Up m 1927,
Pabst said in connection with The Love of Jeanne Ney:
‘Every shot is made on some movement. At the end of
onc cut somebody is moving, at the beginning of the
next the movemoent is continued. The cyc 15 thus so
occupicd in following these movements that it misses
the cuts.” His intention was to avoid breaks in the narrative
so as to achieve a perfect fluidity of action. His method
was completely opposite to that of the Soviet directors
who deliberately went after shock cuts and dialectic
Juxtaposition.

One 15 occasionally struck by a revealing shot fore-
shadowing what the mature Pabst was to be capable of:
for nstance the overhead shot of Wemer Krauss, the
butcher, in the bawdy-house, showing us his brilliantined
head in all its hidecusness, with his buil-neck thrown
imto rehiet and his shoulders hunched; the camera follows
his atvicudes, his rigid way of sitting down, carefully
lifting the flaps of his frock-coat, his gloved hand grasping
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a picce of sticky cake which leaves bits of sugar on the
leather — all the vanity of the newly-rich, ill ac case in
his Sunday best.

Pabst still uses the rather threadbare techmques of
Expressionist symbolism: the glazier's enormous, super-
imposed hand stretches out to claim his due from a
swoomng Garbo, who has only a derisory sum of money
left. Or Garbo’s half-length figure is left blurred under
the gaze of the butcher in his Sunday suir, and this
blurring conveys that his natural inclinanon  towards
more rounded women saves her from him. And there i
the very brief shot of two coats hanging on neighbourmg
pegs — the one poor and threadbare, the other a damty
grey fur which will have o be paid for in kind.

Pabst, who was later to pursue realistic objectivity,
frequently made known his satisfaction with havimng
here presented the murder of the beautitul adulteress
as a newspaper item: the corpse remams mprectse and
henee becomes something anonymous, impersonal and
very remote m the diffused light falling from the halt-
closed venctian blinds. This particular atmosphere was
to recur i the scene where the flecing herome m Pandora’s
Box comes momentarily into the deserted flar of the
husband she has murdered.

Like so many German directors Pabst s tond of
filming mirror-reflections: the madam’s assistant forces
Garbo to dress in an cvening gown which Jeaves her
almost entirely naked. We see the girl standing m tront
of a mirror which only reflects the image ot the woman
badgering her. (Note also the particular use of a hand-
tmirror, when the jeweller puts the necklice round the
neck of the immeobile, entirely passive Asta Niclsen: she
raises the murror with a mechamcal goesture and the
circle of light projected by the glass appears twice over
her face.) Then Garbo, dressed 1 this gown, s refected
in a three-faced murror in which there appears the
stlhouette of a drunken num, also three-told; his real
presence s revealed solely by a Justtul land stretching
towards the girl. Pabse 1s fond of this enormous hand
at the edge of the sereen: the rich profiteer approachng
poor Asta Nielsen is also announced by a large hand
When Asta Nicken tries to explan the murder-seene 1o
the bewildered proficeer, Pabst shows nothing but the
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movements of her aristocratic, emaciated hands. The
same murder related to the policeman is once more
evoked merely by Asta Nielsen’s hands, fluttering like
frightened birds.

For The Love of Jeanne Ney Pabst invents more refined
mirror effects, for example the mirror m which the
Russtan officers’ orgy is momentarily reflected and
which, smashed by a bottle, still reflects the huddle of
bodies in one of 1ts fragments. And the scene in which
the lovers decide to spend the night at the hotel 1s shown
reflected in the window of the car which they have
stopped and which goes off empty.

The Joyless Street already reveals that Pabst uses
actresses to better effect than actors. It 1s true that for this
film he had two exceptional women at his disposal,
one of whom was Greta Garbo who, though very young
and inexperienced, had just played unforgettably the
part of the Countess in Stilier’'s Gosta Berlings Saga. The
camera-lens captures the perfect sweep of her face with
s gentle expression of timid sadness, and on the rare
occasions when she risks a faint smile for the Amenican
officer she is infinitely more captivating than the ‘Garbo
who laughs’ launched in Ninotchka. These hesitations,
partly duc to stage fright, are all to the good. They
harmonize with the consummate artistry of Asta Nielsen,
whom we first see, before the murder, submissive
and almost childlike, with just a poor little wish for
happiness; but gradually her passivity is infused with
sorrow and her expression of a dying Pierrot takes
on extraordinary power. The closing of her eyes, as with
Elconora Duse, is a weary gesture of experience; her
hands seem to have some wound which we cannot see;
her patheric fate cuts us to the heart. Her infinitely
weary walk is clumsy, as if her legs were made of wood;
she scems defeated beforehand, the chosen victim of all
carthly misfortune. Many scenes in this filmy which are
mere commonplaces of human suffering come alive
through her presence.

Asta Nielsen
‘Dip the Hags before her', Béla Balazs wrote after secing

Asta Nielsen play the death of Hamlet, ‘dip the flags before
her, for she is unique.’
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Asta Mielsen as Hamlet

People nowadays cannot understand what that pale mask,
with its immense blazing eyes, meant for the nineteen-tens
and twenties. Others wore this smooth straight fringe of
dark hair, but only she and perhaps Louise Brooks scemed
inseparable from this stylized adornment. A hypercultivared,
unstable, sophisticated period had found irs ideal, an intellectual
of great refinement. Who better than she could play Hedda
Gabler, at once passively frigid and devoured by passion?

Bur Asta Nielsen was more than what a generation culti-
vating the linear and the arabesque was in search of. It was
impossible to put a label on this great actress: she was neither
‘modernistic’ nor ‘Expressionistic’. Her warm humanity, full
of the breath of life and presence, refuted both abstracrion and
the abrupmess of Expressionist art. She could transform
herself, in Engelein or Das Liebes A-B-C, into a mischicvous
girl, and her great tragedian’s eyes would suddenly shine with
petulance. Never did she stoop to mawkishness, never did her
travesty shock. She could play in trousers without ambiguity.
For Asta Nielsen's eroticism was without equivocation; her
passion was always authentic.
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Asta Nielsen in The Joyless Streer

Her fringe hairstyle sometimes led her to play vamps, but
there was nothing calculating about her. She made audiences
Jeel the fire which was to destroy not only men but also
herself.

In every film this woman who seems the quintessence, the
epitome of her era, renews herself. In Hamlet she is as vibrant
as a Damascus sabre, the Danish Joan of Arc. What could be
more Stendhalian than her Vanina?

No one has ever been able to schematize Asta Nielsen,
and it is characteristic that it is because she managed to be
herself and keep her own face that she was never engaged by
Hollywood, which could not transform her.

She is typically Nordic, issuing from the savage legends
of the Edda, and cven if she hardly ever filmed in her native
land, Denmark, she remains a figure apart in German films,
and not only because Danish directors, Urban Gad and Sven
Gade, her two successive husbands, directed most of her films.
This complex aura persists around her when she films with
such German directors as Pabst or Bruno Rahn.
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* Iris Barry, Program
Notec it Muscum of Modern
Art. New York), Seres 1L
pPrograin 3.

In sum, Pabst was much more skilful in depicting the
hideous world born of the mfaton and the desire tor
facile pleasure, the world of the pimps and profiteers,
than 1 makmg a2 viable cinematic descripnon of the
dull grisaille of poverty. He was always to vield to the
tempration of giving it a gloss, of glimorizing 1t with
same picturesque touch.

Nevertheless, he did manage later on to break awav
from this pasteboard architecture, this commitment 1o
arttficial settings and sentiments, when he came to tilm
a few scenes of The Love of Jeanne Ney in Pars. Even
though he retumed to the studio tor the London of
Pandora’s Box, what he had learnt while makmg the
Love of Jeanne Ney had left its mark. As in Ford’s later
The Informer, an centire town is built out ot tog, and
the evocative power of Andreiev’s settings 1s such that
the absence of reality 1s no lTonger felt av all; what one
notices is a willed, soberly accepted remmeiation of the
artificial,

But can one really call Pabsta ‘realist™ 7 Iris Barrv* seems
to me to have struck the right note by saving that Pabst
orgamzed Ins different shots v such a wav that theo
order remtforced ‘the illusion of realiey’: tor Pabst,
rcahty was simply another convention.

Nevertheless, even if Pabst wanted us 1o say “how
true’ rather than ‘how beautitul’, he never managed o
reject a shot which was both forceful and preturesque.

Dirnentragédic (Tragedy of a Street, 1927)

Dirnentragédic was filmed by Bruno Rahn, a very erranc
dircctor who made rather commercial  filims about
“vice' {Sinrenfiime) betore suddenly achievimg this buter
and violent work. It 15 undeniable that dus film’s exera-
ordimary quality is principally due to the presence of
Asta Niclsen. Her expression when she looks at the
man who has done her so much harm s unforgettable,
like her weary gesture as she paints her face m the hope
of winning him back, though knowing thar she stands
no chance against the youth of her rival. This was o be
Raln's only film of any value, and that s whats eragre
about it. Thwarted i his ambitions and wounded i has
pride, he died young.
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He worked in the days of the ‘féeric de laboratoire’.
The light of a gaslamp explores the nooks and crannies
of an alleyway, slipping across the irregular cobblestones
and creeping into the vestibule of a house of 1ll fame,
while in the chiaroscuro of a disrepurable café prosti-
tutes display their charms in the light of a hanging lamp
and the white blob of a face belonging to onc of
them shouts from the darkness; as in Die Strasse, their
bare arms are seen through the man’s eyes as silvery
tentacles.

But what has been termed ‘le fantastique social’ - a
more exact term would be ‘le social décoratif” — has lost
its pre-eminence. Here the street is merely a fragment of
irregular paving on which innumerable fect, mincing
on heels which are too high and rather worn, slopping
in shabby slippers, or stamping in boots, follow one
another, stop, and continue, representing cheap seduc-
tion, the pimp, and the weary wait of a whore strolling
up and down. This street devoured its souls long since;
it cannot be cvoked by faces and bodies, only by the
movements of legs and feet, which Rahn follows for
yards and vards of film, along the pavements and up the
sotled steps of a staircase, drawing from their anonynuty
a surprising cloquence.

Everr when the Germans had gone beyond Expres-
stonistic abstraction they were to keep their fondness
for animating impersonal elements and making symbols
and principles act rather than human beings. And when
we do find these anonymous feet adapting themselves
to a specific body or face, their owner never departs
from a cerrain automatism,

The Absolute film

In these passages Rahn was possibly influenced by
the ahsolurer Film, the German avant-garde. Berlin,
dic Symphonie der Grossstadt by Walter Ruttmann, Inflation
and Vornittagssprk by Hans Richter date from the same
year as Dirnentragodie.

And Joc May may have been recalling this passage of
Rahn's when he presented soldiers’ boots dragging along
endlessly in a snowy plain in Heimbkehr,

A few words are necessary on this film-genre of the
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German avant-garde, this ‘absolute’ film which the
French call ‘le film abstrait’, half way berween the ‘new
objectivity’ and fantasy.

For Victor Eggeling, who drew the first German
absolute film, it was at the outset mr;rc]_\' a matter of
transposing his abstract-figured plates onto spools in
order to gain storage space. On the other hand he was
already interested in the behaviour of certam torm-
clements among themselves, in their force of adhesion
and repulsion, in their contrast and analogy. This 15
how we need to understand the variation and evolution
of his forms in Diagonal-Symphonie.

Hans Richter went further and conducted research
into a law which he believed governs the avant-garde.
He attempted to decipher problems of time, sSpace,
colour and light. By capturing plastic forms i moves
ment he tried to account for their dynamism and simulta-
neity, postulating that an object’s rhythm should be
brought out in terms of time and space. Kurtz could
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legitimately say that Richter sought ‘the primordial
rhythmic function of movement’.

Wherceas several people even then criticized Ruttmann
for his ‘feuilletoniste’ manmner, Richter himself stressed
that Ruttmann merely sought ‘improvizations of forms’
and that any interconnecting rhythms between them
were purely fortuitous and gratuitous.

In Ruttmann’s figures Kurtz saw ‘surging impulsions’;
he had the impression of contemplating undulating
forms which devour each other in a bitter struggle, or
which embrace each other lovingly. As the direct
antithesis of this, Richter insisted that Eggeling’s forms
and his own testified to a profound transcendental
neaning.

However, because Ruttmann brought to the absolute
film these elements of sensibility and organic life, he
was able to create Kniemhild’s dream for Die Nibelungen
withourt the Icast hesitation or break in style.

Asphalt (1928)

The influence of these avant-garde film-makers 15 un-
dentably present m Asphalr, which was made the year
after  Dirnentragodie by the skilful director Joe May.
It 15 a cogent example of the use that Ufa commercial
films made of the results of artistic research. May uses
everything. The suggestive chiaroscuro of the carly
hours while the workmen lay the asphalt, and the shots
of legs, feet, and rools pounding the still-hquid mass,
could come from some arustically made documentary.
The climbing smoke, the gear-wheels of a stcam-roller
as it Jumbers forward, and the various overprinted
derails of wheels owe their origin to the symphony of
the machines in Merropolis. We also have tangled visions
of simultancous criss-crossing superimpositions, nung-
ling, linking, and complemenung each other as in Ruet-
mann's  Berfin or  Richter’s  Renusymphonie,  which
attempted to capture the street’s neaming with an
abstract, quintessential turmoil of traffic. May, wishing
as he did to create the Song of Songs of the indifferent
street, where tragic liasons and fatal encounters are
shaped unbeknown to the traffic which crushes the
budding illusion of tenderness, interposed such shots on
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several occasions. Unhappily this deploviment ot abstract
art remains external to the luxurious studio street o fa
Ufa, who were never oncs to hesitate over a few oxera
buses and another hundred or so extras. So this self-
styled ‘daring’ is not an integral part of the action, which
1s a wholly conventional love story,

Within this insipid plot Joe Mayv occasionally re-
members his artistic ambitions, Then we got the ]11511—
angle shot of the strect where the voung Frohlich, the
Flihrer of the crossroads, on duty as a policentan, domi-
nates the traffic = a shot in which the German taste tor
ordered ormamentation comes through ver again. A
siniilar shot of a policeman had already appeared in Carl
Mayer’s scenario for Syfrester:

‘Like shadows: Trathe. Motor-cars.
Passers-by. Carrages. Motor-cars.
And
A policeman who

rears up as it made of brass. Otten whisthng. And sull

dirccting. Raising his arms. Thus ordering the rrathic,

Which divides one wayv and the other’.

In order to portray Frohhcly's embarsassment m the
Aighty woman’'s drawing-room, Joe May just shows two
straddled legs clad i chick leather gaiters above apair ot
enormous boots. But the hesitant movements ot dhe
camera are incapable of creating atmosphere and des-
cribing the mawkish clegance of the drawing-room. The
shot of a strip of Juxurious carpet betore the couple’s
entrance ought to have intormed us of the kind ot hite
ted there, but it falls completely Hac,

The rests a mixtare of the successes ot previouns filims,
In che Paris slum  the gentdeman-burgiar  suddenly
changing inte a gasworker 1s shown as a gigannce shadow
on the wall. We ger another facile play on shadows m
the staircase when the young poltceman staggers home
after the unintentional murder; and the murder itselt
15 well within the tradition of German cnema - it s seen
in a mirror.

In the end, all that Joe May's pretentions to avant-
garde artistry and his skilful imitanon lead to is an mage
which 1s highly svinbolic of his own msiginticance. A
bird sits 1 s cage, and four superimposed trams bear
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down on it from the four corners of the screen. Here May
secms to have been outclassed by techniques whose
potency cxceeded his own small talent. We need only
recall Stroheim’s use of the birdcage mouf m Greed, as

he plays with cruel insistence on this emblem of family
peace and bourgeois solidity.
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“Arr - athentic art — is
simple. But simplicity
demands the maximm of
aetistey. The camera i5 iy
director's pencit. It showdd
have the yreaeest possible

mobility i order 1o record the

runt fecring Jmmr:m}* q!-
atmosphere, [Eis impartant
that the mechanical facror
shendd nop stand betweeen the
spectator and the film?
FoW. Murnau, quored by
Ludwig Gesek,

16 The Evolution of the
Costume Film

Tartiiff (Tartuffe, 1925)

This version of Moliere's comedy may shock non-
German audiences. Dorine, the soubrette, all light and
skipping and very French as we had always imagined
her, takes us by surprise when she comes smhing 1n as
the imposingly plump Lucic Hoflich, whose heavy bunld
would be more appropriate to Lessing’s Mmna von
Barnhelm, a role she often played for Reinhardt.

The moralizing prologue and cptlogue tacked on to
the scenario are faintly ridiculous: they portray a hypo-
critical housckeeper ill-using a poor dotard with an
eye to his inheritance. The old man's nephew makes him
realize her hypocrisy by showing him the film of
Molicre’s play. This utterly pointless framing story is
redeemed by some marvellous shots. For Murnau, as
later for the Pabst of Pandora’s Box, the actor’s face
becomes a kind of landscape, which the inquisitive cye
of the lens explores indefatigably down to its most
hidden recesses, incessantly discovering new and un-
expected angles and new surfaces to illuminate. He gets
Karl Frcund’s camera to cxplore all the crevices of the
faces, every wrinkle, every twitch, every blink, cach
hidden flaw of freckles or bad teeth: mountams and
abysses, pits and peaks are modelled on the facial surface
by cffects of shade and lighr.

Later, interviewed for Close Up in 1929, Karl Freund
said : " Tarmuffe, photographically, was quite mteresting.
The begmning and the end [ took in the modern style,
allowing the artists no makc-up, and wsing ‘angles’;
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while the mddle secnon s soft-focus, gauzed and
artificial.’™

This anricipates certain out-of-focus shots i Fanst
(made immediately atterwards), n which Mumau was
to develop the facial shapes discovered during the making
of the Tartuffe prologue and epilogue.

It 15 worth noting the mobility of the camcra as it
follows a character in the main action. Tartuffc's back 1s
scen moving slowly towards the background, getting
broader, filing the doorway and becoming gigantic as it
crosses the threshold. The encounter between Tartuffe
and Orgon on the stairs 1s also striking. The camera
places the two movements in opposition, and then lets
them collide. The sequence starts with two parallel shots,
Tartuffe spies on Orgon, who does not notice him.
Then a closc-up of Tartuffe’s enormous face suddenly
rears up at Orgon and the spectator. We see Orgon
shrink back and chen there is a cut to a back-view of
Tartutfe moving towards Orgon, who backs gradually
away. These two shots {the shot-and-reverse-shot
techmque) constitute a remarkably powerful visual cue:
the ascendancy that the ‘hypocrite® wiclds over the
credulous Orgon becomes immediately clear, and 1s
confirmed by the last close-up of the immense face of
Tartuffe slanting across the screen and leaming over
Orgon who, utterly submissive, is scen in profile, to one
side. Every shot and cvery arrangement of shooting
angles is planned with a view to its effective participa-
pon in the action, the first close-up being a kind of
mitial contact and the second its conclusion.

A single close-up reveals the character’s abjection:
the camera shows the man's ignominious hypocrisy, a
tew slicked-down strands of hair on his cgg-shaped
head.

The elegant contours of the simple, restraimed architee-
re are well adapted to the movement of the camera.
The delicate curves of the fluring, the graceful sweep of a
pilaster, and the filigree ironwork of a Louis XV balu-
strade contribute a treshness which s full of charm.
Murnau seeks the contrasts infused by che different
shades of black, grey and pure white. Every clement of
the set plavs a predetermined role i the action: an
enormous candlestick set against a pale, smooth wall-
surtace becomes the counterpart of the huge black
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Lartufte

silhouette of Tartuffe as he comes and goes in front of
this wall; the cast of the banisters supports the relief of a
crinoline brushing over the volutes of the stairs. Murnau
had these sets, designed by Herlth and Réhrg, con-
structed with extreme care. The mouldings of the
ornaments were made by hand, and the ron balustrade
was wrought by smiths in the traditional manner,

The camera lingers momentarily over the clegant
architecture on each of the three floors; on the last one
a door opens and Tartuffe appears and dashes down to
the ground floor. Immediately another door opens,
Dorine comes out, the camera leans with her, and we
sce through the balustrade the black and white tled
floor below, with a furtive strip of hght shining at the
foot of a door standing slightly ajar. This 1s all that
Mayer and Murnau show us to make us realize that
Tartuffe has fallen into the trap and gone into Elmire’s
bedroom. Then Dorine goes downstairs i her rurn,
holding a candle whose uncertain light flickers on the
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scaircase walls; she runs to warn Orgon, and Carl Maver
and Murnau open another door into a brightly lit room.
This brief passage constitutes a real symphony of lighting
cffects, and brings out the concise structure of the film:
the allegretto of the hurriedly opening and closing doors;
the andantino of the comings and goings on the stair-
case; and the ghissando of transparent blinds and curtains
which alternately reveal and conceal the characters of
the play.

Seen in this hght, Moliére’s Tarmffe dressed up as
Minna von Barnhelm takes on overtones of a Mozartian
intermezzo, and the plump Prussian Dornne seems
somehow less hefty, with something of the charm of a
figure by Chardin,

Murnau succeeds admirably 1in harmomzing his
costumed characters with their setting. We sometimes
sce the black figure of Tartuffe or the gleam of a lace-
tmmmed taffeta gown moving against vast smooth
backgrounds. Again, we have the richly-folding velvet
of the curtains, or the filgree of a coverlet bearing the
glint of a tender silk déshabillé. The charm of all this 1s
cven more cffective when Tartuffe (Enul  Jannmgs)
snorts around n it insulting its fragilicy. All the contrasts
resulting from this usurpation of privacy are skilfully
cxploited: slim and haughty, the beautiful Elmire (Lil
Dagover) rebels at the rustic mirth of Tartuffc sprawling
on her bed of lace.

All Murnau's enthusiasm goes into rendering the
voluptuous pallor of a woman’s décolleté, or the nuances
of a silk gown in a profusion of darks and lights — a
distant recollection of Watteau. This gift developed m
him during the evolution of the chiaroscuro. The
costumce film is free of the naturalism that marked
certain films in other genres. In Manou Lescant and Der
Verlorene Schut {Cinderella) Robison and Ludwig Berger
portray the ctiolated glow of velvets and the streamng
crackle of silks: Lubitsch, from his very carly days
onwards, never let slip the opportunity of giving a
shimmer to silks or deploying dazzling draperics. German
film-makers, haunted by the desire to break beyond
the shallow dimensions of their are and of human existenec
through the manipulation of shadows, did succeed m
infusing lifc into surfaces.

273



In Tartuffe we also observe a play on intermingling
forms, for example when the hypocrite alone with
Elmire notices the distorted face of Orgon reflected in
the round teapot as Orgon lifts the curtain behind which
he is hiding. (Here Murnau the art-historian is again
recalling a painting: Krauss’s face peering round the
curtain resembles that of a character hiding in the same
way in Hieronymus Bosch’s hell.} W find a similar
passage in Emé Metzner's Uberfafl, and its quality
enables us all the better to measure the difference in
style and conception. Like Gance in La Folie du Dr Tube,
Metzner is merely after uncanny distortion cffects,
whereas for Murnau the least reflecting surface is likely
to be used for Impressionistic play with anamorphic
forms.

German transpositions of Moliére’s comedies give odd
results. Heinrich von Kleist left the trace of his own
personality on his adaption of Amphitryon: the witty
comedy of a divine adultery becomes the disturbing,
almost tragic story of a woman torn between two loves
and a god whoe 1s basically very poor and muscrable;
his longing for human existence leads him to envy
Amphitryon, the deccived, but in no wise ridiculous,
husband.

The same thing happens in Tartuffe. But though it 1s
true that the film 1s more heavy-handed than the original,
we do detect in addition a strange uneasiness, and we
feel that even without Tartuffe things would not go
better between Orgon and Elmire. There is, in fact, no
happy ending in Murnau's tragi-comedy.

The German writer Grabbe called one of his plays
fronie, Scherz und Tiefere Bedeuning (Irony, Joke, and
Deeper Meaningy. Tiefere Bedetung could be the title of
more than one German work, whether by poets such as
Kleist, or film-makers such as Murnau; for it is always
the other side of things which haunts their despair.
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17 The Eye of the Camera
in E. A. Dupont

When Dupont’s talkies started coming out with Arkanrie,
many people were disappointed, and jusohiably so. The
sound filim affected Pupont much more than 1t did other
film-makers becanse, though he knew how to place his
actors, he did not know how to get them fully to express
themsclves. His strength lay elsewhere.

Das Alte Gesetz {The Ancient Law, 1923)

An old copy of Das Afte Geserz luckily recovered by
the Cimémathéque Frangmse enables us to apprecate the
rcal qualities of Dupont, who succeeded m giving
exquisite subtleties to his images and whose range was
capable of mfinite variations. His aim was not the Ger-
manic immaobility of ormamental form, or decorative
stylization, but the matching of rtones. Using here a
checked jacket or a picce of striped timming, there a
vase of flowers or a strip of tapestey, he secks to caprure
the flecung quabey of the cwaroscuro. He makes the
interiors vibrate with the atmosphere appropriate to
cach situation, marrymyg the velver ot the darks to the
tender sitk of the lights. Without taking the premedita-
tion oo far, he places his actors with infinte cleganee
and sensibilicy, as when, tor example. the girl m love
with Baruch hides her head in despair on her bed 1 an
artitude which brings out her fragiliey bencath the beavy
tfolds of her dress. Agan, Dupont composes an authenoe
Kammerspiele scene between Henny Porten and  Ernst
Deutsch, with the dull glow of a taffeea gown blendmg
mmto the halt-light of the silent drawimg-room reflected
in the window belund them.

=73






Stimmung; Das Alte Geserz, Froehich's Mutrer und Kind

Here the period costumes stop looking like fancy dress.
These are d.lgllul'l'tul)'}Hcs which come to life; the
crinolines swirl across the parquet floors and sway over
the freshness of the grass. The richness of the light in the
blending impressions 1s magical.

And even in the scenes of the dark-toned peasant
::,}lt‘il.u. with what artistry he succeeds n .1\-'(1|Li]||:_"
brusque contrasts and forced highhights, mamtaining,
with the help of his cameraman, Theodor Sparkuhl, the
vigour and sfumato of an etching of the school of
Rembrandt! One need only compare these passages with
scenes m Pabst’s Prozess, a film which 1s also set in a
Jewish orthodox milieu, in order to appreciate the full
extent of Dupont’s tact and extraordinary good taste

The famous scene between the young actor Baruch
and Hemrich Laube, the rough-mannered theatre director
with the traditional heart of gold, reveals Dupont’s
hmitations. It 1s true that 1t was quite novel for its day.
Baruch 1s scen very briefly at the start of his audition,
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then the camera focuses on the indifferent director, intent
on his dinner. At this point Dupent gives a very clliptical
ctue to the young man’s great talent by having the director
suddenly stop cating and watch mtently, while Baruch
himselt stavs off-screen. Yet this device needs to be seen
for what it 1s; artificial.

Varieté (Variety, 1925)

In Varicté (Variety) Dupont’s purely acsthetic intuition
was to go even further. He can usc the last vestiges of
Expressionism  very adroitly, as he proves with the
Ingh-angle shot of a prison yard with dark oblique walls
which are more oppressive than those in Metropolis,
torming a kind of pit at the foot of which the white
circle ot prisoners going round and round stands out
against a black background. This is of course an Expres-
sionmistic device, but 1t derives from a paimtng by Van
Gogh.

Another example is the impersonal back of a convict,
whose entre existence s limiced to the number 28,
This back fills almost the whole of the screen, while -
very remote, cven blurred out at one point — we see the
small lunnous form of the white-bearded governor, a
cross between Father Christmas and God the Father.
Then all that remains on the screen is the abstract orcle
ol the enormous number 28. Dupont varics this device
when he gees Karl Freund's camera to film Jannings’s
revenge s all he shows is a back-view of a hefty shoulder
and a hat, with the routed seducer, trembling, drunk,
and afrad, seen over the shoulder. Faced with the
clementary passion of the avenger, the rival, though
quite tall and made to Jook even taller by his shim build,
appears small and puny from this unfavourable angle
when he bends down to grab at the knife he will be
torced to use in the uncqual fight.

Dupont has enough tact not to show this fight. The
canmera hingers for a brief, unemphatic moment on the
bed to which the girl had willingly repaired, and then we
just see the end of the fighe: a raised arm brandishes the
knife, chen the hand opens limply and drops the weapen.

Pabst has the same thing in Pandora’s Box: all we see
ot Louise Brooks’s death is her hand slipping limply

270






Variety

from beneath the murderous embrace of Jack the Ripper.

The critics of the day made much of the convincing
manner in which Jannings ‘acted with his back’. But
although Jannings plays the acrobat deceived by the
vamp with remarkable restraint, considering his natura-
listic talent, the spectator soon tires of this over-frequent
‘back-acting’: Jannings back by back with a warder
going down one of the famous German crepuscular
corridors just before the great back scene in the governor’s
office; or the hefty back of the acrobat among the
innumerable ropes and guy-lines of a fairground; or
Jannings's back seen after the famous scene with Lya
de Putti, the beautiful intruder, as he moves heavily
towards the curtains of the matrimonial bed, already
half aware that he is in love. The camera returns to
Jannings’s back as he stares at the caricature on the
café table with his hands painfully clenched. And finally
Jannings is seen in a back view after the murder, going
away across a hotel corridor, dragging towards the
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staircase the vamp who clings to him. These shots of backs
filmed in a great varicty of situations ultimartely erode
the visual power of the image. (It is eventually much less
effective than in Murnau's Tartuffe, where Jannings's
back is seen but seldom.)

Dupont attempts to graft a Kammerspicle atmosphere
on to the charm of the fairground milicu. When Jannings
broods mn the glow of a lamp in his dressing-room, or sits
at a caf¢ table, the ighe wavers over the glass surtaces. Or
a tap drips with monotonous regularity. Bur whercas
in Pudovkin’s Mother this dripping in itself stands tor
all the dull despair of a flat existence, Dupont spoils
his symbol: he presents it with a comic eche in the form
of drops running from under the baby's cradle,

In common with many of his compatriots Dupont has
a weakness for contrasted symbolic images. For instance,
Jannmgs gloats at Lya de Puta’s back as she dances,
then turns with distaste towards his wife steoping at the
piano. He similarly compares the voluptuously silk-
sheathed legs of the dancer with the darned and wrinkled
woollen stackings beneath the tasteless dress of his wate.

The vamp’'s first entry is also a symbol, the symbol of
destiny: climbing the caravan steps Lya de Putti ts seen
as a forchecad and a pair of immense ¢yes, then slowly,
like a sunrisc, her entire face appears, and the mundane
fairground scems to be transformed into a metaphysical
parable.

Somenmes the symbolism is a hirtle more discreet: the
seducer, waiting for the arrival of the woman he desires,
opens the window to create a draught and give him an
excose for closing the door. Sure of his success, he
lowers the venetian blinds and - the counterpomnt s
brief, but cloqucnt — raises them agan after the faral
scene.

If we compare the amusement-park atmosphere i
Variety with that found in Caligari or the even more
artificial version m Waxworks, we at last discern the
secret of Dupont’s talent: he has the gitt of capturing and
fixing Auctuatimg forms which vary mcessantly under
the effect of light and movement. His objective 1s alwavs
and cverywhere the ebb and flow of In,ht which he
accentuates, showing the circus arostes’ lively  party
through the turning of an clectric fan, or, brichy,
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Jannings’s face behind the movement of the napkin
with which he fans his out-of-breath partner.

There can be no doubt that we have here an ‘Im-
pressiomsm’ which bears traces of having passed through
Expressionist abstraction: this 1s striking when, for
mnstance, Dupont shows, beneath the grotesquely fore-
shortened body of an acrobat huddling on his trapeze,
the crowd as he sces it in his swing — a motley of in-
numecrable floating blobs; other shots present the geo-
metrical distnbution of the mass as a mosaic, varying
with the swing of the trapeze. The vulgar star-spangled
ceiling of the Berlin Wintergarten music-hall is depicted
as a shower of sparks. One shot shows us all these
impressions blending and whirling around Jannings who,
standing on his trapeze, is seized by vertigo at the sight
of his rival’s happiness.

Dupont was also to use swirls of visions to depict his
protagonist's c¢motions. When Jannings discovers the
caricature on the marble-topped table, he stays rooted
in the same position while the world falls around lum
and images whirl past his (our) distraught eyes in a rapid,
blurred panning shot.

All these ‘Impressionistic’ visual cffects derive from
the traditional chaos of an absolute Expressionism; they
have gained in vigour and freed themselves from a purely
Expressionsitic schematism. The impression of one of
the music-hall exits in the night streets is fascinating
and even more halluanaung than the harshly-contrasted
transpositions found in previous films. Here, the trafhc,
the fashing electric signs, and the gaslamps whose
refracting glow pulses in the darkness, have nothing
i contmon with the abstract labyrinth of luminous
geometric lines opposed to dark cubic forms. Similarly,
the ambience of the amusement-park — the pegs and
posts, struts and strings of fairy-lights — keeps the ‘Im-
pressionistic” fluidity conferred by rapid transitions.

This 15 why Dupont’s black and white has such visual
mngensity and a vivacity so close to colour. In the huge
music=hall the white figures of the three acrobats pass
in front of the heaving, glowing sca of the densc rows of
spectators. Their bodies are moulded against the dark
background by a spotlight beam, which is joined by
others to follow them as they chimb. The camera is
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the music=hall

momentarily stationed under one of these bodies and
follows its every movement lovingly, capturing the
contracted form in a fantastic foreshortened view which
finally makes it look like some purely ornamental white
crab.

Dupont finds remarkable visual equivalents for the
tension latent in a circus atmosphere. The 1mages in
these scenes are felt to pulse with the collective madness
which takes hold of an arena at the moment of truth. In
its blind frenzy the crowd becomes a thousand-headed
monster lusting for blood. But as soon as the audience 1s
seen as individuals the hallucination of this music-hall
gives way to an altogether run-of=the-mill naturalistic
caricature.

At one moment the crowd suggests a whole succession
of comparisons: it is caught in the net of a shower of
sparks, it evokes the ebb and flow of a sticky ude of
innumerable eyes, it 15 a kind of shmy mud-pit with
bubbles rising as from a lava-field. Here again Dupont’s
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concern is with capturing movement, whereas Lang,
using similar methods, was to give a more static presenta-
tion of the dozens of lustful eyes ogling at the apparition of
the bogus Marta in Metropolls,

The camera, operated by the great Karl Freund,
voluptuously follows the agile forms as they leap for-
ward and fly through space, turning over and over in
daring somersaults or suddenly plunging earthwards in
an almost certain fall, then gliding up again in the net-
work of cables and rigging. Even the circus acts in The
Four Derils, a film Murnau made in America in 1928,
cannot equal this visual cxcitement.

[n this ebb and Aow of light and movement, that of
love interest has only secondary importance: it is the
old recipe of the eternal triangle spiced with a dash of
melodrama in the form of ‘the daring young man on the
fAying trapeze’.

Duponc tried several times to repcat the success of
Variety. Monlin Rouge, made in England in 1927, is usually
considered a disappointment, and the story is certainly
banal, but in it Dupont used form and movement with
almost baroque clation; and the film 1s remarkable, too,
for the subtlety of its black-and-white photography, the
range of its greys from velvety shadow to tender high-
light, and the mmpression it gives of mnumerable nnts.
The movements of the crowds, and the densce, voluptuous
music-hall atmosphere, are lovingly conveyed. And in
the film he made in the following year, Piccadilly, the
night street-scenes have something of the effervescence
of Variety, More interesting, though, is his later German
Blm, Salte Mortale (1931), which in somc of its long
shots and tracking shots scems to stand as a direct fore-
runner to Max Ophuls’s last grear ornamental film,
Lola Montés.
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18 The Climax of the Chiaroscuro

Murnau’s Faust (1926)

Thos film starts wich the most remarkable and poignant
images the German chiaroscuro ever created. The
chaotic density of the opening shots, the Iight dawning
in the mists, the rays beaming through the opaque air,
and the visual fugue which diapasons round the heavens,
arc breathtaking.

The highlighted, slightly puzzling figure of an arch-
angel is contrasted with the demon, whose contours,
in spite of the darkness, have a grandiose relicf. Jannings,
as the demon, temporarily renounces his over-acting and
for once is out-acted by his role; the demon appears
rcally primordial, a creature from the first age of the
world. (Though this was not to stop Jannings from
flaunting his usual fatuity once the demon descends to
carth, and exasperating the non-German spectator as much
as ¢ver.)

No other director, not even Lang, ever succeeded in
conjuring up the supernatural as masterfully as this.
The entire town scems to be covered by the vast folds of
a demon’s cloak (or is it a gigantic, lowering cloud?) as
the demomac forces of darkness prepare to devour the
powers of hight.

Carl Hoffimann's camera gives the terrestrial part of
cus fAilm extraordinary modelling and has the power
of impregnating cverythmg, down to the cloth of a
garment, with diabolism. Before transforming  his
Mephisto mto a Spanish caballero, wearing claborate
silks, Murnau subtly confrents him, dressed in a puckered
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smock hike some medieval villein, with the wealthy
burgher Faust, in his rich, sweeping, velver cloak. At
umes Mephisto's smock s gnawed by the shadows mrto
depriving him of all resemblance to a human bemng.
Like Scapmelli in The Strdear of Prague this little peasant
suddenly appears to be a creature of Hell.

Murnau has Paul Wegener's and Arthur von Gerlach's
gift for hghtung costumes (though one may cexcept the
istance of the rguvenated Faust, overdressed and a
trific androgynous, and that absequious caballero Jannings
at the fancy-dress ball),

In Faust’s study the nebulous wavering hight of the
openng seenes persists. There are none of the arbitrary
contrasts, over-accentuated  contours,  or  artificially
serrated shadows found 1 so many German films, The
forms come through the misty light gently, opalescent.
It Murnau is recalling the light-quality in Rembrandt’s
Faust crching, he mrterprets i finction i his own
tashion. Here thie imprecise contours take up the super-
natural theme of the opening, 1ts resonance developing
as 1t controlled by the pedals of an mvisible pianist. In
the auditorium the aged Faust rears up, immense, n
tront of the semiarce of disaples: here the masses
and values balance cach other in a perpetual shifting
of tonality, as forms shade our, a beard crossed by
trembling rays of light turns into moss, and the alehemical
retorts shummer in che shmare.

Even the movement of o cheerless fair 15 merely
blocked out in s mam masses of Hartened tone. Not
a ray of sunlight filters through the fairground booths,
and the capers and somersaults ot the sideshow per-
former are purely mechanmical. Everything exists merely
as the prelude to the imminent disaster. Suddenly panic
breaks out: the plague sweeps away all these people
and the storm overwrns scatfoldgs and rips apare the
wretched booths. The huddled corpse of the juggler
slaints across the ficld of vision parallel to a shred of
canvas straining, against the tempest. Murnao’s parocular
rhythim so dominates the filin that the elaboration of this
composition avords the heaviness found, for example, in
the seene with the voung woman in Torgus. This s
still more apparent o the passage where the monk
attemps o hale the stream of revellers lusting atter
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ther last plcasurcs‘ and falls down. Decorative arabesque
is replaced by inadent, the dynamic of which increases
the intensity of the action.

Throughout the film we meet with the richly subtle
modelling deriving from Murnau’s peculiar fascination
with visual effects: e.g. the vision of plague-victims’
corpses, the dead mother’s pathetic marble features,
or the monk standing waving his cross in front of the
revelling mob. In the group surrounding Gretchen’s
pillory it 1s impossible to forget the heavy features of a
slowly chewing rustic or the expressions of the choir-
boys, open-mouthed, innocent, unaware, like the beauti-
ful ambiguous angels in Botticelli; Dreyer, close to
Murnau in many respects, recalled these images in his
Vredens Dag (Day of Wrath). Contrasting with this circle
of faces i high relief is that of Gretchen, strangely
empty, stung by the snow, and this image recalls Lillian
Gish, more moving, however, in Way Down East.

The light can waver over faces (the fleeing shadows of
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Faust: Gretchen, children, and wax flowers

the unseen mob cast across the features of the dying
monk) or stream in from all sides (Faust burning dusty
tomes, Mephisto’s blackened phantom conjuring the
fAames). The two effects are combined at the misty
crossroads where Faust invokes the demon: a rising
chain of circles of light casts a wavering glow over his
face. Fiery letters flame across the screen, promising
Faust — as Dr Caligari before him — power and greatness.
From inside a church waves of gentle light rising towards
the vaulted roof with the hymn-singing spill out through
the open door and condense into a kind of wall with
which the creatures of darkness collide. These subtleties
of lighting participate in the action, like the torchglow
weaving through the town at night when the enlarged
form of the once more demoniac Mephisto rears up
crying murder, or like Gretchen on the pyre when she
recognizes Faust beneath his aged features and leans
towards him imploringly; the flames leap towards the
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sky and a globe of light hangs there as the symbol of
cternal grace, the apotheosis of a fultilled redemprion.

The movement of the maebile camera 15 less casv to
foltow than in The Last Langh. In the two-year interval
Murnau had learnt to gauge the depth of his tracking
shots and the range of his pans, and to subordmate his
enthusiasm to the rhythm of the film as a whole. The
hilly terramn of his medieval town parocularly lends
iself o gh-angle shots, but he contrives not to uswe
them oo often. 1If Carl Hoffimann's camera exploiw the
deep gash of a sharply-inclined stepped street itis because
Gretchen’s tragic destiny, embodied in her lover and
his counsellor the devil, will stem from between these
sharp-eaved roofs. Though Murnau obviously takes
great visual pleasure i the famous panoramic short
during Faust’s journcy, this trip through the air does
have a precise aim. But we may prefer the tracking shot
of superimposed hills and valleys representing an anguished
cry from Gretchen’s open mouth — a cry thrown at
Faust from the depths of her misery.

Historics of the cinema never tire of telling ws that
Pupont was the only dircctor capable of blnung a
scene as seen by the actor, quoting the instance of the
scenes filmed over an actor’s shoulder o ariery. Bur
Murnau had nothing to learn from Dupont. In Nosterarit
the camera (the spectator) sees the small torms gesueu-
lating in the alleyway through the eves of the madiman
clinging to the roof. ln Fawsr Murnau’s techimque s
wrapped m such discretion chat it alorost passes un-
noticed; nevertheless an American critic has smgled ow
the scene in which the perspective of Faust pursuing
Gretchen is centred on Mephisto who, by the mere fact
ol being invisible, muanifests the sarcasim with which he
greets these first steps towards her downfall,

The movement of images is complemented by counter-
points of rhythm: the pale-toned procession ot chldren
dowly chimbing the steps towards the cathedral, holding
taper-like white lilies, contrasts with the crowd ot
pikemen bristhng with staves and fags as they advance
towards the doorway. ™

Mumau varies the shots of the stepped strecrs with
great artistry: hooded men carry up coffing through
the evil night, crowds bring up those stricken with the
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plague. If we watch this incessant fluctuation of masses
attentively, we immediately realize to what an extent
Lubitsch mechanized his crowd movements; here the
massed bodies are given a uwrelessly regular, pulsing

organic movement towards the figure of Faust, healer
by the grace of Satan.

The steeply-pitched roofs ornamented with tiles seem
to be the only remaining elements of a semi-abstract
architecture created for Murnau by Herlth and Rohng,
the designers of Destiny. This architecture 1s at a far
remove from the authentic town we see in Nosferatu
and closer, despite the precision of the line, to the
setting Poelzig designed for The Golem. If the steeply-
pitched roofs leading to Gretchen’s house suggest many
an instance of Expressionist architecture, the evolution
it has undergone is shown by the duel scene in the little
square, where the impression of enclosed space is rein-
forced by the corbelled upper storey jutting into the

night. Here nothing is excessive, neither the shadows
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gnawing at the fagade nor the doorway. which scems
to become the entrance to some mysterious cavern:
however slow Murnau’s rhythm may be, the fascinating
fAluidity that he obtamns from the camera cancels out
any static ornamental heaviness the serungs nighe have
had.
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19 Pabst and the Miracle
of Louise Brooks

Pabst’s case is extremicly curious: he is both remarkable
and disappomting; we wonder how the author ot
Pandora’s Box or Der Drejproschenoper could ever have
made so painful a filny as Prozess.

He is full of contradictions: the critics of the dav had
singled them out well before 1930, Some of them praise
his mruition, his nsight, and his pertect psychological
awareness enabling him o use the camera as if it were an
X-ray. Others see him as a passionate scrutinizer ot the
human soul, deeply involved i his discovertes. And
others sull, Pasinetti for example, see um as a coldly
calculaung observer.

Potamkin for hus pare regrees that Pabst never got o
the root of the problems inherent in his art, bur merely
skimmed over the surface of his subjects. We mayv ask
ourselves what foundation there 15 tor such widely
differing assertions.

In an wssue of the [talian review Cinenra in 37, a
crinic declares thar Pabst always translates s fondiess
tor psvchological subjects meo the most popular tdiom
possible. It this 15 correct, and 1 think 1 s, 1t explams
the apparently facile treatment of the inflationary period
and its middle-class disasters in e fopless Sreer. and
the superticial use of psvchoanalyvsis in Seerets of @ Soud -
and this in spite of great visual gifts,

Die Biichse der Pandora (Pandora’s Box, 1928)

Whart, then, was the intervening factor between these
films and The Love of Jeanne Ney and the mastery we
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admire in Pandora’s Box? In the English review Close Up,
which so ardently championed Pabst’s films in the
thirtics, a critic claimed that “Pabst finds the other side
of cach woman'. This is obviously true in the case of
Brigitte Helm, for example, frigid as the two Marias in
Lang’s Merropolis and so moving 1 Pabst’s Love of
Jeanne Ney. But how was it that for Ahwege or Herrin
vor Atlantis Pabst failed to warm the impenctrable beauty
of this actress, who is as msensitive i these ewo hlms as
in the title role in both versions of Alranne?

But in Pandera’s Box and Diary of a Lost Girl we have
the miracle of Louise Brooks. Her gifts of profound
mtuition may seem purely passive to an inexperienced
audience, yet she succeeded in stimulating an otherwise
uncqual director’s ralent 1o the extreme. Pabst’s remark-
able evoluton must thus be seen as an encounter with
an actress whe needed no direcuing, but could move
across the screen causing the work of art to be born by
her mere presence. Louise Brooks, always enigmatically
impassive, overwhelmingly exists throughour these two
films. We now know that Louise Brooks is a remarkable
actress endowed with uncommeon intelligence, and not
merely a dazzingly beauniful woman.

Pandora’s Box is a silent film. As such it docs very well
without the words which Wedekind — the author of
the two plays Frdgeist and Die Biichse der Pandora, which
Pabst condensed into one film — deemed indispensable
to bring out the crotic power of this singular ‘carthly
being’ endowed with animal beauty, but lacking all
moral sense, and doing ¢vil unconsciously.

In The Love of Jeanne Ney, Pabst’s camera slowly
cxplores the scene, starting with the toe-caps of the
character played by Rasp and then climbing his legs
and revealing the immediate surroundings — 2 mess of
newspapers and cigarette-ends, all the sordid disorder
of a scruffy hotel bedroom — in such a way that the
wretched existence of a small-time crook is graduvally
revealed.

For his subsequent films, particularly Diary of a Lost
Ciirl, Pabst invented a more direct method which pro-
vided him with more violent accents: for example, he
concentrates the arcenton of the camera on the hard,
suspicious, spiteful face of the new housekeeper deter-
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mined not to be seduced like the previous one; when he
cuts to her fawning at her boss, the spectator knows her
for what she is. Another example is the cruel face of
Valeska Gert, as the reformatory wardress, whom we
then see tapping a gong; the camera tracks back and
shows the long table of inmates spooning their meagre
soup in time with the gong.

The editing of Pandora’s Box is more fluid, perhaps
because Pabst’s weakness for fluctuating atmosphere or
violently-contrasted chiaroscuro (the lighted boat at
night) comes to the fore. Despite this stylistic fluidity
the fusion of two stage-plays leads to certain passages in
the film standing out from the whole, as was noted by
one of the Close Up critics. Each composes a drama in
its own right, with its own peripetias, rhythm and style
distinct from the rest. Such self-contained sequences are
the Impressionistic glitter of the revue scenes, the Expres-
sionistically lit gambling-hell on the boat, and the foggy
images of London low-life.
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Nobedy has cver equalled Pabst’s portrayal of the
back-stage fever on the opening night of a big show, the
hurrymg and scurrying during the scene changes, the
stage scen from the wings as the performers go on and
off and bound forward to acknowledge their applause
at the end of their act, the rivalry, complacency, and
humour, the bewildering bustle of stage-hands and
clectricians — a stupendous whirl of artistic aspirations,
colourful detail, and a facile eroticism. Even the famous
g2nd Streer does not get across this dazzle and warmth,
this sensuality swamped in the light shimmering on
the lam¢ curtains and the helmets and suits of armour,
and silvering the bodies of the all-but-naked women.
Pabse dircets all this turmoil with remarkable dextenty;
cvervthing has been worked out in advance; at precisely
calculated meervals a few figures cross in front of or
behind 2 main group, giving an impression of effer-
vescence and dynamism. Lulu appears like some pagan
idol, tempting, ghitermg with spangles, feathers, and
frills, agamst a wavering, out-of-focus background.

She s the cenore of attraction, and Pabst succeeds
devising an infinite varicty of seduction scencs to show
her to advanrage, as when Dr Schén comes into the flat
wondering how to tell his mistress that he is gerong
marred. The camera catches his nervousness as he paces
up and down the room; the ash from his cigarctte burns
a table-runner, and he Addles with a bibelot, as Jannings
had fidgered with a liquear glass in Fariery. Then a
skilful shot-and-reverse shot shows us Lulu observing
him. She sinks back nto the cushions, moves, lics on
her frone halt-reared Iike a sphinx, while Schon goes up
to her and sits down. The camera dives and serutimizes
Lulu's impassive features, lingering over the perfect
sweep of her tace, the pearl-hke quahty of her skin, the
fringe of her lacquered hair, the sharp arch of her cve-
brows, and the trembling shadow ot her lashes,

Another passage otters a subtle vanant: in the prop-
room Lulu chrows herself on to the divan, and the camera
moves up to the white nape of her neck and shps along
bor legs as they kick with impatience. The two lovers
wrestle and sink into a long embrace. These seenes are
extremely crone, but quite tree from vulgarity.

Many times Pabse films Lulu's fearures on a slane Her
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Pandora’s Box = back-stage fever

face 15 so voluptuously animal that it scems almost
deprived of individuality. In the scene with Jack the
Ripper, this face, a smooth mirror-like disc slanting
across the screen, is so shaded out and toned down that
the camera seems to be looking down at some lunar
landscape. (Is this still a human being — a woman — at
all? Is 1t not rather the Hower of some poisonous plant?)
Or again Pabst just shows, at the edge of the screen, the
chin and a fragment of check belonging to the man next
to her, with whom the audience automatically identifies.

In the final episode, in her London slum, she uses the
reflector of the lamp as a mirror with which to apply
her lipstick. Jack the Ripper gets the idea of using the
bread-knife from seeing it glint in the light of this same
lamp. His face stands out from the half-light n tull
relief, a tragic counterpoise to the smooth features of
the beloved Lulu. For a brief moment the haunted man
smiles and the veil of despair seems to lift from his
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suddenly appeased features. Then the camera immediately
reveals again each bump in the skin; each pore is visible,
and the sweat over the contracted muscles.

It 1s the close-ups which determine the character of
film; the Hlamboyant or phosphorescent atmosphere and
the luminous mists of London remain throughout merely
a kind of accompamment to these close-ups, heightening
their significance.

Pabst introduces a character with a single shot:
scrutinizing the acrobat Rodrigo waiting in the street,
the camera lingers over his square shoulders and barrel
chest; in this shot his head has become a mere accessory,
and we immediately realize that the man is brainless,
nothing but physical strength.

As soon as Lulu’s adopuve father makes his appearance
on the landing Pabst shows us his hunched silhouette
from behind, and this stresses the sordid aspect of the
debauched old artiste’s way of hfe.

Sometimes Pabst can indicate all the drama 1n a single
shot: Lulu, wearing the wedding-dress, looks at herself
in the mirror and then leans forward to put down her
pearl necklace; while she does so, and her image leaves
the mirror, the threatening figure of Dr Schon 1s framed
in the glass. Lulu straightens up, and her image meets
that of Dr Schon, who has decided to kill her. Pabst then
cuts very briefly to the struggle for the revolver; Lulu
1s seen from behind, we perceive a puff of smoke and
realize that the gun has gone off. Then we have all the
details of Schon’s death throes, shown from dramatic
angles.

Pabst 15 a virtuoso of nlt shots, above all when he
wants to portray the beauty of Lulu. Sometimes he films
men'’s faces from below, thus enlarging the lower part of
the face: the throat and chin bulge out and dominate the
image. It 1s through such a shot that the face of the dying
Dr Schon begms to take on a corpse-like quality, the
impersonality of a thing. Pabst uses this angle to vary his
actors’ expressions: when Lulu’s graceful form swings
on Rodrigo’s arm, the fatuity of the muscle-proud
acrobat 1s made plain by this means, and he 1s shown
from the same angle when he 1s drunk and raises a chair
to hit Dr Schon. The same effect 1s also achieved at

times by a high-angle shot: the features of the murdered
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Rodrigo become an amorphous glowing mass m the
cabm where he s discovered by the police.

To sum up the elements of Pabst's cechnique: he secks
the *psychological or dramatic angles™ which reveal at
astngle glance character, psychical eelationships, situations,
tenston, or the tragic moment. Most of the ome he
prefers this method ot shooting to Murnau’s technique
of tollowing a scene at length with a moving camera.
So, tor Pabse, the action is wlaimately buile up by che
montage.

In The Joyless Streer one was occasionally seruek by a
revealing angle or shot which foreshadowed  Pabst's
future capabilities. For example, he shows only the
lower half of Werner Krauss's face in close-up together
with the twirly moustache and the buttonhole into which
the unseen madam’s hand slips a carnation. But on the
whole Pabst had not as yet learnt how o use a more
advanced montage to integrate such shots nto the action,
as he was to do later in Diary of a Lost Gird.

Tagcbuch einer Verlorenen (Diary of a Lost Girl,
1929)

In Diary of v Lost Girl the technique 1s very different.
Here and there we still see revealing, disturbing close-
ups of Lowse Brooks's tuce, for example when Rasp
watches her while he makes a note of the tatal rendezvous
m her brand-new diary. His face. shot in profile, 1s just
pereeptible at the extreme edge of the sereen where, in
the centre, the pure tace of Louise Brooks offers irseif like
the petal of a Aower.

The seduction of Thymiane (Louise Brooks) as seen
from outside through the glazed door of the chemist’s
shop. Then, with his typically supple virtuosity, Pabse
cuts to a reverse shot filmed inside the shop: the seducer
(Rasp) jostling the girl up againse che mside of the same
door.

Symbols also come into play. On the bed where
Thymiane  vields uncomprehendingly, her inert et
madvertently knock over a glass of red wine.

The film displays a new, alnost documentary reseraint.
Pabst now secks neither Expressiomistic ¢maroscuro nor
Impressionistic ghitter; and he seems less mitoxicated than
he was by the beaury of his actress,
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Brooks i Pandora’s Box (above) and Diary of @ Lost Girl (below)



If the brothel scenes in Diary of a Lost Girf are compared
with the scenes in the gambling-hell in Pandora’s Box,
Pabst’s progress is clearly distinguishable, particularly in
regard to local colour. All monotony has disappeared
from the secondary scenes such as the dancers at the
wedding in Pandora’s Box or at the hotel in The Jopless
Street. But Diary of a Lost Girl has lost the variety and
the disturbing richness of armosphere found i Pandora’s
Box. A new and more realistic Pabst 15 beginning to
emerge.

Censorship and Pabst’s realism

Rudolf Leonhardt, the author of the scenario, wrote to
me from East Berlin on 17 September 1953 :

The German censor, who had blithely slept his way through the
period of the dreams and fantasies, seems to have woken up at
the neue Sachlichkeit (the 'new objectivity’) and realism which
emerged around 1927-28.

His attention turned against Pabst in particular. The French
censor had already found it ‘indccent’ that father and son should
love the same woman in Pandora’s Box, so the titles and captions
described Alva Schon as ‘Alva, Dr Schon's seeretary’. But this
modification led into an even more cquivocal situation: the
paternal gestures of Dr Schin (Korter) towards his son Alva
Schén (Franz Lederer) are natural; but when the relationship
becormies that of an employer and his secretary, the same gestures
become tamted with homosexuality. Bue of this the French
censor seemed 1o have no mkling.

Matters were worse still for Diary of a Lest Girl. Pabst’s
accommodating nature had already made him prepared to make
two different endings - for vice, even involuntary vice, must
not go rewarded.

Where the censors had vot forbidden passages beforchand,
entire filmed sequences were cut without mercy later on. In
one version, if [ remember rightly, they cut 450 metres, and n
cither this or another version they made 54 further cats.

[ get the feeling that the censor, like certain rather ingenuous
girls, must think that you can catch a baby from a kiss. For onc
copy shows the chemist’s assistant giving Thymiane a kiss, and
in the nextimage she s seen cuddling a baby.

I had a very beauntul seene: the girl faints and the assistant
chenuse takes her 1o his anms and carries her into her bed-
roont, hier feet slipping over the display table; he lays her on
her bed and her Teet knock over a glass of red wine which
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spills aver the bedclothes - a symbol tor those who understand,
a Stimmungeshild tor the others.

There is another scene whicl has disappeared: Thyvimane™s
trudge from the rich quarter through progressively poorer and
poorer quarters until she reaches the cemetery wall,

The film comes to an end shoredy after the middle of our
script, nconclusively and meomprehensibly. 1 onee saw 1
myself ar a cinema i Parns and stayed o my seat at the end
because | thought the film had broken.



Broad farce K. esels Tachter (Lubitsch, 1920)

sentimentality: Lenmi Riefenstahl in Die Weisse Hille von Piz Palii (192g)



“Crermn ponth 15 vone i the
st q,f'f’owrr. Tlhe concern
for art can ol y cone after the
caricern for actary, i can only
conte on the epening afier
Ay, ’

Ceotelried Benn: Kues mnd
Mache, 1934,

20 The Decline of the
German Film

The coming of sound

The decadence of the German film, already foreshadowed
n the last years of the silent era, 15 contirmied n the
fiest years of the talkie, where films such as Der Blane
Engel, Dic Dreigroschenoper, Miadchen in Unijonn, and M
are rare exceptions. Why this should be 1s not casy w
explam.

We cannot put all the blamie on the intrusion ot Holly-
wood mrerests and Anierican capital conung i ro Hoar
Uta. Even if the return gift (a number ot major directons
such as Murnau, Dupont, Lem, were signed up o work
in America, where Lubitsch had been since 1923) repre-
sented a quite considerable loss for the German anena,
dircctors of the class of Lang or Pabst, along with
Lamprecht, Frochch and Grune, carried on working m
their own country.

Non-Germans seldom reahze that the fibos nowadavs
denoted as German classics were in their day excep-
tional, and swamped by the spate of cosnmercil films
on Heidelberg and the German Rhine. Vienna and the
Blue Danube, and all the patriotic ilms abouot Fredenick
the Great, the Eleven Offheers of Schill the Grenadiers
of the King, or others recalling the explots of the Grear
War — not to mention all the barrack-room comedies and
the mass of Aufkidrungsfibine, supposedly devored o sex-
mstruction but treating sermgheforward brothel stores
m a pseudo-scientific fashion.

Y we consider that ammual Gernnan film production
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from 1926 to 1928 amounted to an average of about 210
films, and that the number of acceprable films rarely goes
beyond ten or a dozen, we may admit the probability
that the guafity films of this period were limited to four
or five — at the most — per year.

Some other facts are worth remembering. First,
Reinhardt’s and the Expressiomists’ legacy of chiaroscuro
gives certain films a semblance of artistic value which
is often due more to the designer’s models and the skill
of the cameraman than to any talent the director may
have had. In the second place, many old films gain a
kind of charm from what might be called their *patina’.
Finally, we should not lose sight of the fact that certain
directors whose early films derived some value from
the Expressionist style subsequently made nothing but
works of distinctly poor quality. This is why nobody
should be surprised at Robert Wiene making The Duchess
of the Folies Bergéres, at Richard Oswald actually enjoying
directing Wir Sind vom K. und K. Infanterie Regiment
(We're the Men of the Infantry Regimend) or at Zelnik,
after a quite ambitious film Die Weber, filming Die
Schane Blae Donan ( The Biwe Dannbe).

It also seems sigmficant that the best German directors
limited themsclves to tragic films. Their comedies for
the cinema never escape the charge of vulgarity and 1t 1s
casy to understand why Lubitsch’s films Romeo und Julia
im Schnee or Kohihiesels Tochrer (both 1920) make non-
German spectators feel violently indisposed. But Murnau's
and Berger's occasional lapses into bad taste i Die
Finanzen des Grossherzogs and Walzertraum are revealing.
The German cinema has not produced a single comedy
which might be described as classic, Tartuffe being a
tragi-comedy and Der Verlorene Schuh (Cinderelta) a
fairy-tale. What is morce, Lubitsch prepared his Lady
Windermerc’s Fan in America, and deliberately changed
his manner, saying ‘Good-byce slapstick and Hello
nonchalance™!

Betore Hitler came to power the Germans liked to
declare that their great pocts, such as Goethe or Schiller,
always emerged at times of national hardship. It is tempt-
ing to see a repetition of this phenomenen in the after-
math of 1918, this vme in favour of the cinema. In
Germany chaos and despair often scem propitious to
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creation. The flowering of the art of film after the Grear
War (limited, as we have seen, to a few exceptional
works) was not repeated, however, atter 1943,

It 1s not easy to find a dream agmn once the spell is
broken. After 19235, when stabilization had brought a
return to prosperity, Germany swiftly forgot her guilt-
feclings and aspired to the possession of territory. In the
world ot heavy industry which had succeeded in getting
the whip hand in cinema production, the lust for colonics
again reared its head.

As carly as 1926 the future of the German cinema
scemed compromntised, all the more so since commeercially
successful American cinema had begun to make the
box-office paramount. ‘Until now’, smd Kurez m 1926,
‘the essentials of the German film have been dramatic
content and the development of strong characters and
passtonate actions; the scenario aimed at dramas whose
peripenias, resolving in catastrophe, amphtfied the senti-
ments called into question. Abroad, when people define
the German film, the word "“analytic™ recurs agam and
again. At the present time, contact between the American
and German cmemas will enable the latter to extricate
usclf in the immediate future from its prestissimo |[sic]
of successions of events and establish more harmonious
relationships between the action and the development ot
character.’

We may wonder whether ehis explaing how the
German artistic cinema  came to renounce the very
qualities which gave it its value.

During the closing years of the silent era the mage
still managed to succeed, following as ie did the traditional
conventions of the chiaroscuro. But the sound film
betrayed with words the mystery of gestures, and cruclly
showed up the mediocrity of the current ourpur. The
veil of Srimprizg would seem to be rent without hope of
repair.

If Galeen’s silent Alraine of 1928 15 s0o much superior
to Richard Oswald's sound version ot 1930, the reason
15 to be found not only in the greater talent ot Galeen:
the first Alrarne has the benefit of silence to sateguard the
tension inherent in an esseatially fantasnie subject. Even
5o, this film of Galeen's made during the period of decline
lacks the quality of The Smident of Pragne, which the
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same director made in 1926 within the conventions of
the Expressionist vision. By 1928 German film-makers
seldom dared to indulge in fantasy as completely as before,
and elements of the ‘new objectivity’ mar the unity of a
film like Alraune.

But an impassable abyss seems to he between the
silent and sound versions of a like subject: even a dircctor
of Robison’s quality ended up with a failure when he
made the third Stitdent of Prague in 1936.

The German talkie had to surmount purely technical
difficulties which the ¢inema in the Latin countries had
no need to take into account: the frequency of sibilants
and double consonants gave rise to distortions which
seemed, at the outset, insurmountable. When Dica Parlo
pronounced the word ‘Pferd’ in Melodic des Herzens, an
early talkic by Hanns Schwarz, the entire audience burst
out laughing and the critics went home to write long
arnicles declaring that the sound film had no future.
And even when the first imperfections had been elimin-
ated, the beautiful langunage of Holderlin and Rilke stiil
scemed harsh, and this effect could only be attenuated
by South German dialects and the softer speech of the
Austrians. The success of Viennese films abroad, where
Maskerade (1934), Episode (1935), and Opererte (1940)
played to packed houses, not to mention the films of
Viennese music such as Leise Flchen meine Lieder (1933)
and Dreiméderthans (1936), was partly due to the softness
of the Austnan dialect. In the German film, the deliberately
emphatic pronunciation of the Nazi period accentuated
the trenchant sonority of the words.

The post-synchronization of a silent film generally
gives painful results: Die Weisse Holle von Piz Palii, made
i 1929 by Arnold Fanck in collaboration with G. W.
Pabst and given a soundtrack in 1935, is an example
Yer the sound in chis film is no more unexpected than in
the “mountain’ films of the carly days of sound. This is
perhaps because a number of shots in these films were
taken silent due to techmical difficulties on location.
One’s impression that all is not well is perhaps aggravated
by the fact that dialogue shows up more clearly than
titles the discordances inherent in the conjunction of
natural 1mages and melodramatic plots, which is what
we get in most of the mountain films, even when the
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author 15 of the quality of Béla Balazs, the scenarist of
Das Blae Licht. In this film, directed by Leni Ricfenstah]
in 1932, the sound often seems superimposed on the
very fine shots by Fanck's former cameraman Schnee-
berger, and the bleating goats and sheep weaken the
force of the image.

What 15 more, the same 1s true of Leni Riefenstahl's
film as of all Fanck’s mountain films: the freshness and
spontaneity of the open-air shots are marred by the over-
perfect, over-smooth shots they excelled in filming in
the studio whencver the climbs were too difficult or the
acrobatics too dangerous; they were made in landscapes
of salt and white powder representing snow and ice.
The cave in Das Blaee Lichr, a remumiscence of a model
in Fanck's Heilige Berg (1927), 1s difficult to justify in
this film conceived for authentic exteriors {unlike the
cavern of Alberich, for example, which was perfectly
in place within the legendary framework of Die
Nibetungen).

Nonetheless Fanck’™s mountain films are betrer than
the one by Riefenstahl. Fanck never set out to illustrate’
a drama with the beauty of nature. For him the action
dcvclopud step by step through an abundance of images,
and the 1mage was the more important clement. Thus in
Ewiger Traum the visions of storm-swept mountains and
snowy slopes are miasterfully orchestrated by the vigour
of his editing. Lent Riefenstahl was incapable of attaining
such wvisual force, cven though she usurped Fanck's
cameramen.

Once German film-makers had got used to the nmuracle
of sound they soon abandoned their experiments with
sound effects. In 1929 Dupont attempted to ‘concrenze’
the wreck of the liner in Arfantic by noises-off — screams
m every language mingling with the wailing of the
sirens, the background music and clanging of bells,
while the noise of the engines suddenly stopped short.
The same year Walter Ruttmann’s Melodie der Welr
attempted to heighten the image with sound, bur tlhis
work 13 rcally_]ust a silent fiilm made mto a sound version
by the addition of Wolfgang Zeller’s music and a few
natural noises. {It is perhaps not gencraily known that
during this peried Ruttmann was dreaming up a ‘flm’
composed solely of a montage of sounds, without inages,
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and that he acrually made it under the title of
Wocheuende)

In 1931 Kurt Bernhardt’s Der Mann, der den Mord
beging presented a stretch of deserted sereet at night in
which words exchanged by two people on a terrace
mingled with the sound of footsteps and dwindled as
the passer-by moved away. In the year before, m Abschied,
Robert Siodmak showed the corner of a bedroom where
the presence of an unseen couple enlaced on the bed was
mdicated merely by a few words of love.

Sternberg had made only one sound film before Der
Blane Engel (The Blue Angel), but his work mn the
Amencan studios had taught him how to use sound more
cffectuvely than the German filin-makers of his day. An
example to note 15 the play on doors, tfrom which
snatches of laughter or singing escape as soon as they
are opened. In these carly days of the talkie he has sull
to learn how to lap-dissolve or fade out sound as doors
or windows arc closed. But Sternberg succeeds
associating a sparkling, dazzling ‘lmpressionism’ with
the German chiaroscuro; and this Impressionism is joned
by a wvisual eroticism as soon as the footlights come on
and Marlene Dieerich delivers her loaded, ambiguous
songs.

This mixture of styles is nonctheless full of charm; the
German designer Hunte created twisting alleyways and
obhque, clongated, Expressionisuically gabled houses;
and this set harmomzes with the typically Sternbergian
interiors dominated by a concern both for the pictorial
and for the creation of a spell-binding moed.

Pabst, for his part, was too interested in the image to
understand ac first the esseneial role of sound. In [—V:*.\‘Uivm
1918 (1930} and Kameradschaft (1931), the frequently
very fine canmera-work is marred by extremely banal
dialogue.

Yer o Kameradschaft the scenes down the mine —
especially that i which a survivor taps a pipe with an
iron bar and the sound echoes down the deserted galleries
— have all the vigour of a newsree] or an unstaged
documentary, The nnage that emerges from the dark-
ness s oat one wath the sound, and this sequence vibraces
with a new tension in Pabst’s work, an atnosphere
made dense byan exeraordinary range of sounds.
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Die Dreigroschenoper: the brothel

Die Dreigroschenoper (The Threepenny Opera,
1931)

We have still to discuss the undeniable artistic success
of Pabst’s Die Dreigroschenoper. On the stage Brecht’s
play had already been admirably produced — not by
Erich Engel as is generally thought (this stage-dircctor
subsequently made a few films of no interest whatsoever)
but by Brecht himself, who gave it the harsh, un-
compromising interpretation he had meant for it, retaining
the trenchant phrases and very pure stylization of the
Expressionist experiment.

[n his adaptation for the cinema Pabst diluted the
origmal by his attachment to chiaroscuro and Stimmung

and perhaps even more to please a very ‘realistc’
producer. This gave rise to a resounding lawsuit lodged
by Brecht and Kurt Weill (an account of which is given
in the appendix on pages 343-5). Yet the vigorous
starkness of the original was not entirely lost, as some of
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the main actors in the play kept their parts in the film.
The dialogues and the poignant rhythm of the songs
created under Brecht's instructions are counterpointed by
a visual theme which is not unworthy of it, for Pabst’s
talent 1s as remarkable here as it was during the silent
era, and more particularly the period when he made
Pandora’s Box.

Andreicv’s masty London for Pandora was a first
version of his sets for Die Drefgroschenoper. Pabst and
Andreiev contrived to clothe everything m chiaroscuro
and mist, making the brick walls of the Thames-side
docks and Soho slums both real and fantastic at the same
time. Swirls of dust and smoke wreath the dwellings of
the beggar king and cling ro the bare walls, where the
wretches' rags are like ornamental blobs of paint, and
hover i the nuptial shed on the docks, sottening the
splendour of the tables brumming with fruit and silver-
ware amid the reflections of the gende candichght,
creating  the soil-life aunosphere alse found in Jean
Epstem’s L' Aunberge Rouge.

The encounter of the renassance of ‘Impressiomsm’
and the waning of Expressionism is a happy one (it had
already made itselt” fele in certain scenes i Pandora’s
Box). It is seen here in the gaudy shots of the brothel.
with 1ts Victorian lushness confined m plush and pelinets
and 1ts fin—de-sidele statue of a negress, the whole seeming
to stifle bourgeois hypocrisy between over-ecmbroidered
cushions and over-opaque curtains. In this black-and-
white film the provocative déshabillés with Edwardian-
stvie corsets, Caligari-ish  light-colourcd  gloves with
black ribbing and bespatted boors, do cven more to
heiglicen the impression of colour.

Though Queen Victoria come to the throne in 1837,
Breeht, who had already transplanted the aghreenth-
century Beggars’ Opera to a more recent peniod, again
chose for his mise-cu=scéne the stiffened gowns, teachered
hats, starched collars and stiff frock-coats of the end of
the Victonan period because they accentuated the sham
middle-class appearance ot lus low-life men and wonmen.
Pabst and his excellent cameraman, Fritzz Arno Wagner,
used sophisticated shooting angles with taste and evident
pleasure. They gave to the film an impression of mfinite
liveliness and variety.



Mackic Messer, filmed through pancs of glass, trics
to seduce Polly and asks her to go away with him; we
scc him talking but can only guess what he 1s saying.
The image gives the sound a background and this, at the
beginning ot the sound film, is capuvating.

Yot the setting of the authentic Dreigrosclientoper as
originally presented in Berlin was more imaginative
and more striking,.

The success of Brecht's play perhaps stemmed from
the contrast between the colourfulness of the milieu and
costumes, and the set itself, which had been calculated
mathematically after the theories of Stanislavsky and
Tairoff. Projected on folding flats, Casper Ncher’s sharp,
precse sets, austere yet complex at the same tme, owed
nothing to the new objectivity. Placards bearing captions
m black on a white background gave the impression of
immediacy. These placards, which displayed ironical
and violent Brechtian maxims by way of commentary,
had no tendency to create the atmosphere which
Andretev’s maquettes set out to cvoke. Instcad they
served to shock the audience into taking part and raking
sides,

Kurt Weill's songs, based on a few notes whistled by
Brecht, were the very pivots of the play, springing up
in the constantly spontancous dialogue, wherceas in Pabst’s
film they are no more than pleasant embcellishments.
Their impact 1 deadened with atmosphere, and though
made visual, much of their cffect is blurred if not lost
altogether, Yer the German version of the film retains
something of Brecht’s sharp diction and sarcasmi, and
¢ertain actors from his troupe — Erst Busch, extra-
ordinary as the interpreter of Mackic Messer’s lament;
Lotte Lenva, Kure Waill's wife, as Jenny; and Carola
Neher, moving as Polly — had learnt the Brechnan
singing technique from Brecht himscelt. 1n the French
version, only Margo Lion has the necessary overwheln-
ing presence (why did the French einema neglect thos
remarkable disense, who deserved to take the place of
Yvette Guilbert?) and she had lived i Berlin tor quite
somie tme. As the wife of Marcellus Sclnter, a talented
voung composer who died prematurely, she had leame

how to sing with a staccate hic unknown to the Germans
ol [nd:l'}'_
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M (1931)

Lang, immediately impressed by the expressive possi-
bilities of sound, very naturally turned his hand to
contrasts between sound and the image. In M (1931), for
example, when Peter Lorre’s shadow is cast across the
reward poster, we only hear his voice, while he himself
remains off-screen. The same effect 1s found in the thieves’
conference: only their shadows appear on the screen
as they pursue their conversation. In Liliom, made in
France in 1933, Lang likewise shows nothing but the
two partners’ reflections in the water as they discuss their
crime.

Lang’s counterpointing of sound and image is done
with supreme mastery: the sound actually enhances the
image. When Elsie’s mother leans over the desperately
empty staircase to call her name, the hittle girl’s absence
s impressed upon us by the images the table with a
place set before an empty chair and the mmexorable
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ticking of the clock. The mother’s calls ring out mn the
deserted attic

T'hen the murder 1s suggested elliptically
by the ball rolling away and the balloon getting caught

on the telegraph wire, while the mother’s cry against
these images rings on, and dies

I'he sound occasionally precedes an image, or laps
over into the following 1image, thus binding 1t even closer
to the previous one. Overlapping allusions of sound and
associations of 1deas accelerate the rhyvthm of the
and give it its density.

Sound can

action
mteensity

N image's sigmiticance;
is leeing towards the buillding where he will g

1 fire-engine clangs noisily past

o to earth,
In the next shot the
entry into the building 1s empty and silent
Lang was the first to realize that, unlike the theatre
the sound film did not have to limit ieself h
torward narratnive of events

[hus, w
Lohmann is making his report other 1ma

give breadth to the narrative, and we s

1 1 "
ee the b
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doors and the safes intact. Similarly, when the minister
telephones the police superintendent and the latter gives
a résum¢ of the measures being taken, Lang presents the
various search-parties and teams of detectives conducting
their enquiries in all manner of places.

Sound is used to prepare the discovery of the murderer:
Lang shows us the blind balloon-seller in the bistro
stopping his ears at a harsh, out-of-tune barrel-organ
(Just as the murderer does on a café terrace at the increas-
ingly strident whistling of his leitmotiv, a theme from
the trolls’ dance by Grieg) and then sways in time
delightedly when he hears a gentler, sweeter one. In this
way the audience realizes that the whistling will later
recall the encounter with Elsie to the blind man’s acute
hearing.

Gradually, sound leads to the murderer’s discovery,
[t starts with the oppressed breathing of the hunted
monster i the silence of the attics. When the night-
watchman locks the door Lorre’s knife snaps in his attempt
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to force the lock. Then the repeated blows he gives to
a nail he has torn from the wall betray his

straighten
presence. Then the invasion: the doors are rattled and

there 15 a banging on the partiions.
At the climax, when sound and 1image fuse together,
Lorre’s yell rings out at the jury of thieves: an mvincible

force, he says, drives him to kill.

Das Testament des Dr Mabuse (The Testament of
Dr Mabuse, 1933)

With his next film Lang's sound techmques continue
[lPL'\l‘I\‘.'-

In the forgers' factory the machines growl away and
in the mfernal din of bumping, shivering objects bencath
the swinging of the lamp — the image thus quite naturally
backing up the sound Hotmeister, the ex-detective,
is forced to plug his cars to avord gommg mad. When the
two employees discover the ]m““{”-‘\ presence ther

whaspers are lost m the noise



Similarly, when the young couple are locked into the
curtained room we hear with them — and this heightens
the tension of the scene - the unbearable din, the pulsing
of the infernal machine.

As in M, Lang uses dialogue to link one shot to another.
Very often he announces thc scene: thus Lohmann,
contemplating Hofmeister, who has gone mad, exclaims:
‘F'd like to get my hands on the man responsible for this
fellow’s madness.” And the next image shows Mabuse
at the asylum scribbling out his monstrous orders. Or
again, just after the explosion of the bomb which misses
Hofmeister, Lang cuts to Lohmann in his office, and the
two shots are linked by the expression ‘Feuerzauber’,
magic of fire, used by Lohmann talking about an opera
by Wagner and knowing nothing, of course, of the
murder attempt.

Elsewhere the acolytes discuss the organization and
its mysterious chief and one of them says, “Woe betide
anybody who tried to rat on him’; the next image shows
us Kent, desperate at being caught up in this situation,
and Lang does not need to make him speak for us to
understand. _

At another juncture Lang has us contemplate Dr
Baum's empty office for some time, then we hear the
voices of Lohmann and his policeman behind the door,
followed by the metailic ‘I don’t want to be disturbed’
coming from inside the room. The voice is the same as
that of the loudspeaker hidden behind the curtain, and
Kent, who fails to recognize the doctor's real voice,
recognizes the mechanical reproduction.

At the end of the film, the sound swells into a broad
orchestration blending with the movements and lighting
effects. To the crackling of the flames coming from the
burning gasworks arc added the wailing of sirens, the
clanging of fire-engines, the rumbling of falling chimneys,
the puffing of a locomotive, and the back-firing of
motorcycles. Amid all this din spotlights scanning the
bushes track down the villain, and headlights light up
the vase thicket pierced by police whistles. A motorcar
roars off. And the frantic chase begins.

The crazy careering of Von Wenck, hypnotized by
the letters of fire in the first Mabroe, 1s nothing compared
with this spectacular chase through the darkness, with
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spectral milestones looming up Expressionistically and
lines flashing past in an irresistible movement. which is
the pure expression of speed: fleeting reflections of leaves
caught in the car headlights flare in the mist, while the
vaule of trees flashes past overhead.

Lang tells me that these days he would not use the
device of the supcrimposed apparitions of Mabuse’s
ghost, which he judges clumsy; he prefers a ‘voice off
to guide the doctor’s crazy careering, which ends, like
Dr Caligari's before it, in front of the gates of the
asylum.

Paul Czinner used dialogue in an attempt to intensity
the atmosphere of the Kammerspiele in Ariare (1931) and
Der Tranumende Mund (1932). The words become subile
mtermediaries between the long ‘psychological’ pauses
which he had alrcady used to good effect in his silent

films.

Midchen in Uniform (1931)

Madchen in Uniform was supervised by Carl Froelich,
but the rcal credit for its quality must go to Leontine
Sagan, whose feminine reading of the Kammerspiclfilm
Jed her to turn her back on the ‘new objectivity’ and
concentrate on atmosphere.

Certain images, borrowed of course trom the Sovier
film but marvellously adapted to a Prussian ambience,
stand at the beginning of this filim to bring out the
situation clearly and precisely, We see the Potsdam
Stadtschloss, which has now been destroved: and
enormous stone  grenadiers, as sttt as pikesafls G g
Friedrich Wilhelm 1, make a droll contrast with plump
iedle cighteenth-century putti. Goose=stepping recruits
march past; then we see a parallel parade of the giels
‘i uniform’ — stniped convice=dress — tollowed by a shor
of the hems of long cuwimbersome skirts and coarse shoes.

This hilm s the lase word on the slavery and starvauaon
to which the anstocracy subjected iy daughrers, whose
headmastress says, "Wir Preussen haben uns gross
gehungert” — "We Prussians became grear by starving

Humour has 1ts part w play, OF course these tuture
mothers of glornous soldiers sigh atwer the Delikaressen
of their ancestral tarms - while man cnormous low-
angle close-up the ominous form of the scarccrow
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hcad-mistress looms tike a personified Ferboren. Hitler's
coming to power was only two years away, and herc at
Icast the hindsight of a Kracauer seems for once justified.

The rather troubled atmosphere of close fricndships
berween young adolescents, whose senses have sull o
come to rest on an object different from their own sex,
15 evoked throughour.

As in a nulitary review, the young ladies are presented
to a Royal Highness, an important person with an
cnormous rat and monstrous indifference. The savire
comes across without exaggeration.

In the same way this film by a woman never exaggerates
the tragic mode. A girl is expelled and her schoolfriends
break bounds to try to see her agam. The sequence n
the immense torbidden staircase, with the constant shouts
of "Manucla? Manuela!” getting more and more anguished,
is almost as effective as the staircase scene in M wirth the
mother’s frantic cries of “Elsic! Elsie!”

With this work the pre-war German sound film
reached 1ts highest level. Leontine Sagan, a stage-actsess,
dirccted the dialogue admirably. She brings out the
unselfeonscious naivety of the boarders’ confidences
whispered across the dormitory, and the flush of love
trembling i the cracked voice of the adoelescent — Hertha
Thiele —m a counterpoint with the contralto of Dorothea
Wicck, In Awna wnd Elisabeth (1933) Franck Wysbar
made his own atrempt at capturing the emotive quality
found m this Bl though he chose the same actresses.
‘Huent speakers ot the language of the heart” as Paul
Cirlson so nghedy savs, he did not suceeed.

A tew gay scenes v Mddehen in Uniforn ateest to the
freshiness which speech can bring w the immage. The
lveliness of the dialogue in Lamprecht's version of Eniif
toeed die Derebifie (1931) hkewse underlines this story of
the tintasuie chase of an adult dhiet by a band of boys‘.’

The Ufa style

The commyg of sound unleashed, alas, 3 torrent of
operettas (for example the extremely heavy Drei von der
Tapkselle ot g1 and the even graver disaster of
Musikerprine, Blms on the love bite of tunmous composers
with broken hearts, and Lishmgs ot Lieder. Hnte Forse
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Ihe Uta style: Der Kongress Tan

Inn, the operetta lavishly staged by Erk Charell, had
captured the enthusiasm of the Berlin crowds. When
Charell came to film Der Kongress Tanzr (1931) he did so
with the same panoply of lush settings and costumes,
and the 1images of his film mmfuenced all the subsequent
productions.

Yet Der Kongress Tanzr must not bear all the blame.
German film-makers had exploited the chiaroscuro for so
long that the commercial film was bound to take 1t
over eventually and, of course, debase 1. This danger
was already immiment in the silent era — Die Wunderbar
Liige der Nina Petrowna (1929) and Ungarische Rhapsodic
(1928), both by Hanns Schwarz, are striking examples
but 1t got rapidly worse in the days of the talkie. The
[obis company rushed into the mass production of
daydreams and Ufa, beating 1ts big drums at a ume
when the independent producers were sull frightened of
T]ll' CXpensce mvolved mn [Eu' [.L”-,l\'_ lll.l[l!]l'li senti-

mentality  to melodrama: for mstance, Melodie  do
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Herzens (1920), n which, morcover, the usual chiaro-
scuro 1s watered down into a flar grisaille. This fault had
already marred Hans Kyser's Lurher (1927) and was to
mar, still later, Ucicky’s Das Mddchen Johanna (1935).

The mawkish perfection of the *Ufa style’ which
cameramen of quality were obliged to adope left its mark
above all on the pscudo-historical film. It mtroduces a
false note into all the costume film productions made
during the Third Reich, from Jud Siiss (1940) and
Rembrandt (1942) to Pabst’s Paracelsus {1943) and Ricfen-
stahl’s Tiefland {1944). Despite a foew nuances due o
the Agfacolor process, the Ufa stvle 1y unchanged in
Dic Abentener des Baronr Miinclhansen (1943) and is still
there to mar Pabst’s post-Nazi hlm Prozess, made in
Austria in 1948.

For let there be no nustake: the antisenutic tendencies
in Veir Harlan's Jud Siiss have no more to do with this
film’s purcly cinematic quality than philosemitsm in any
other, whether it be the English film fewr Siiss, Prozess,
or Ehe im Schairen (1947). We must try - though it is
difficult — to consider the films mmade during the Third
Reich altogether objectively, from the sole viewpomt of
quality and style.

Apart from over-glossy images, we meet with the
same faults m Jud Siics and another tthn by Harlan, Der
Girosse Kaniy (1942), as in many pre-Nazi histornical films.
Their creators plumped  aither for the vast stvhzed
fresco or for the sennmental “hide bistory” attested by
the titles: Napoleon vind die Kicine 1Udschierin (Napoleon
amdd vhe Listle 1Washergivl), or Napoleows "Fachiter (Napoleon's
Danghirer). Karl Grune's Warerfoe (1928) el waverns
berween s ancedotal genre and the rip-roanng cpie.
Lupu Pick™s Napoleon i Sankt Helena (1929) and dhe
numerous Glms abour Frederiek [0, whether by Creripy,
Frocheh, Boese, or Lamprecht, though the Last-named
was sineere, all tal to avord waxwork snffness,

I Jus fist speeches, made i 1933 34, Goebbels
declared thatthe German film had the mission ot conguer-
mg the world as the vanguard of the Nazi troops, He
asked the studios to produce Blms with preene endencies,
‘mat scharfen volkischen Kooturen', with sharp racul
Contours, portravimg men and society Cas they e m
realiey”, '
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‘Kraft durch Freude’ {Strength through Joy) slammed
the gates of dream and fantasy, and Nazi ideology was not
of a naturc to create an authentic reality capable of com-
pensating tor their loss.

Like the costume film, the social film was fond of
composing fine 1mages and, even before the advent of
the Third Reich, was no more successful than the costumie
film i ridding ieselt of the sentimentaliey which had
alrcady sugared Syfeester. It 1s not possible to make
films m studio slums for so long without something
rubbing oft when vou leave them to go and film m the
SOreCes.

The studio-made Jopless Streer was the ready-made
prototype for the “sacial décoradif” and all the “Kaschem-
men” {underworld films) and *Sitceenfilme’ {moraiizing
sex hiims) made later. The exploitation of the picturesque-
ness of poverty - a cypically German approach to the
theme - marred all the so-called social films and even
others more smcere than Zelmk's Die Weber. The hims
standing ac the crossroads between the fantastic and the
real, such as M, were always to have an mrtensity and
power which films such as Piel Juezi's Muner Kransens
Falet ins Gliick (1929), made in the Berlin streets, or Leo
Maittler’s Jenseits der Strasse (1920), shor on the Hamburg
docks, vamly tried to equal.

Piel Jutzt's filim i an example of the influence wielded
on all the soaal films of this period by Berling, die Sym-
phonie der Grossstadr, not becasuse of the inordinate use
of the Berlin Luna Park and Freibad Wannsee or the
asphadt workers (whom Picl Jurzi in his tarn hired for
Mutter Kransens vy Joe: May had done for Asphals,
but becavse adl these tibns display the same concern
tor documentary detnl: the cantera serutmizes the e of
hunible people and shoos the trivia) mcidenes of the
street trom lites Maorer Krawsens also reveals the hasic
Haw nnall these tilms swhiceh ey therr hand st HNIating
Berfin: the documentary passages are mixed with melo-
dramae whet ther gualiey s otten such dhat these oraces
ol the Sivenithe e all the more unp|c.|\.'ml.

The actors are the tst to suler trom this nising of
cenres. Baranovskanva's actmg s gready superior ander
Podovhim’s dhrection m Maher than e Se b das Feben
(19205, a tilm made e Prague by Junchanss And mothe
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Menschen am Sonntap ; the madents of evervday

Soviet film, despair is evident in a room'’s casual desolate
emptiness; whereas in Junghans's film all the objects
and situations have a function, corresponding to a
predetermined framework. Such s hite? Not quite,
surelv!

Lamprecht made several films in which he portrayed
the misery of the Berlin slums. Though more con-
vincing than Rossellini's Germania, Anno Zero, whosc
author appeared as ignorant of the German mentality as
he 1s of the f.lll‘L_[ll.i:.:L'. |,L!H}‘[L'L]11'a post-Nazn1 film
Irgendwo in Berlin (1940) does convey the eternal in-
conclusive hesitation between realism and sentiment-
ality

As a result, the cinema of the Nazi cra, which portravs
men and socicties ‘as thev are i realiey’ s |;-:: vastly
different from 1ts predecessors:; with regard to stvle. for
&'\.IrIJ}‘iL'. Hitleriunpe (Juex (1938) 18 not 1 ereat was
away from 1ts polincal opposite  Berlin-Al
(1931). Up to our own day the German social film.

whatever 1ts pohtical colour, has never attamed the




Menschen am Sonntag

humanity of such films as The Childhood of Maxim Gorky,
or Bicycle Thicves. And even the simplicity of Robert
Siodmak’s  Menschen am  Sonntag (1928) 1in  which
Schiifftan’s skill with bold shooting-angles gives relief
to the incidents of L‘\'L‘I‘}.'d.‘l}' life, or even Kuhle Wampe
(1932), an extremely honest film made by the Bulgarian-
born Slatan Dudow in collaboration with Brecht, n
which the miserable existence of the unemployed 1s
portrayed with documentary restraint enhanced by the
rhythm of the montage and the violence of the music,
cannot cqual some of the Russian or Italian neo-realist
|i!]!l\,

Nevertheless the precision of the reporting makes the
opening sequence in Kuhle Wampe unforgettable. Men
on bicycles chasing after work in a headlong race,
dominated by Hanns Eisler’s sublimely impetuous music,
burst on to the screen mm a paroxysmal forussimo of
sound and image The }\l;uu.mt comedy of the workman’s
betrothal-feast, which follows, jars m comparison, as
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use of close-up to conter gigant

Trivempht of the Will

meanest of objects

does the sports meeting, which unwittingly anticipates
the Nazi parades. There remains a prece of pure Brecht

mcomprehensible for a non-German audience, unfortu-
i the dialogue scene m a suburban train compart-

nately
mterlude of ‘the coffee

ment: the trenchantdy dialectic
they're burning m Brazil’.

Leni Riefenstahl

Lem Ricfenstahl's Frivomph des Willens ("Trinmph
Will), made 1935, anideahzed documentary glontyvin

1S Irom

a Nazi rally at Nuremberg, 1s laden with element
the old German school. In order to understand this tvpe
)| ]"]Ul‘.lj__‘_.lr]\i.l |IJIII |‘\1|l r, we have to tryv to |
mghtmansh mmpression caused by certam  passages
espeaially the one in which Hitler i person :1“".:.'...‘-
the new Hags. The film leaves one rll.'.':“'-.. with an impres
ston of msamty, and can be seen as a case stuc I

As tor the film's artist concepuon, it unites all
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Olympiade

distinctive elements of German film-making; in her
”f].wrp:}m":' (1938), another idealized documentary, this
tme celebrating the Berlin Olympic Games, Lem
Riefenstahl lingers at length over night views of torch-
light slashing the darkness and flags becoming trans-
parent next to the flames — a high pont of chiaroscuro.
In sunlight she seeks to catch figures against the light,
the shadows cast by a marching column, or men en-
veloped in the halo of phosphorescence that we have
already noted, and we perceive Hitler standing in his
car with a kind of nimbus round his head. The crowds
jostle around their Fihrer and raise their arms in a
studied parallelism similar to the compositions of the
classical German cinema. A sea Ut.ﬂ.lj_"x and Pl\ll_“\ undulates
like a field of ripe corn; the human body becomes
an ornament. and the columns filmed from above,
like the warriors in Siegfried, are suddenly transformed
into a blurred, hazy vision like the acrobat’s view of the

crowd in Variety
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Another well-worn technique found here is the
frequent use of the close-up to confer gigantic proportions
on the meanest of objects; the policeman’s hands linking
agamst their cartridge belts take on the appearance of
some glant-stopping palisade. Here man becomies statue.
{Kracauer points out the resembiance of the horn-
blowers with those who stand out ‘architecturally” from
the background m the Nibelimgen.y The faces in close-up
scern like gramite, with their vast stronglv-modelled
surfaces and inhumanly sculptural chins. They evinee
the same impression of emptiness and boredom as the
colossal hulking statues crected by Armold Brecker, the
Third Reich’s most conspicuous sculptor. Sice  the
ultimate aim of German Kultur is, in the words of
Langbehn, the so-called ‘Rembrandtdeutsche’. to ‘monu-
mentalisieren’, ponderous pomposity 1s inevitable and
official art will always comnussion 1t in mistake tor the
heroig.

If in Olympiade the close-ups are less shocking, the
reason 1s that the cult ot the hero 15 not out of place m a
film deveted to the athictic prowess of harmontouns
bodies. The credit for certn adnurable shots o thn
film should perhaps go to the great talent of the camera-
man, Hans Ertl, rather chan to the eyve of Len Ricfenstahi,
[t is he who captures the dynamisin ot a stance and the
passion mfusing the athletie exploit: a igure, ilmed trom
a low angle, waits for the word “go’, then an acnon shot
of the jump spreads i a victortons diagonal across the
entire screen. All these oblique masses destroy the svintax
of the anema’s two dunensiens, they burst fron wathm
the framewerk of the Hat mage. Occastonaliy, one
of these bronzed champrons produces the effecr of
Murnau's grandiose celebratron ot the body i Fabr
But, alas, we are someomoes closer by tar to the technigues
underhving Heee sie Krafe nind Scladen (Ways 1o Snengih
ard Beanty, 19253 mowhich Ul propounded the chchés

ol the CULUIHCS Prosters,

The post-Nazi era

What remuans of the widy 1o represent readiey, as udosw,
Prel Jutzr and anghans aicempied 1o do betore the Nan
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Der Verlorene

We know that Slatan Dudow made an implacable film,
Starker als die Nacht, denouncing the ravages of Nazism
in a working-class milicu. This film goes much further
than Staudte’s '.mud}'m: Die Morder Sind unter Uns (’”It'
Mirderers are among Uls),

One wonders why Wolfgang Staudte (who in Roration
had shown us, without ambiguity, and better than
Stemmle i the over-complacent Berliner Ballade, the
average German caught up in Nazism) and Helmut
Kiutner, the author of In Jenen Tagen, nowadays make
nothing but fundamentally mediocre films. Why do
films such as Schwarzer Kies (1961) or Die Rote (1962)
both by Kiutner — tesufy to such an afflicting decline in
the German cinema?

Are we to put it down to the behaviour of the all-
important distributors, who by advancing money as
‘angels’ control the film from the first take of the very
T_it"\.l scene? Or to the :;yncr.il pllhln 's tendenc y to i\]'l_'l-l_"l'
the mediocre and to denigrate any artistic ambitions in
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advance? Fritz Lang himsclf suffered from the prevailing
atmosphere when he returned to film in Germany,
despite the pains he took (as always) over the filming of
his ‘Indian’ films and Die Tawsend Augen des Dr Mabuse.
It is not surprising that he abandoned the idea of filming
in Germany Und Morgen Mord, which could well have
been a second M,

In spite of some superficial attempts to do so, 1o is
not passible to link to the German great period such
films as Kauwer’s Der Apfel Ist Ab, with its psendo-
Expressionistic settings, Stemmle's Berliner Ballade, which
marks a rcturn to the chiaroscuro and the old schizoad
evaston theme, or the version of Wozrzedk by Klaren,
the scenmarist of many commercial films, who attempted
an over-picturesque  stylization  of  Biichner’s violent
drama. Compronnses ruined this attempt at a renewal of
Expressionisni.

Unfortunately the Germans did noet grasp the scope ot
one of therr films whose quality recalls that of the best
films trom the peniod 1930-32. Der Verlorene (1951), by
Peter Lorre, who was a remarkable actor in AL, bears no
trace of the numerous recent attempts to turn the clock
back to pre-Nazi days. Though he owes certun debts to
A1 - the obsesston with murder and the tragicallv tense
avmosphere recall Lang’s old filmy — Lorre gives evidence
of very personal mspiration. He has nuured, bus physique
has improved with his art, he knows how o avoid
false pathos and overemphasis, and how ro wive tuli
weight to silencees,

The scenario owes much to his subtlery: s fhn's
suggestive power is the trute ot devices whieh ahways
have their origin m the sicuation. We have o read
between the limes. The Nazi rout telt to be imnunent
evervwhere from 1943 onwards is niade vividly present
by a few oy wmadents and a few phrases shpped an
here and there, To portray the retgn of the Thied Rech,
many lesser directors deem e necessary o present
profusion of resntance tighters, people declanming 1l
Hader's and torture seenes. Here there s nothing of
the kind: the Naze who plays an important part through-
out the filne s completely detined by by manner, his
laugh, and has Tinguage, and anly once do we see o
wthe extreme sivaton of the killer. And that's all.
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Nor is there any need to resort to the ruins of Hamburg
to get a picturesque setting: on the one occasion that
the camera comes to rest on a house in ruins, the shot
1s necessary and totally integrated into the action.

This approach, and this tact, a quality which had
been absent from German films for twenty years, are
tound constantly in the dialogue, the acung, and even
the clecution. There is not a single slip, a single forced
contrast, or a single false value. The editing also testifies
to these rediscovered qualities: the fashbacks to 1943
are firted into the action with perfect logic and great
restraint.

Misunderstood and disillusioned, Peter Lorre went to
the United States, where the roleshe had to play were rarely
suited to his talent. Frustration hounded him to an
carly death, and in him, and in Fritz Lang, who has
given up hope of filming again in Germany, the German
cinema lost for some years all its hopes of renewal.

Like the young French directors, the young film-
makers of the Oberhausen Festival have tried to do away
with the ‘cinéma de papa’. A certain revival is apparent
in the short film. Bur, as always in Germany, everybody
wears himself out in demonstrations, conferences, and
grandiloquent protestations, without ever getting round
to actually doing something. Can we hope that, as has
already happened i England, a new generation of
talented directors will affirm itself through the short
film?

Today the question seems settled, curiously cnough
owing to influences coming from France. The 1966
production ot Der junge Térless was made by Volker
Schlindortf, who lhived in France for seven decisive
years and was Lows Malle's assistant. His drama of the
sexual miseries of puberty, and the latent sadism which
scems to impregnate the youth of every country, is full
of aonosphere and - despite tts violent subject - remarkable
sensibility. In hmdsight this Austnian novel by Robere
Musill, written 1 1906, has become, moits cinematic
transposition, a sombre prelude to Nazinm; Schlondorff
actatns this assocanon of ideas wiath restramt - and is, of
course, attacked tor it by the nco-Nazs.

As tor the rest, there are two films by Alexander
Kluge, Abschied ron Gestern (Yoterday Girl, 1960), in
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which certain données of the best of Godard's filims
seem visible, and Die Artisten in der Zirkuskippel: Ratlos
(The Artistes at the Top of the Big Top: Disorfentated, 1968},
And there is a remarkable firse fearurc by Werner Herzog,
"Lebenszeichen (Signs of Life, 1968), deriving indirectly
trom a story by Achim von Arnim.

All we can do is to hope that these films of quality
spell a new departure for the German cinema.
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Appendix: the Dreigreschenoper Lawsuit

Brecht was profoundly shocked by Pabst’s transposition, which
he saw as an antolerable aduleration ot the 1deological and
stylistic content of his play.

After many prelimmary negotiations, Brecht, Leo Lania and
Pabst tricd to work together. It | remember rightly, they
travelled down to a place in the South of France where Brecht
often went, Le Lavandou. Soon dispotes broke out between
these very disparate personahities, and Brecht, atter secmyg his
different proposals afl refuted, departed, leaving Lania to
sateguard his intentions. Lania relaces in an mterviesw published
in Cindmages that afeer the fest twenty-four hours any posaibihiey
of collaboration became lusory and Brechr Jjust stepped out
of the picture’, and this corresponds more or less with my own
recollection. Yeu the film's sull photographer, Hans Casparins,
recently assured me that after this dispute Brechosnll come along
to the studios for the tirst few days’ shootmg, i the course ot
which the texr was modified and even improvised. Soanctines
recollections vet mixed up: Pabst’s tlm-cditor, Jean Oser, m
another  Cindmages interview,  contustmg Wall's sime wieh
Hrecht's, states thar the Latter won s,

Far in the antwmn of 1930, Brecht and Weill, through the
mtermediary of their Jour lowvers, had lodged a common
acuen against the production company, Nero Filins, A the
first hearmy the common suit was split into separate acoone
at the judue’s request. Breche pleaded thae the i was bemng
shot framsascenano with which he had not been able o aequan:
fimselt, despiie an accessory claase granong b plenars
power over the drafbing ot the seripl Such an arlatrary pro-
codure made e impossable to sateeaard cither e tenor or the
stvle of the original.

Wall secanded the plea: Tus music had been transtorme:
and an attempt had even been made 1o tack on [Fassages 1o
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by him. In addition 1t had become apparent that his songs
would not be inserted in the same places as in the play. This
being so, both authors asked for the filming to cease enrirely,
preferring to give back the sums of money they had already
received in order to recover their copyright.*

At the time, certain shots were being filmed, | remember, in
the Efa studio, quite ncar the Kurfirstendamm. But as the
crowd scenes required a lot of room, Pabst had begun filming -
still before the end of the lawsuir — just outside Berlin, at
Staaken, where the old Zeppelin Hall had been transformed into
a studio some years carlier.

The lawsuit opened in the Copyright Court of one of the
Berlin courthouses, a dismal building, on Friday 17 October
1930. It continued on Monday 20 Qctober. All Berlin high
socicty had tried to attend and the Court had to move into a
larger courthouse for plenary hearings. So as to give the
Berliners the chance of appreciating the play afresh, the Schiff-
bauerdamm Theater had immediately envisaged taking the
Dreigroschenoper back into its repertory as early as November.
On chis first Sunday, the Court went to the theatre for a per-
formance organized specially for the needs of the lawsuit.

On the Monday, the discussions were particularly vehe-
ment. On several occasions the presiding judge had to call for
silence among the rival parties, the public, and even the press,
threatening to clear the court. Jourmalists from all over the
country tirelessly took notes.

The ambience was curiously incongruous: besides the big
businessmen of the cinema there was, as at theatre premidres,
the inevitable gathering of socicty women. Brecht's friends
and his Nazi enemies were all present in force, though the
latter did not quite know wihich leg to stand on; while detesting
Bredht, the friends of Amolt Bronnent could not entirely
support a producer whe was both Jewish and American.

The lirerary éhte of the day sided with Breche, realizing that
the outcome of the suit would establish a precedent affecting all
German authors,

Counsel for the opposing party tried o tarn the rables on
Brecht by allegmg that he limself had always challenged other
authors” copyright and in parvcular had appropnated, for the
songs e the Dreigroschenoper, whole hnes from the verse
translanon of Villon's ballades by K. L. Ammer.

Breche scomfully proved that Ammer had been in agree-
ment and that he, Brecht, had even wninen a preface for a
new cdimon of Ammer’s poems. In the present mstance, he
declared, he was m no way detending lus copyright, has hirerary
property, but - and thus 1s very signthcant as to Brecht's atatude
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* The rights in Div
Dreigraschenaper were sold
for DM 40,000. Nero Films
having obtained the
cooperation of Tobis and
Warner Bros, the film was
budgeted at the then
enormaus sum of
DM 8oo,000.

+ Arnolt Bronnen, whose
play Varermord was first
performed in 1922, at the
same time as Brecht's furst
plays, was unjustifiably
considered a serious rival to
Brecht. Brounen belonged
to the Nazi Party from s
inception,

t Oune day Brechr asked
me to lend him a German
translation of Villon's
poems by Ammer. He kept
this copy for a very long
time and when, after some
years, he gave it back to
me, | found its margins
crammed wich notes and
sparches of poems.
Moreaver he points out in
his notes to [ie
Dreigroschenoper that his
SONES COnLn A few hines of
Villon's ballads. As for
Stendhal, alf was grist 1o
Brecht's mill. *Copying’.
he was 1o write atter the
war i his Thearerarbeir, s
an art which the master
must dominate. He must
handle it skilfully, for the
sole reason that otherwise
he could produce nodung
worth copying in its rn’.



* A tihin sconario can't
be treated as if it were a
ketde of herrmgy’,
exclanmed Brecht's counsel.
i clrene, swho bad never
concailed the fact of using
hses of Vallon from
Armamnoer’s translanon, had
oy used, i all, g0 hises
from g work camtamng,
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towards his audiences — ke property of the spectator, who had the
right to demand that a work be transmitted intact and according
to the author’s intentions. Atancther juncture he asked whether
the cinematographic industry could arrogate, once and for all,
the right to adulterate a work of literature.

In 1930, “there still were judges in Berlin’, and the presiding
Judge seemed to be of good faith. But what could a bureaucratic
Judge understand of the social implications of Bert Brecht's
violent tragi-comedy?

Counsel for the producer Nebenzahl angered Breche with
wsinuations and, after briskly riposting without being called
upon to speak, Breche swept out of the courthouse leaving his
lawyers to carry on with the proceedings.*

On 4 November, Brecht’s plea was rejected on the grounds
that he had not fulfilled the requirements of his contract.
considering that he had broken off all discussion during the
work i common and volunitarily ended his collaboration in
the script. As tor his objection that the style of his play had been
betraved, it was treated as purely adeological and without
bearing on the contract. Weill, always more pliable and rather
mchined to make a few concessions, had more luck: having
continued working until Nero Fitms themselves had dismissed
lim ac the same tme as Brecht, he won his case.

We were all very sad for Brecht, who was ordered ro pay
the costs of his suit. However, with his way of facing squarely
up to everything, he shrugged and went back hard at work on
his transposition of Gorky's Mother, realizing chat all those who
valued independence of mind did not have much longer to stay
tn Germany.

{Adapted trom my artcle published i Eorope, Jamary)

February, 1937.)
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Selective Filmography, 1913-33

This is an alphabetical listing of the principal films mentioned in the text made during the years 1913-33.
the main period of the German Expressionist cinema,

Wherever possible the following information is given. 1: German ditle, usually followed by the Enghsh-
language title by which the filin s best known or, alternatively, 1 free, usable translation of the German
title into English. 2: the name of the production company and the year(s) of production. 3: the name ot
the director (Dir). 4: the name of the scenarist, sometimes with additional information about the literary
source {Sir). 5: the name of the artisnie designer (Ad} and oceasionally the name of the costeme designer
{Cost), 6 the name of the cameraman {Pk). 7: the name of the musical composer or arranger (Mus). 8: the
names — these lists vary in comprehensiveness - of the acrors {Casi). .

Various published sources have been consulted, in particular: the two volumes so far compiled on the
silent period {covering the years 1923-31) by Gerhard Lamprecht for the Deutsche Klm:l'n:lthi:!(:.lhf-‘
Deurscher Spielfilm Almanach, 1929-1950, published by Filmbliuer Verlag, Berlin, in 19so: the listings
originally published in the last French edifion of the present work, compiled with the help ofBO!f Burgner
and Werner Zurbuch; the fitmographicsin Fritz Lang in Amerita by Peter Bogdanovich (Movie l’apc:rb:leS.
Studiv Vista, London, 1967) and The Lubitsch Touch by Herman G, Weinberg (E.P. Dutton & Lo., lnc;.
New York, (968); the magazine Cahiers du Cinéma for Pabst, Lubitsch, and Lang: and Mmc Eisner’s
F. W. Muriaw (Le Terrain Vague, Paris, 1964). The Publishers also wish to acknowledge-the help afforded
them by the Librarian and staff of the British Film Institute Library in granting them access to unpublished

or otherwise recondite reference material.

Abwage (Crisla)
Erda-Fidim, 1920
i GOW, Pabat
e Adall Lanez, Ladnlaus Vayda,

fromn a treatment by Franz Schulz
Ad: Hams Sohale, o Erdmann
Pz Theador Sparkuhl
Cast: Bngie Helm, Gustay Diewd,
Jack Trewvor, Hertha vun Walther, Fong
Ordeinar, Naco Turotf, Hlswe Bachmann,
Richard Sora, Perer Leschka, Irm Cherry,
Irma Gireen, Iy Lyperr, Tiea
Chrstenven, Andreas von Hoem

Abschied {Adieu)
Univerumi=Fini, 1530
1 Wabert Sausdmak
Sie: FEwmench Prevburper, lema

vai §ube
Ad: Iobert Herleh
e Eugen Schodian
Moo Eewn Hoonr
Cnt. Hogawee Tlorney, Aabert Muog,
Lnirhs Usida, Ktistantin M, Trank
Liiinther, Edmeée Syann, Gty | Macper,
Liewin Houny, Martha Zuegler, Wiladmowr
Sokulisi?

Alrauns {Mandrake)

A=l g

Ine Hennk Galeen

S Hennh Galeen, tram s novel by
Flanny Hems Lwen

Ad Wabter Heunain, 8ax Helbronner

e Frang Planer

e e Helm, Paud Wegener, (van

Pevrowndhn, Mua Pankan, Geneg John,

Valesha Ciew, Waltgong Zilece, Eoun

Ralph, Hany Frautner, John Lodet,

Hemtwl Schrnth, Alexandee Sasba
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Alraune {Mandraks}

Ufa, 1y30

Dir: Rachard Oswald

e Charhe Rochnghaf, R, Wesbach,
bawd on Hantis Hoinz Ewers

Ad: Oweo Erdmann, Hans Sohale

Phe Ginther Krampt

Mus: Bronnlaw Kaper

Can Brgine Helm, Albers Bawenmann,

Agnet Seraub, Harald Faulsen, Lisclot

Schaatz, Bernbard Geotzke, E. A Licho,

bwan Kowil-Sambarsky, Kithe Haack,

Faul Westermoer, Heney Bender, Marun

Kosleck

Das Alte Gesstz (Ths ancient
laww)

Comedia-Film, yya3

e E A lhupont

St Paul Heno

Ad Adred Junge, Cun Kahle

Cowr Al Hubxet

" Theodur Sparkuhl

Can Henns Ponien. Alwe Hedhy, Rath
Wrsher. Margarcee Schlegel, Greee
Berger. Ollga Dimburg, Lot Deutacls,
Werner Ktauu, Jacob Tiedtke, Avram
Muoeewsh s, Hubort Giarrin, Robert
Schale. Albeat Kratfe-Lanpsg, Ik
Laher, Dt Alberr Mannung, e Richard

Anns Bolayn

Ut belin-Uta, py e

D i Tubiish

Sur Bhain Keals, Fred Yy
A4 Kurr Hichier

e Al Hualsen

i Thewmdin Sparkulil

i . Hengs Fonien, ol Ja
Aud §gede-Nunwr, Faul Hatimaan,

Ludwap Hartan, Ferdinand von Aleen,
Hedwig Panh, Paub emstelde, Walhclm
Dhegelniann, Friednc Kishne, Mars
Resenhisber

Anna und Elisabeth
Kuollckov=Eilm] Terea-Filin, 1933

I»e: Frank Wysbar

Ser Frank Wshar

Ad: Friz Mawrischat

P, Frang Wohmayr

Min : Faul Dusan

Clast: Dorothea Wieck, Hertha Thiele,
Matkus Wieman, Mara Wanck, Carl
Balhaus, Willi Kaner-Heyl, foma Hahn,
Dorathea Thiess, Carl Werg, Karl Flaen.
ltubert Eckert, Margarete Kestra, Dasra
Thakmer, Sylal] Smalowa

Ariane

Mera-Filos, w11

i Faal Crmner

Sers ol Conner Carl Maver fronea
mvel By Clawde Aver

Ad- inch Zander

I Adelt schlasy

M Richard Strauss

Can Elnabeoih Bergner, Rudoll bonee,

Annemane Stopurck, Herthy Guthmar.

Theoder Loas, Alieed Gerawdy, Nikolas

Woarnlett

Asphalt

Joe May=1ahiniUts, 1g2aizy

e foe May

A bred Mo, Ralt E Wanboo, Vront
lin-sory by Roll B Yanlso

Ad Ench Ketielbn

e Cunther Rty

Can Mety Adnann, Gustas Frohilch,



Alberr Stemrick, Ebe Heller, Hane
Adalbere Schlenow, Ham Albers, Arthur
13uarre, Payl Harbiger, Trude Liske,
Karl Platen, Row Valewi, Henmaom
Vallennn, Kurt Vespermann

Atlentik

Deutsch-englische Gememschafis- produk

uanBriush Internanonal thetures, 1929

D E A Dupont

Ser: E A Dupont from Der Berg, a play
by Erncst Raymond

Ad Alfred Junge

M. Charles Rosher

Mus . John Reynders

Can - Frtz Koroner, Elua Wagner,

Hemnnch Schroth, Juha Serda. Elfnede

Hoaradin, Luew Mannheim, Franz Lederer,

Whlli Forst, Hermann Vallepeon, Theedor

Luos, Georg John, Philipp Manning,

Cicorg Augum Koch, Syd Crmsley

Backstairs «c Hintartreppe

Berlin-Alexanderplatz

Alluanz-Tonhlin, 1911

I el fuen

S¢r Allred 1%bha, Hans Walheln, Karl
Hainz Martn, from DDabhn's
aove! Afexanderplars

Ad ) von Horsedy

I% Nikolaus Farkas, Erich Ciiese

Mus Allan Gray, Arur Gurtmann

Cai Hennich George, Maria Bard.

Muegarcie Schlegel, Bernhard Miner,

Gerhard encrr, Albere Florach, Paut

Wesiermeior, Oskar Hiscker, Hans Deppe,

Kathe Hiack, Jubys Fatkemten, Jakab

Tuedtke, Sicgflied Berneh, Arthur

Masuzer, Karl $icpanck. Ernst Behoer,

Faul Rehkopf, Anna Muiller-Lancke,

Hermann Krchan, Hemrich Schroth,

Henrd Creder, Walle Schuar, Waleer

Werner, Karl Harbachier, Franz Weber

Barlin, die Symphonie der

Grossstadt (Berlin, symphony

of s grest city)

Neutshe-Verenu-Film, 127

e Walther Rutumann

Sor o Waliher Huttmann, Karl Freond,
frunt an idea by Carl Maver

Ad Ench Kellelhur

Ph Komar Kunize, Habert Habetshe,

Lasalo Schitler

Dar Blaus Engel (The blua angsl)

Lla, 130

e Josel vin Siernbery

S Robere Lichmann, rom Hoonch
Slaos nsvel Prafewsor e

Ad o Hoote, Ennl Haler

Mo Gunder Battag, Hans Svhieeberger

M Fricdon B Hollander

Lt Enndd Jaruonges, Marlene Thennnds

Hure Gerron. lana Yalorn, Hans Alber,

Remnhold Bernt, Eduard vom Winieesicm,

Hanes Rawh, Ralr NMuller, Roland Warno,

Carl Balhous, Hobert Klom-Lork, Karl

Ifwsrar=lody, Wilkielhn [hegelinann,

Gerhard Hienert, Ihe bursienberg

Daz Blbus Licht {The blue light)

Lem RiefensezhlfSokal Film, 1y32

Dir: Lewi Riefenstabl

Ser: Béla Balizs, fromn an 1dea by Leni
Fuelensrahl

Ad: Leopold Blonder

Ph: Hams Schnecberper

Mus: Giuseppe Becce

Cast: Ler Rieienstahl, Mathias Wiecman,

Beni Fithrer, Max Holzboer, Franz

Maldacca, Martha Mair

Der Brennende Acker (The

burning sarth)

Goron-12eulig Exklusiv Film, 1922

Dur: F.W. Murnau

Ser: Willy Hass, Ardvar Roaen, Thea
von Harbou

Ad: Rochus Ghese

. Karl Freund, Frive Arny Wagner

Cast: Weorner Krauss, Bugen Klipler,

V0adwmur Gadarow, Eduard von

Winttersten, Stella Arbernma, Lya de Putn,

Greta Dierks, Emdlic Unda, Alired Abel,

Olga Engl, Elsa Wapner, Unda Falansky,

Eugen Rex, Leonhard Haskel. Gusiay

Borz, Adolf Klein, Albert Patry

Dia Biichga dar Pandora

{Pandara’s box)

Mero Film, 1p2s

Dir- G.W. Pabst

Sat: Ladislaus Vayda, from two plays
by Frank Wedekind, Erdgeis and
Biichue der Pandora

Ad: Andrer Andreey, Gorhieb Hesch

Pir: Ginther Krampl

g Lowise Brooks, Fruz Kertner, Dasy

d'Ura, Frang Lederer, Gustay Diewl),

Sieginied Arno, Alws Robens, Carl

Groetz, Kraffi-Bawhip. dichact von

Newlmsks

Dis Buddenbrooks

1%ea Film, 1923

{7 Gerhard Lanpreche

Serc Allred Fekere, L Heilburn-Kiirbuez,
Gerhard Lampreche, tram
Thomas Mam' mevel

Ad: Oeo Moldenhauer

st Peeor Eswcr, Mady Chostiany, Allred

Abel, Hildegard Imhol, Mainbde S,

Fiant Lgemel, Rudall’ del Zopp, Auguue

Iravh-Cirovenherg, Ralph Arthur Roberis,

Charlocte Bockln, Kadd Platen, Kun
Vespermann, Ll Wagner, Hudold
Leannges, Emnl Heswe, Foednch Tacger,
Pluhpp Manmpg, Hetmam Vallentin,
Robert Letfer

The Cabinet of Or Caligari
we Don Kabinett das Dr Caligari

Carlos und Elisabath

Jichand Uhvwald-Film. 142y

e Wwhard hvaald

S Rhard (haald

Ad v Werndord

P Karl Vasselnani, Katl Mk, Koael
Van, Theodur Spatkuhl

Car: Conrad Veidr, Eugen Kl pfer,
Aud Egede-Nissen, Wilhelm Dacwerle,
Adalf Klein, Marun Herzberg, Robent
Taube, Friedrich Kithoe, Nagny Servaes,
Rudalf Bicbrach

Congress Dences
we Dar Kongress tanzt

Dia Chronik von Grieshuus

{Tha chronicle of Grisshus)

Uth, 12

Dir: Archur von Gerlach

Ser: Thea von Harbuou, fram ihe story
by Theodor Storm

Ad: Robert Herleh, Walter Rihrg

M Fricz Arng Wagner, Carl rews,
Erich Nitzschmann

Casi: Arthur Krawssneck, L Dagover,

Pau) Haremann, {{udoll’ Ritener, Gerrud

Welcker, Rudoli Forseer, Gertrud Arnald,

Hars I'eree 1ererbians, Chrsnian

PBammzersteds, Ervst Grronaw, Jose!

Peterha, [lermann Lelder

Danton

1921

1 Pantri Buchowetrks

Ad: Haes rewer

Ph: Arpad Varagh

Clust: Lnd Jamgs, Werner Kraus,
Hildr Wirner, Charlone Ander, Maly
13elschatt, Eduard v Wintenten

Destiny we Dar Miide Tod

Diary of a loat girl
we Tagabuch sinar Varlorenen

Dirnentragddie (Tragady of a

ntroet})

Panetanmi-Faloaw, 1927

1dir: Hruma Rahn

Seec Juth Gaenz, Lea Heller, fraim g play
by Wilbwlm Nraun

Ad Carl L. Kirone

My Gunda Secber

¢ ant: At Baehen, Oskar Hlomolha,

Halde Jenmmgs, Werner Pretschan, Hedwyg

Pauly-Winterson

Pr Mebuaa dar Spisler (Dr

Mabuse the gamblar)

Ullvtem-UE 0 Filia Uy, 12

Pire e Lang

Sir e Lang, Thea vun Harbow, 190m
2 ovel by Marlsert Javaucs

Ad O Hae, Stabl-Uleach

M ol Elotlann

Curd Tawdolt Klem-Rogge, ol Richiee.

Altred Alwl, Beribard Goetehe,

Scllettow, Giearg b, Aud Bgede-

Nuven. Ceertrude Wobcher, Lil Dagover,

Furer Laersaga, 'aul Huheer, |l

Addalbert von Sclibetiow, Litete Herger,

Judnes Lalbewstenn, vz Paceshmea, St

Merber, Maal Biemsicldn, Kael Mlaen, Karl

Towsear, Fdgar Pauly. fubis Flernnn
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Die Dreigroschenoper (The

threspenny opera}

Warner Drosf Tabis/Nees-Filin, 1431

Dir: €. W, Babst

Srr; o Lew Laana, Béla Halizs, Ladilaus
Vayda, afier the play by Dertalt
Urechr inspired by John Gay's
Vhe Grggaes’ Opere

Ad: Andrer Andreiey

Pl Fritz Amo Wagner

Mz Hunl Well

Cart: Rudolll Forsrer, Carela Meber,

[Ruinhuld Schiinzel, Fatz Rasp, Valeska

Grert, Lotte Lenys, Hermann Thanug,

Ernst Busch, Wiadunr Sokolut, Paul

Kemp, Gustay Piittjer, Oskar Hicker,

Kraffi-Raschiy, Herbeer Griinbaum

{1 Preyeeschenoper was made

sultasicousty ae Gernian and French

verstons. For the French version Solange

Pussi, André Mauprey ansd Nimon

Sterliol worked s the seenaro, and the

cast was changed )

Emll und die Datektive {Emil and

tha dstactivas)

U3, 1y3)

idr: Gerhard Lampreckn

Sers Billy Whalder, fron the novel by
Leich Kasner

Ad: W Schhcloing

™ Werner Hrandes

Mus: Allan Gray

Cast: Fratz Rasp, Kithe Haack, Holf

Woenkhaus, [Rudolt Bilbeach, Oy Eagl,

Marun Haumann, Geriard 1ammann,

Ruidull’ Letimger, Margarete Sacine,

G Hosclnelh. and chiddeen

Erdgeist {Earth splirit}

Leapirhd Jessoer-Fihn, 1y2)

1 Leapold Jenncr

S Uarl Mayer

Cond s Asta Nichen, Haeadull Forvce, Albert
avsermuann, Carl Ehern, Alexsnder
Granach, Cantav Rickelt, Julun
Falkemseesn, Hemnoh Ceenege, Erwn
1w anger

Faust

Ua, ayan

Iae W Murm

Scro Ha Kvser, Tronn Gionethie

Ad Boleert Heeleh. W alier Warheig

e Carl Hodimann

Cad St Baan, Camdha Eloen, Bl
Fanmnngs, Drieda $ocliasd, Wilbel
heterle, Yaerte Ganlhere, Elanna Halph.
Werner Futerer, Brn Barclay, #lan
Waean, Hetih o Walther, Fenany Wada

Dle Frau im Mond {Woman on

tha moan)

P g Dl Uha, 1y,

The b dang

See Thea son kLo

Ad O lunte, Lo | lasler, Karl
Yoalllred b

M Cutt & ourant, Chito Kanfurek,
Konwostantin Tahetweribatl, Chkor
Frw hangre
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Cuasr: Gerda Maurus, Willy Fritsch, Klaus
Pohl, Gustay von Wangenheim, Gusl
Srark-Gorctrenbauer. Friz Rasp, Thlla
Tuneux. Hermann Vallenrin, Max Zilzer,
Mahmud Tena Bey, Borwin Walh,
Margarcthe Kupier, Max Maxiouban.
Alexavor Porembsky, Gerhard 1anunann,
Hemnch Govho, Karl Plaven, Alized
Lorenia, Edgar Pauly, Julius E. Herrmann

Die freudiose Gasse (The

joyless streat)

Sofac-Film-Pradukewn, 1425

e GOW. Pabu

;. Willy Haas, from a novel by
Hugo Hertauer

A4 Hams Schile, Qe Erdman

M Gudo Seeber, Curt Ocriel, obert
Lach

Cuast Asta Nielsen, Grela Garbo, Werner

Krauss, Emar Hanwn, Karl Ethnger, Hka

Grinng, Jaro Ficth, Griln Agnes

Esterhazy, Alexander Murski, Heory

Stuart, Hobert Garrson, Gregon Chimars,

Heriha von Walther, Max Kollhasc,

Sylvia Tort, Valeska Gerr, Tamara,

K1 Lom Nest, Mano Cusirnich, Ciralm

Tabwar, Frau Markstain, Qo Renwald,

Raskaraf. Braffi-Rawhig

Gahsimnisse sinar Sesle

{Sacrats of a soul)

Neumann-Filin-Produkbion, 1426

e GOW Pabu

Sirc Coln Rews, Hans Mouimiang

Ad. Ermo Mctzner

Ph Gueda Seeber. Curr Ownel, itoben
Lach

Coasi Werner Krams, Huth Wevher, Hka

Gronmy, Jak Trovor, Pawel fawlow,

Hertha von Walther, fenana Hrausewetter

Ganuing

Urda-Ihosoop, 1426

1 Rolent Woiene

Ser 4 arl Maver

Ad Caar Klen

Pho Willy Mamigpier

Cav Fesn Andss Jacald Pauben, L
Lo, Juhn Gotiebe, Has Hone von
Twardow il

Der Golam {The golem)
llhmnp_ [T

e Paul Wegener, Hennk Caleen

Ad Hubert A Dharb, Sl Ghese
M Caude Seeleer

toar Maul Wegones, | vada Salimmpn g,
Hennk Luleen, 4 arb L bwent

Dar Golem: Wis er in die Walt
kam {Tha golem: how he came
inte thes world}

Lita. 1p2n

Ihe Faut Wegenee, © sl Baars

e Pk Wegemer Heniik Lualeen

Ad M Pl

f o Hombuot Gliew

M Karldirund

foasr Faul % cgrisen, Adlwen Steimao b,

Ernst eutseh, Lyda Salmanova, Lothar
Miithel, Qo Gebiihr, Grete Schrider,
Hans Sturun, Mux Kranert, Dora Yagtzold

The Hande of Orlac
s Orlacs Hinde

Das Haus ohna Tiir (The house
without a door}

g

Lhir; Stcllan Rye

M Gaide Secber

Csd . Theodur Loos

Heimketr {Homecoming)

Joe May-FilmjUfa, 12k

e Jou May

Ser Fred Majo, D Frer Wendhawsen,
from 1 story by Leonhard Frank

Ad: Juhus von Borsody, Arthar Schwarz

i Giangher Rinau

st Lan Hamson, 1 Parle, Gusay

Frishhch. Theodor Lovs, Pinlipp Manning

Die Herrin von Atlantis {Mistress

of Atlantia}

Mero=Filin, 1432

{ar: GOW o Pabst

Ser: Ladislans Vayda, Hermin
Oberlinder from PMerre Benat’s
navet Arlaatde

. Eugen Schiiffan, Ernst Koeroer

Mues Wolfrang, Zeller

Cant: Brogite Helm, Grosiay Imend, Tela

Tschar, Henz Khngenberg, Wladina

Soketaff, Matmas Wicman, Learges

Tuewrel, Florelle

Hintertrappa { Backetairs)

[VE3
:)Ju'ri- Lowpold Jeser, avpred by Paud Lo
Ser: Carl Mayer
Ad: Paul Lem
P Karl Havelnana, Wolls Tlamenster
o Ptz Konner, Henny Moren,
Willwlm Dreverbe

Homunculus

Hunscop, 19ia A ax-part sctial

e Oaw Lappen

Ko Omio Rappen, tobere Neuw

e Carl Hothinaon

s, Olat Firw, Frederwh Kabo,
Tlicsdor Loos, Mechuld Theie, Mana
Carnng $iustay Kuhne, And li,.:nlwl\'nwn

Hungaerian rhapsody
we Ungerische Rhapsodie

Das Indische Grabmal (The

indlan tomb)}

Jue May Cumpany-Eia, 921 ongingdly

AT L

e Jise May )

S ey Lang, Thes von Flarlou, 10em
Thea van Farban's el

Ad Marin Jacoby Loy, Ot Huete

Cun by de Pun, Ol Fgoss, Cantad

Voo, Braa Morena, Mia May, Hernlurnd

uoctahe, Paul Iichier



ENLALL

MNeamann-Frodukuon, 1923

e, Robert Wiene

Ser. Robert Whene

Ad: Ernid Metziner

Ph. Axel Graackjsr, Reimar Kunrze,
Ludwig Lippert

Can : Gregon Chmara, Henny Porten,

Asta Nicisen, Werner Kraus, Theodar

Becker, Emanucl Reicher, Robert Taube,

Brune Ziener, Hans Honnch von

Twardowskr, Enal Lind. Max Kronert,

H. Magnus, Walter Neumane, Guido

Herzfeld, Wilhelm Nagel, Les Reuss,

Eduard Kand], Walter Werner, Alexander

Ciranach, Paul Gracte, Mathilde Sussun,

Mara Kryschanowskya, Erwin Kalser,

Ela Wagner, Ench Walter, Ernst

Dernburg, Gustav Qberg, Jare Fiirth,

Fawel Pawlow, Hose Veldtkirch

Jonseits der Strasse (LS dtlc:
Harbour drift)

Fromethrus Filin, 14y

e Leo Mitler

Ser: Jan Fethke, Whlly 16H

Ad: Robere Schartfenberg, Karl Haacker
Fh- Fncdel Beln-Crund

Caxr Lnw Arna, Paul Rehkopl, Fritz
Giemachow, Sicyfried Arna, Focdnch
Ginaw, Margarete Kopler

Thae joyless strast
we Die freudiose Gosse

Dos Knahinatt des Dr Caligari

{The Cabinet of Dr Caligari)

Decla-Discop, 1oy

Ihr Robert Waiene

Ser Clan! Maver, H.unj;muwjlz

Ad  Hermann Warm, Walwee Beioann,
Walter ilitheg

e Wy Hameaseer

Care. Werner Kraus, Conrad Vodr,

Fricdnch Feher, i) Thagover, Hans Henz

von Twardowiks, udolt Klamn-Roggee.

Rudali Letunger

Kameradschaft {Comradeship)

MNero=§1ln, sy

{2 G W Paba

Ser o Ladwlaws Vavda, Karl Cheeen, Prter
Muaroa Lamipel

Ad  Eeno Metener, Karl Yollbeocht

P Fotz Are Wapner, Itobert Haberske

oot Alesander CGiranach, Froz Kampers,

Ernu Busch, Lhsgbeth Wendt, Giatay

Purger, {hkar Hodker, 1 3ame] Mendadle,

Gieorges Charha, Andrée Phacre, Alex

Bernard, Yieree Loun, Helona Manson

Ll amerddufiall was aniade smmtineouly

i Ciorman and Frepsh versons Jor the

French senian the can s abiered )

Dar Kongrass tenzt (Congrass
dances)

Lt 1uldi

fne  bBrwh Charell

e Narbere Falk. Robsert Lichimoann
Ad  Brna Siorn

- Karl Hoffmann

Mus: Werner R, Heymann

Casr: Lilian Harvey, Willy Fritsch, Ortta
Walburg, Conrad Veidy, Carl Heinz
Schroth, Lil Dagover, Alfred Abel,

Eugen Rex, Alfred Gerasch, Adele
Sandrock, Margarcw Kupfer, Julius
Falkensiem, Max Giilstort], Paul Horbiger,
Trude Briceme, Franz Micklisch, Hermaon
Bass, Scrgaas Sax

Kriemhild's Rache
see Die Nibalungen

Kuhls Wampe {U$ ude:

Whither Garmany?)
IromectheusfPeacsens, 1932

I3 Slaan Dudow

S Dertale Brecht, Brnst Ouwald

Ad;  Robert Scharffenberg, Karl Haaker
Pl Ginther Krampl

Aus: Hanns Eisber, Josel Sehimid

Casi - Hertha Thicle, Eenst Busch, Martha
Waolter, Adolf Fischer, Lili Schinbarn,
Max Sablorzki, Alfred Schaeler, Gechard
Hienert, Marrha Burehardy, Carl Heng
Charell, Karh IXahmen, Fritz Erpenbeck,
Jomef Hanoszek, Richard lgett, Hugo
Werner-Kahle, Hermiann Krehan, Paul
Kretzburg, Anna Miillee-Lincke, Ruduoli’
Pehls, Evich Peters, Olly Rummed, Whil
Schur, Martha Secmnann, Hans Ster,
Karl Wagner

Dar Latzte Mann (i The last

man, vaally knewn Tha

|ast 1augh)

Ufa, 1y24

{2 F. W Murmau

Ser- Carl Mayer

Ad: Robert Herldy, Walter Rishng

I Karl Freusd (aswasiant: Itobert
Baberskel

Cast: Enl Jannps, Hermann Wallennn,

Maly Delschali, Eunbe Kurz, Licwryg Johin,

Max Huller. Ham Unierkircher, Olal

Srarot, Erich Schinfelder, Newmann-

Schiler, Emmy Wyda

Dia Liebs der Jaanne Nay (The

Love of Jeanne Neoy}

Ulia. w27

e o WoPabw

Serc lva Ehrenburg, Ladilas Vayda,
Jram the tovel by Ebrenboeg

Ad O Hune

Pt Foeg Arno Wagner, Walter Bobernt
Lach

£an Lduh Jehanne, Bngite Flel,

Henha von Wahher, Uno Heog,

Tz Rasp. Addolt Ldgar Lacho, Bugen

Jeaen, o Jatay, W Tasimnr Swikahalt,

N]rgl'nrd At Jak Treved, Mamney

TerjasHava, Juneling 1hra

Lukrezia Borgin
(TN

e Bihard Chaald
{d Nolest Noppadh
o Karl breund

Cisr: Liane Haid, Conrad Veude, Albere
Bassermann, Heinrich George, Luthar
Miithel, Paul Wegener, Wilicln Eheterle

M

Mero-Fil, ten

fir: Friz Lang

Scr: Thea von Harbow

Ad: Chra Hasler

;. Frtz Ao Wagher

Cast: Peter Loeee, Ellen Wadman, hige
Landg . Gustal Griind gens, Ercdrch
Cinaw, Fritz Cdemar, Paul Kempr, Thew
Lingen. Ernst Stahl-Nachbaur, Franz
Seem, Otio Wernicke, Theader Lows,
Geong John, Rudolfl Blinmer. Karl Platen.
Gierhard Bienert, Rasa Valeto, Hertha
von Walkher, Carl Balhaus, Josef Dabmen,
Else Chset, ). A Eckhutl, Karl Flzer, llse
Firstenberg, Honrich Gotho, Ginther
Hadunk, Albert Hirmanm, Alben
Karchow, Werner Kepich, Rue
Lachtensicin, Lotte Libwager, Sigurd
Luohde, Paul Mederow, Margarere Melzer,
Trude Mows, Hadrian 8. N, Maya
Naorden, Edgar Fauly, Klaus tualil, Frauz
Polanad. Paul Bchkopf, Hans Ritter.
Leonard Steckel, Wult Trutz, Borwan
Walih, Druno Ziener

Madams Dubarry

Ui Flna-Utia, 1919

J3r: Ernse Lubatsch

Ser: Haws Kraly, Fred Qrebing

Ade Karl Mad, Kurt Rivhier

it 2 Woalter Hemunn

fhe Theedar Sparkihl

Cast s Poka Negn, Sl Jaimgs. Fouard
von Wintersteny, Beuhold Sebunrel.
Iarey Licudthe, Karl 1Maren, Ela Berna,
Fredench Tnnpler

Madchen in Uniform [Girls in

uniform}

el Bl 1y31

e Lot Sagan, wwler the
wipetvimmn oF £ lard Froclnh

Ko Clirnts Wosloe, I 1Y Aadam

Ad ey Mavrschar

e Reonar Kavge, Frans Welbimgar

Ahes: Hanmom Midde-fdcnner

font 1 otorhes Wiedh, Heebs Tliele,

1ilen Suhwanneke, Fanhe Unals, Hedwog

sehhchuer, Certrud de Talshy, Macoe o,

1 ene Werduele, Lise S heerhach, Sargas

Hondhor, Levh o Manin, Lhe Bhawe, Hse

Wonner, Ul bone Wieloee, | rika-

Mgt Dcka b Margarcee Ren ke,

Avneniarie von Roecibamen, The Vigdoa,

Darbiata 1Mk, Praes Thalne

Der Mann. der dan Mord

baging (Tha man who marderad]

[erraslalim. 1onn

P Kunt Beonbards

Sor Bleme Goaldbery, Herenann
Kosteelts D latrs Kalin

A Hevtatr Woarm, lemna b Buleer

o Ui U eatan

Adees Flans | Saleer

3st



Cast: Conead Veidr, Trude von Molo,
Hetntich George, Friedl Haerlin, Frida
Richard, Friednch Kayssler, Gregart
Chunara, Erich I'anto, Hans joachim
Mockss, ¥ vette Rodin

Manon Lescaut

Ufa, 1y25/26

Dir: Arthur Robison

Ser: Arthur Robison, after the nove! by
the Abbé Prevost

Ad: Pau) Lema

i Theodor Sparkuhl

Cast: Lya de Puity, Wladumir Gaidarow,

Eduard Rothauser, Fritz Greiner, Hubert

van Meyerinek, Frieda Richard, Emilis

Jurz, Lydia atechina, Theoder Leoos,

Siegined Arno, Trude Hesterberg,

Marlene Digtrich, Oliga Engl, Karl

Harbacher

Die Melodia der Walt {World
melody)

Tonbild Syndikat, w2y

Dir: Walter Ruttinann

Ser; Walter Rutomann

Bl Rewmar Kuneze, Wilkelin Lehne,

Rudelph Rathmann, Paol Helzk

Adni: Woligang Zeller

Manschen am Sanntag (People

on Sunday)

Filmstudio 192y, 2y

Dir: Robere Siadmak, Edgar Ulmner

Ser: Billy Whlder, from an idea by
Kuorr Siodmak

Fh: Eugen Schiifftan

Cast: Brigiree Borchert, Christl Ehlers,

Annie Schreyer, Wolfgang von

Waltershausen, Erwin Spletistuser

Mstropolis

Ufa, wyze

Dir: Friee Lang

Ser: Thea von Harbou, Fritz Lany

Ad: o Oneer Hunte, Encly Kellethue, Kar|
Vuollbreche

Cost: Anne Willkamin {sculprure, Walwer
Schulze-Muttendocl)

Pl Karl Freund, Gunther Rurtau
(speeial effeees, Eugen Schiaftan)

Cusi: Beggieee Helin, Allred Abel, Gustaw

Frithlich, Rudall Klein-Rugge., Friez Rasp,

Theodar Loos, Erwin Unwanger,

Heinnch Ceorge, Olal Storm, Hanm Lea

Rerch, Heinneh Goha, Marparaie Linngr,

Wiax Dhetae, Georg Jubn, Walter Kuhle,
Arthur Rembard, Erwin Vater, Gre
Berger, Olly Bihen, Ellen Frey, Lisa
Ciray. Buse Lweehiensien, Helense Woeagel,
Deatrice Caarga, Anny Himaze, Helen vim
Miinchsien, Hilde YWouschel, Fritz
Allera

Monns Vanna

| LY

e echard Bwhberg

A Kure Wicheer

e Werner Geolred Lemba, Max Linee
€t Lee Parry, Paol Wepener, Albert
Stemeick, Lyda Salinomova
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Rer Miade Tod {ln. The weary

death, vsuatly known as  Destiny,

samctimes 25 The thres lights

or Betwaen woaorlds)

Derla-Bioscop, texi

Dir; Fritz Lang

Ser: Friez Lang, Thea von Harbou

Ad: Ruobert Herlch, Walter Rihrig,
Hermann Warm

h: Friez Armo Wagner, Erich
Meitzsclinann, Hermang Salfrank

Cast: Pernhard Goetzrke, Lil Dagover,

Walrer Janssen, Rudolf Klein-Rogge,

Geory, John, Eduard von Wintersten,

Max Adalbert, Paul Biensicldr, Karl

Huszar, Hermann Valentin, Erika Unruh,

Wilkelm Dicg:lmmn_ Iothar Miithel,

Hermann Micha, Hans Sternbery

Mutter Krausens Fahrt ing
Glock {Mother Krausen™s
journey to happiness)

Prometheus Film, 1529

Dir: Piel jurz

Ser: 130 Dl Jan Fethke

Ad: Robert Scharfenbery, Karl Haacker
P el jun

Casr: Alexandra Schmice, Holmer
Zimmermann, ls¢ Trantschovd, Gerhard
Dhenere, Vera Sacharows, Frwdrich
Cinass

Mutter und Kind {Mother and

child)

Froclich-Film, 1924

Dir: Carl Froelich

Scr; Roberr Lichmann, Walter Supper,
from Friedrich Hebbel

Ad: Hams Sohnle, Quo Erdmann

P Gusrave Press, Willy Gaclset

Cast: Henny Ponen, Friedneh Kayssher,

Erna Morcna, Willy Fritsch, Wilhelm

IDregelmann, Arpold Risck. Hanne

Brinkmann-Schiinzel, Wilheln Dicterle,

Hans Land, Lom Nest

Narkose (Narcosis)

GoP. Falmy, 102q

Tre: Alired Abel

Ser: Béla Balazs, frony a story by Seefan
Zweg

Ad: Julws ven Benody, Willy Beumminer

M Ginher Kramipf

Case - Rende Henbel, Alfred Abel, Jack

Trevor, Fruz Alberu, Gustay Rickebe,

Karl Plaren

Dia Nibelungen

tarr f, Siegfried
plrry
Part 1l, Kriemhilde Rache (The

vangasnce of Kriemhild}

1p21-44

Dela- Bugap

{hr- Fetz Lang

S Thea von Harlwu

Ad v Hunte, Karl Vallbrecht,
Lrich Kettelhue

Coad 1] Gerd Gudesean, Anoe
Wllkumm

1 Car] Hofmann, Guider Biau

Can Paud Bichtor, Margarete Schon,

Hanna Ralph, Gertrud Arnold, Theodor

Loos, Hans Carl Miiller, Erwin Diswanger.

Bernbard Goetzke, Hans Adalbere

Schlemow, Hardy von Francois, Gearg

Jehn, Frieda Richard, Georg Jurewski,

Tris Rabers, Rudoll’ Kicin-Rogge. Hubert

Hemnnch, Rudalf Rittner, Frne Alberti,

Gearg August Koch, Grete Berger, Ernst

Legal, Rase Licchtensein

Nju

Rimax-Film, 1924

Drir: Paul Czinner

Ser: Paud Cowaner, fronta play by
Osap ymow

Ad: Paul Rigth, Gandlich Heseh

i Axel Graatkjat, Reanar Kuuaze

Cast: Elisabeth Bergner, Emil Jannings,

Canrzd Veidt, Miga Bard, Nile Edwall.

Annc Rottgen, Margareee Kupler, Kar!

Flaren, Max Kronert, Waler Werner,

Cirete Lund, Maria Barescu, Friez Ley

Mosferaty, eing Symphonie des

Grauvans (Nosfaratu. a

symphony of harror)

Prana, 1yx2

Dyir: FW.Murnau

Ser: Hennk Galeen, from Bram Stoker’s
nowvel Dranrhi

Ail: Albin Graw

Pl Frite Arng Wagner

Cast: Max Schreck, Gustav von

Wangenheim, Alexander Granach, Gretwe

Scheisder, Ruth Landschafl, G, H. Schnell,

John Gotrowt, Gustav Barz, Max Nemetz,

Wollgang Heinz, Albert Yenobr.

Herzitld, Hardy von Frangon, Hemowh

Witte

Orlacs Hande [The hands of

Orlac)

Pan-Filin {Austrial, 1014

Dir: Robert Wicne

Ser: Ludwag Merz, fram the novel by
Maunce Renard

Ad: Seefan Wessely

Phi: Glinther Krampl, Hans Andreschin

Caxre Conrad Veidt, Alexandra Sorina,

Carmens Cartellen, Fritz Kerner

Othsllo

1yzz

ir; 1hmitn Buchowesizk

Ad- Kar! Machus

Ph: Karl Hasselman

Cist - Bl Janmngs, Werner Kraus.
. von Lenketly, Lya de oo

Pandora’s Box
wye Die Bichse der Pandora

Peopls on Sunday
we Manschen am Sonntag

Petar der Grosse (Pater the
Graat)

Lyz3

e Py Buchower ki

Ad: Haoe Drever

M {lun Courant

Chur: Evnl Jannimgs



Phantom

Uco-Becla Bioscop, 12

Dir: F.W.Murnao

S:r: Thea von Harbou, Hans Heinnch
von Twardowski. from a movel by
Gerhart Haoptnoann

Ad: Hermann Warin, Erich Czerwonski

Pk Axel Graatkjir, Theophan Quchakoil

Cost: Vally Reinecke

Cast; Alfred Abel, Fricda Richard, Aud

Egede-Missen, Hans Heinrich von

Twardowski, Karl Enlinger, Lil Dagover,

Grete Berger, Anion Edthofer, llka

Griining, Lya d¢ Pumn, Adalf Klem, Olga

Engl, Hemrich Wine

Raskolnikow

Lionardi-Filmy der Meaniann Praduk oo,

1923

Dir: Robern Woene

Ser: Robert Wiene, from Dostorvsk v's
Crivae and Punidemens

Ad; Andrei Andreicy

Mh: o Willy Goldberger

Cast: Gregors Chmara, Maria

Krishanowvskaya, Fawel Pawlofl, Michacl

Tarschanow, Maria Germanowa,

Elitawcta Skulskaja

Der Rattenfingar von Hameln
{The pied piper of Hamelin)
19eR(N

ie: Paul Wegener

Ad: Rochus Gliese

Ph: Gudo Seeber( %}

ast; Fanl Wegencr, Lyda Salmanoys,
Wilhelrn 1hepelmann, Jakob Tieddke

Revolt of the fishermen
swwe Vostaniye rybakoy

Rosenmontag { Rose Monday,

he. the Monday before Lent)

Ufa, 1u10

Lyir: Hans Sremlof

Ler: Ludwig A Wohl, Fhilipp Lothar
Mayrmg

Fhe Werner Brandes

A Whilly Schoade-Genner

Cast: Lien Deyers, Mathias Wieman,

Eduard von Winterstean, Karl Ludwig

E2ehl, Peter Voss, Harry Halm, Jutz

Aleschul, Hubert von Meyeringk, Frioz

Alberu, Hinna Waag. Gertrod Arnold,

Lucic Enler. Lotie Spira, Henz Glaha,

aul Hedemann, Erich Kestim, Karl

Platen, Alvxander Sascha

Schatten {Warning shadows)
Pan-Filin dee DatuFilin=-Yerleh, 1423
£2ir: Arthur Roboon

Ser: Rudoli Schnender, Arthur Robison
Ad: Albin Grau

e Fre Arne Wagner

Cast: Friz Kortaer, Ruth Weyher,
Ciustay von Wangchon, Alexander
Granach, Lugen Rex, Max Giilstort,
Ferdinand von Alten, Friez Rasp, Karl
Platen. Lillk Herder

Dar Schatz {The treasure)

Frovkich-Film, 1y2)

Dir: GOW_ I'abur

Ser: Whilly Hennings, G, W, Pabst, afrer
# story by Rudell Hans Batsch

Ad: Robere Herlth, Waler REhng

B Ooo Tober

Cait: Albert Steinriick, Hka Grinang,

Lugie dannbenn, Woeener Krauass, Hang

Brause wetoer

Scherben {Shattared fragments)
1921

Dir: Lupu Pick

Sors Carl Mayer

Ph: Fricdrich Weimann

Cast: Werner Krauss, Edich Posca, Faul
Cmo

Secrets of a Soul
see Gehsimnisse einer Seels

Siagfriad .o Dia Nibelungen

So Ist das Laben (Such is life)
124 made s Prague

Die: Carl Junghans

Ad: Ernst Mepvers

Phe Laszlo Schiffer

s Yera Baranavskaya, Vateska Gert

Die Spinnan (The spiders)

In iy paris: (1} Der Goldene See

{Tha Golden laka),

t 21 Das Brillantenschiff {The

diamond ship)

1ecla-Bioscop. 1419

{dir: Frnz Lang

Sere Fricz Lang

Ad: One Hunte, Carl Hizimse, Herimanm
Warm. Heinneh Limbauil’

P () Emil Sclhinenann, (2] Karl Freund

¢z Carl de Vopt. Ressel Otla, Ll

tragover, Georg John, Faul Morgan.

Bruno Lewinger. Edgar Fauly, Faul

Biemsfeldt, Fredneh K uhine, Meanharde

Maur, Galda Langer

Spiane {Spies)

Fritz Lang=Filw/Ula, 1428

£2ir: Fritz Lang

S;r: Thea von Harbwow

Ad: Oreo Hunte, Karl Vollbred
M Fruz Arme Wagoer

st s Laen Deyers Lupu Puk, Hurtha
vap Walther, Gerda Maurus, Rl
Klen-Rogge. Juhuy Falkcnsien, Willy
Fricsch, Tfaul Hinbuger. Georg, Joln,
Lows Ralph, Friz Rap. Paul Tehkupl,
Craghall Sherry, Heriann Vallentn

Die Strassa {The stroat)

seernn P, 123

e Karl Grune

s Karl Grune, Jubns Ungas, Trom
yreatbent by Card Mascer

Ad: Karl Gainge, Ludwog Medier

Hho Karl Hamelnann

. Fugen Klopler, Luow Hifnh, Aud

Egede-Nisen, Leonhard Flaskel, Aiton

Fdrhafer, Hans Trawner, by Schoeck

Der Student von Prag (The
student of Prague)

Bioscop, 141}

{ir: Stelban Brye

Ser- Han Henz Ewers

A Rabery AL iernch, Kuore Richier
- Guido Sceber

Clast: Paul Wegener, John Catowe, Greme
Berper, Lyda Salmonova, Lothar Kirer

Der Student von Prag (Tha
studant of Prague)

H. k. Sokal-Filn, 1926

Dir: Henrik Galeen

Ser: Henrik Galeen, Hanns Hemz Ewers
Ad: Hermann Warnin

P Gimther Kranpf, Eoch Mizscinenn
Cosre Conrad Vendt, Werner Krauss,
Ajgnes Escerbazy, Elizza La Porta,
Ferdinand von Alten, Frivg Allere,
Sylvia Tort, Ench Kober, Mas
Maxirnilan, Martan Alina

Sumurun

Uren Filin=Uia, 1yau

1r: Ernst Lubatsch

Ser: Hums Kraly, arter the #ax
Reinlarde pantamime by
Friedeicl Frekss and Yikeor
Hullander

Ad: Kure Ridheer, Eoniy Mevier

Cst: A Hubert

P Theodor Sparkuhl

Curt s Enst Lbitsels, Pola Noegr, Paul

Wegener, Aud Egude-Misen, Jonny

Hassclepurit, arl Clewmy, Hares Luedthe.

Jakob Fiwecdthe, Paul Bacnshelde, Margarew

Kupter

Sylvestsr

fex-Fdim, 1452

#rr; Lupu Pk

Sy 4lard Maver

Ad: Robert A Dhetneh, Crom o outlne
by Klaus Richier

P Karl Hasselnaann (imgerinn), [T )
Secher {srect-sccins)

st s Edith Posca Bugen Kliptee, Fricda

Hickard, Karl Harbacher, Julos 10

Herrmann, Rudol iamer

Tagebuch siner Verloranan

{Diary of a lost girl)

Cr W 1Mkt il 1y2y

e GV Pabst

Sers Rudol Leonharde fronm aaosel by
Muargarete Maibhone

A Emit Mevaer, Enod lasler

. Sepp Allgecr

£ Lasr s Loase Brooks, Fratr Ranp, Jowt

Rovensky, Svblle Sehmne, Franesha

Ko, Andrd Loanue, Yera Pawlowa,

Arnold Kort, Amdrews Engelmann,

Waleska Gierr, Edit Memlard, Sicgttwd

Arno, Kt Gerrnon, Jare Farels, Svivi

Torl. MK isshap, Specdy Schlwluer,

Ennmay Wovka, D lans £ RENIRTIITN Machael

v Mes skt

353



Tartiff {Tartuffa}

Ua, 1925

e FOW. Murnan

Ser: Carl Mayer, atver Moliére

Ad; Robert Herleh, Waltwr Rihrig
2 Karl Freund

Clast: Enud Jannings, Lil Dagover,
Wemer Kravss, Lucie Hoflich, Andryg
Mattoni, Rosa Valetti, Hermann Picha

Dag Test t des Dr Mab
{The testament of Dr Mabuse)
Mero-Fili, 1933

Bir: Fritz Lang

Ser: Thra von Harbou

Ad:  Eenil Hasler, Karl Vollbrecht

e Fritz Aroe Wagner

Miues: Hans Erdmann

Tasi: Rudalf Klewn=-Rogge. Gustay Diessl,

Rudolf Schiindler, Oskar Hakker, Theo
Lutgen, Camlla Spira, Paul Henckels,
Cheo Wermbke, Theodor Loos, Hadrian
M. Meta, Pawl Bernd, Heney Pless,
A.E. Licho, Oskar Beregi, Wera Licssem,
Karl Meixner, Klaus Pohl, Gerhard
Hagpert, Josef Dahimen, Georg Jubn, Karl
Platen, Paul Rebikopf, Franz Stein,

Ludwip Stovasel, Eduard Wesener, Brune

Zaner, Heinrich Goathe, Michag! von
Newlinski, Anna Goliz, Hearich Greder

The Thragpenny Opera
see Die Dreigroschanopar

Torgus

Ly20

13ir: Hans Kobr

Cisr s Cugen Klispier, Herta Hiss-
Schilhnger, Heeta Amwld

Dar travmende Mund {The

dreaming mouth; Mélo}

Favhe/Marador, 1932

1er: Paul {mtiner

Serc Paul Crivmer, Car] Mayer trom
Henm Bernsen's phay Aéte

Ad: Raben Scharfenberg, Karl Haaker

M Jules Krueger

ot Elisabeth Bergoer. Rudedf Forster,

Amon Edehofer, Margaree Hruby, Jaro

Furtl, eter Kréiger, Kark Hannemann,

Ernst Stahl=-MNoachbaur, Werner Pledatly,

Custav Mitger, Witk Schue

{Der iraimmenade M was imade

s ireously i German and French

o]

Uterfall (Accident}

1yrh

[¥r: Ernid Metzner

M Erng Metyoer

et Kore Gerrou, Hans Casparios

Ungeriacha Rhapsodie
{Hungarisn rhapsody}
U, 142K

fur s Hans Schwary

Sars Frod Moo, Hans Skekely
Ad Eneh Kenellun

e ol Hodinann

334

Casr: Whily Friesch, 1hea Fatlo, Lil
Dagover, Fritz Greiner, Gisela Bathory,
Evich Kanser-Titz, Leapold Kramer,
Andor Heltai, Harry Harde, Oswalde
Valeni

Vanina

1922

£y Arthur vao Getlach

Ser: Carl Mayer

Ad: Walwer Rewmann

*h - F.Fuglsang

Cast: Asta Miclsen, Paul Wegener, Paul
Hartinann

Varioth (Variety}

Ufa, 1523

i%r: E A Duponc

Ser: LA Dupone, based on a nave] by
Friedrich Hollaender

Ad; O F, Wyrndorfl

#h: Karl Freund

Cast; ol Jannings, Maly 13elschalt,

Lya de Pumwd, Warwick Ward, Alive

Huehy, Gearg John, Kure Gerran, Paul

Rehkopf, Charles Lmcoln

Der Verlorene Schuh
(Cinderella)

1ecla-Moscop, 1923

e Ludwg Derger

Srr: Ludwig Berpger

Ad; Rudoll Bamberger

Ph: Ginther Krampf

Cait- Helga Thomas, Paul Haromann,
Mady Chrstans, Lucie HoRich, Olea
Tschechowa, Frieda Richard, Hermann

Thirnng, Leanhard Haskel, Max GiilseorfT,

Paula Canrad-Schlenther, Emilic Korz,
Werner Hollewann, Gerrud Evsoldt,

Cicory John, Karl Eichholz, Edyth Edwards

Voan Morgens bis Mitternachts

{From morn to midnight)

1o

fyr: Kark Heinz Marnn

Ser: Karl Huine Martin, Herbert Juitke,
from a play by Georg Karser

Ad: Robert Neppach

Hh: {arl Hofmann

Cast: Ernst Deutsch, Roma Bahn, Erna

Morena, Ela Wagner, Frieda Riclard,

Huga Dibln

Vostanive rybakov { Revalt of

the fisherman}

Mczheabponifiln, 1y14

{ar . Cewan Mascatuar

Sirs Leorgy Girebner, from o novel by
Anna Sephers

Ad- Viadomr Kaplunossky

o Foorr Yenmolow, M Knlloay

Mus Fosabo, ¥ Feree, N Chembwraba

ave Alesor Inhy, Eming Twsankaya,

Vera Yanukova

Das Wachsfigurenkabinett
{Waxworhks)

Neptan-biln. 12y

fae: 1wl Lem

Ser: Henrik Galeen

Ad: Faul Leni, Emst Stem

P Helmar Leeski

Cast + Emil Jannngs, Cearad Vesdt,
Werner Krauss, Walhehn Drenerle, Olga
Belajeff, Jolm Garawt, Emnst Legal,
Uearyg John

Warning shadows scc Schattan

Die Waber (Tha Weavers)

Fricdrich Zulnik Filu, 1927

13 Friedrich Zelnik

Ser: Fanny Carlsen, Whlly Haas

Ad: Andrer Andreiy

Ph: Frederk Fuglsang, Frivdnch
Weintnann

Cast: Faul Wegener Dagny Scrvaes,

Wilhelm Dicterle, Theodor Luas,

Valeska Stock, Hermann Picha, Hertha

von Walther, Camilla von Hellay,

Arthur Eraussneck, Haw Huwrich von

Twardowski, Georg John, Georg

Burgharde, Hume Brinkmann, Julius

Brandr, Emil Lind, Hans Sternberg,

Ennil Birron, Willy K rustinsk, Georg Gar

Das Waeib das Pharao (Pharaoh’s

wife)

E1a-UJts/Ernst Lubusch Film, 121

13ir: Erust Lubiesch

Sur; Morbert Falk, Ham Krily

Ad: Ernst Stern, Erné Merzner, Kurt
Raclater

Casr; Abd Hubert

P Theodor Sparkuhl. Alfred Hansen

Cast - Paul Wegener, Dagny Servacs,

Albert Basserinann, Harry Liedtke, Enul

Janmings, Lyda Salmonava, Paul

Biensfelde, Fowedrich Kithne, Mady

Christiags, Tina Dietnch

Die Waisse Holla von Piz Pali

{The white hell of Piz Palu}

H. 1. Sokal-Film. 20

Dir: Arnald Fanck, G.W . Paby

ser: Arnold Fanck, Ladislios Vayda

Ad: Erni Metzner

P Sepp Allgewer, Richard Angst
Hans Schineeberger

Cast - Lemn Waefenstahl, Gustary Diesl,

Ernt Perersen, Ernst Uder, Miza Giizel,

e Spring

Westfront 1918

Mero Film, 1939

e GOW Pabwr

Serr Ladwilaus Wayda, Peter Marim
Lanipel, aiter a possel Uer v der
Ffuesteriv by Erpst Jubminsen

Ad: Ernd Mezner

B Frce At Wagner, Charles

Metam

Cast; Fraig Kampers, Gustay D], Hans

Juschim Maockns, Claos Clavsen, Loy

Mittyer, Jackie Momner, Hana Iowwrich,

Bk Heller, Carl Balhaus, Anbert Mog,

Andrd Samin-Cenmain

Woman on tha Moon .« Dig
Fraw im Mond



Index

Page numbers in isalic refer o the illustrations and those in bold type to the Filmography.

Abel. Alfred, 31, 242, 108

Abentener der Splrester-Nachi, o, 10-40,
1tz

Ahbentever der Barow Miinchh atzen, L, 320
“abgrmidlos Tiefen', g2

Albrsehied (Siodmak), 4. 348

Abschiied vun Geswern [Kluped, 340-41
absohue flim, 36, 264-0

abstracrion, 13, 23, 24-5. s4 151
Alserabtion jnd Lt 13, 347

Abivege (Pabst}, 6, 148

ALUnE, 25, 310 K2-3, 116, 137—40, 17R, 142,
1300 139, g2 clumay, 44, discreet, ¢3;
ever-craphass, 140; and projection specd,
140; set also gpesture

Aelna (Preczanoy), z7n.

Agfacolor, 32y

Alnrng 1nd Cogeamiart, ug

Akrionr 12

Akttt Dramatosgie, 111-2, 346
Alexander Nepal {Fisviareind, pda

alleys, 42, 101, 256, 264, 291, 1y

Alraine (Gaicen, 1928, . 2o 2wk, 310,
312,348

Abranone (Oswald, 1930}, 2ut, 311, 348

Afte Geserz, Das (Dupom}, 275-K, 204, 277,
148

Artiner, KoL 344, 3450

Amplitryon, 274

ananogphic leasws, 20

A Seire, e, 18, e sl Alired Kulbin

Andra, Fren, 27, 63 and 0.

Andreicy, Andred, 27, 203, 117, 318

Angel, Ernst, 1%0—4

Ansa Bobepu (Lubieschy, 76, Ko, Bz, £3, 75
74, 148

Anna wed Efisabetlt (W wabar), 10, 148

apt-senitism, iy

AKXy 13, 2

Appel Isp Ab, Dee (Kaotner), 130

"apocalypric adolescents”, 14

Ariame {Czinncr), 125, 3448

Armim, Achim von, 341

Arasten wonter - Aivkndenppet s Rarlos, e
{Kfuged, 141

Azphatt (Maxy), 200-7, 330, 1250 135, 3460

Arfonride (Pupont), 175, 113, 349

dtitrafe of comatencions 13U, 12

Auberpe Rouge, L Emten). 3t7

el Finer, 23
Autkldrimpiime, sou
authentic Aryan, 5%
Awrorentiim, 35

Backearairs, soe Hivtertecppee

Badenbausen, Rolf, syn.

Dalizs, Béla, 117, Joo st 217, 260,313,
kELE

balducss, 27, 110—51, 1435, 216, 270

Balfume, 13, 22

Balzaz, Honare de, tygn.

Baroncelli, Jacques de, 27m,

Barpnovskaya, Veta, 130

Haroque, 150125
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Corbusier, Lo, s4n.

corridors, 6f, 106, 116, L1g-27. 1211, §12.
202, 350
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costume film, 75-87, Ho-74. 320

Courant, Curt, 17
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Caeripy, R.von, 329

Cazinner, Paul, 107, 109, 325
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demaoniac, 3, 8
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rog, 187, 382

Dewrsch, Emst, 31, 71-2, 273

Deutsches Theatr, 44, 47, 51, 50, 77, (77
Deutselibands Rufuncstoge 1870-71, 7

diagonals, 21, 24, §K, 11y, 21K, J14
Dingonat-Symphonic (Eggehng), 264
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iesen, 47
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