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yrRopUCTION

Two brothers undertook directions

that logically conformed to their aptitudes
and, following opposite paths,

grew completely apart from one another.
Thomas Bernhard

The III edition of the MAGIS - International Film Studies Spring School (Gradisca
d'Isonzo, 10-19 March 2005) continued the research activities proposed in the previous
occasions (2003 and 2004), dedicated to an apparently occasional and limited episode of
film history: the production of multiple versions with the advent of sound and for the
most part in Europe, and in a slightly different form in Hollywood.* A more than cur-
sory glance immediately reveals not only the historical and geographical extension of
the phenomenon — not solely limited to the brief stage following the advent of sound,
nor to the more thriving cinema markets? — but also the theoretical productivity of its
examination. The multiple versions phenomenon renders notions, often abused in the
historiography of cinema — work, author, national cinema - less obvious and suggests
to the scholar a more integrated approach to the practice of cinema. A plural practice,
since its origins.3 This is why the third edition of MAGIS has examined (highlighting it
in the title even, Moving Images — Moving People. Film and Other Media), the dynam-
ic dimension of numerous elements: production methods, filmakers, national cultures,
media devices and forms.

The work carried out during the workshops held over the last three years in
Gradisca d'Isonzo has provided valid reasons to consider, in a processual perspective,
a notion too often assessed in static terms: national identity. Over that last two
decades the concept of national belonging based on stale and lasting components,
independently of the cooperative and participative activity of the members of the
community, has been repeatedly contested.4 This is why, increasingly, the term iden-
tity has been supplanted by the term identification, a notion able to suggest an inher-

ent processual nature to the sense of belonging to a community and more effectively
and closely describing the plurality of variables at the base of modern identity.5
Greater attention has, furthermore, been reserved for the ability of representative
forms to be places of mediation and negotiation, instruments for the activation and
instruction of identification processes. Amongst these forms cinema, during the first
half of the 20th century, took on a cardinal role.® The multiple versions phenomenon
is undoubtedly an emblematic example of the possible multiplication of identity in
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order to stir a national sense of community through partly repeatable, but not in the
least identical, representations.

The case examined by Horst Claus and Anne Jdckel is in these terms extremely
informative.” The production of films able to raise recognition in the nation is not
only subject, as might be expected, to market influence and, in the peculiar situation
of Germany in 1933-34, to political pressures; it can in some ways be planned irrespec-
tive of the nation that it tries to identify with, as Die Insel / Vers I'abime, examined
here, or Der Kongref8 tanzt / Le Congres s'amuse / Old Vienna (Erik Charell, 193;)
examined elsewhere,® perfectly demonstrate. Such planning is not necessarily based
on the concurrence between natural language and national community, usually inst;-
tutive of the modern nation concept. In spite of what seems more obvious, and all the
more so when examining the practice of multiple versions — linguistic instances of a
relatively fixed narrative root — other ends are in store. For example, the production of
multiple versions is joined by an equally under-investigated, and yet no less stimulat-
ing, phenomenon: that of the international versions, that is films spoken in different
languages, the best known case of which probably being Kameradschaft / La Tragédie
de la mine (Georg Wilhelm Pabst, 1931). This plural dimension, apparently very dis-
tant from the determination of a single identity, can call to a national belonging var-
ied, and usually little considered, communities. This is the case with Switzerland,
described by Rié Kitada, which gives rise to a small production able to treasure the
experience of sound and to identify a cinematic representation able to answer their
ethnolinguistic characteristics with films spoken in the different cantonal languages,
or even dialects.9

The phenomenon of multiple versions offers therefore significant moments of reflec-
tion on the forms of national identity in 20th century Europe: a process that in many
occasions resulted in dramatic and brutal conflicts, but in many others structured so as
to extol the plurality and difference.’ The cinema industries of the single European
nations, faced with the invasiveness of the production from Hollywood after the end of
the first world war and with the increase in production costs due to sound restructur-
ing, between the end of the 1920s and the beginning of the subsequent decade, find in
the multiple version the possible key to setting up a continental market based on
national differences.’* A cultural, representative, productive and commodity model in
part alternative to the usual practice of national production, well described by O’ Regan:

The aim of a national cinema is one of producing a local presence alongside the dominant
imported presence in both the local and international markets. The task of a national cine-
ma is to graft itself as a minor component on to the existing communication circuits and net-
works [...]. The aim of a national cinema in this market and cultural environment is not to
replace Hollywood films [...] so much as to provide a viable and healthy local supplement to
Hollywood cinema.*2

This is why Natasa Durovidovd proposes a distinction between two possible basic
methods of «language versions», «<simultaneous remake of the same film in a variety of
versions and languages»:*3 the «foreign language versions», that is the application of
the Hollywood standardised production process to the linguistic and national multi-
plicity, and the «multiple language versions», European model, that for the expert, is
limited in procedures and time:
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Asa phenomenon versioning participates in the generalized world-wide mobilization of cul-
tural boundaries in the post-Crash, an era forming a dialectical hinge between the
Amerikanismus of the 1920s and the reactive nationalisms of the 1930s.14

In the reconstruction of the various models according to which the practice of multi-
ple versions was represented at the beginning of the 1930s (and therefore referring to
the period sources), Leonardo Quaresima’s contribution aims on the other hand to lay
the foundations of a typology essentially based on the production methods. Thus high-
lighting the fact that dubbing, generally considered the opposite of multiple versions,
must on the other hand be considered as an internal variant of the same procedure.*5

In this phase, mobility and cosmopolitanism are part of European culture and of the
ordinary functioning of the cinema market.’® The multiple versions are at a crossroads
between national and international production, as Pierre Sorlin suggests.*? For a rela-
tively short period and much before the phenomenon of the co-productions that came
after the end of the second world war, they presented a prototype of textual, economic
and medial organisation that responded to the European cultural and market require-
ments. Extremely lively producers, ready to exploit the opening of markets and access
to previously denied resources, emerge in this phase: as is the case with Seymour
Nebenzahl for example; or the much less known Stefano Pittaluga, researched by Luca
Mazzei.’® A textual model characterised by a crisis of indexicality and by the ability of
persistently reflecting — and often ironically, as is shown by the combination with
comedy —on itself and the manipulation of the relationship between sign and referent.
Perhaps it is the result of the lesson of Dr. Mabuse, updated with the arrival of sound
in Das Testament des Doktor Mabuse / Le Testament du Docteur Mabuse (Fritz Lang,
1932-33), but already subject of additional manipulative practices found in dubbing; at
least, in @ much less modernist Italy than the regime wanted to make believe, as
Massimiliano Gaudiosi’s contribution shows.’9 In this stage the aesthetic practices
start to consider, and consequently apply, the technically reproducible nature of its
elements, whilst the same organisation of the cultural industry favours the inter-medi-
al circulation and the multiplication of aesthetic objects. Charles O’Brien explains this
well, by assessing the close knit relationship between the recording distribution of
music prepared-by Kurt Weill for Bertolt Brecht’s Die Dreigroschenoper the French
and German medial scenarios and the variants of the two cinema versions of the
Brechtian text directed by Pabst.20

The multiplication of the versions can also be assessed from another point of view:
the significant relationships between one text and another, the type of relationships
that allow the identification of the specificity (difference, multiplicity) and recognition
of identity (equivalence).2* This is why, the availability of adequate theoretical tools to
assess the cinematic text, plural from the material conditions of its existence, allows for
a greater propriety in the work, also in historiographic terms and to define on the basis
of an agreed working protocol the objects being examined - whether they be multiple
versions, remake or both things at the same time... Augusto Sainati’s work, dedicated to
Jacques Tati’s debut in features, presents the reader with a definition of remake struc-
tured on the textual structures and the pragmatic conditions of the use of the text.22

Starting from the notion of type/token, used «in linguistics to define a concrete lin-
guistic element that can be observed (token) and the abstract class that it can traced
back to (type),»23 Sainati questions the relationship between an ideal and abstract text

9
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and the material conditions of existence and consumption; a question that is the he,
of the significant device of the multiple versions. Multiple yes, but of what Originy)
type? We'll leave the pleasure of finding an answer to the reader, through the folloy,

multiplicity of contributions.24 y

10

[f.p., f.q,}

Outcome of the research presented and undertaken during the first two editions of the Spring
School (2003 and 2004): CiNEma & Cie., no. 4, Natasa Durovicovd, in collaboration with Hans.
Michael Bock (eds.), Multiple and Multiple-language Versions / Versions multiples (Spring
2004); CiNEmMa & Cie,, no. 6, Hans-Michael Bock, Simone Venturini (eds.), Multiple anq
Multiple-language Versions Il / Versions multiples II (Spring 2005)

For example, the production of multiple versions in Eastern Europe, between the two
wars and subsequently, or within the Scandinavian cinema industry have been poorly
explored.

This is another reason why, MAGIS has always allowed scholars, participants and young
researchers the possibility of working with concrete objects, through the availability of doc-
umentary material, offered by the generosity of the single researchers, and with the possibil-
ity of viewing previously unseen films in multiple versions, from the collections of European
film archives. During the last three editions of the school it has been possible to compare the
version of well known films such as: Atlantic (Ewald André Dupont, 1929), Die
Dreigroschenoper / L'Opéra de quat’sous (Georg Wilhelm Pabst, 1931), Voruntersuchung /
Autour d'une enquéte (Robert Siodmak, 1931), Murder! / Mary, oder, Sir John greift ein
(Alfred Hitchcock, 1930), but of which one of the terms was almost unknown. But also to dis-
cover the richness of the phenomenon in less well known films such as: T'amero sempre
(Mario Camerini, 1933) / Je vous aimerai toujours (Mario Camerini/Henri Decoin, 1933),
Casta diva / The Divine Spark (Carmine Gallone, 1935), Let’s Love and Laugh / Die
Braeutigamswitwe (Richard Eichberg, 1931), Ne sois pas jalouse (Augusto Genina, 1932)/
Non son gelosa (Carlo Ludovico Bragaglia, 1933), Viktor und Viktoria (Reinhold Schiinzel,
1933) / Georges et Georgette (Reinhold Schiinzel-Roger Le Bon, 1933).

A broad assessment of the plural dimension of the cinematic practice is provided by the
records of the X edition of the Udine’s International Film Studies Conference: Anna Antonini
(ed.), Il film e i suoi multipli / Film and Its Multiples (Udine: Forum, 2003).

The most famous research about this is: Benedict Anderson, Imagined Communities (New
York: Verso, 1991).

On modernity, identity and nation see: Stuart Hall, “The Question of Cultural Identity,” in
Stuart Hall, David Held, Tony McGrew (eds.), Modernity and Its Futures (Cambridge:
Polity/Open University, 1992), pp. 273-325.

Different interpretative paradigms of the relationship between cinema and nation are pre-
sented in Mette Hjort, Scott MacKenzie (eds.), Cinema & Nation (London-New York:
Routledge, 2000).

Horst Claus, Anne Jackel, “MLVS in a Changing Political Climate. Ufa’s ‘National Film’ Die
Insel (1934). A Case Study,” in this issue of CIvEMA & Cie.

On this, see: Horst Claus, Anne Jickel, “Ufa, Frankreich und Versionen,” in Sybille M. Sturm,
Arthur Wohlgemut (eds.), Hallo Berlin? Ici Paris! Deutsch-franzdsische Filmbeziehungen
1918-1939 (Miinchen: text+kritik/CineGraph, 1996), pp. 141-154; Id., “Der Kongref8 tantzt:
Revisited,” Civema & Cie., no. 6, quot., pp. 76-95. .
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Rié Kitada, “Chacun parle sa langue: de la naissance du parlant international a I'essor du ciné-
ma suisse multilingue,” in this issue of Civéma & Cie.

For an analysis focused on the receptive dimension, but equally capable of suggesting multi-
linguism as the basic dimension in European cinema circulation, see: Paul Lesch, “The
Transition from Silent to Sound Film in a Small, Multi-lingual Country. Luxembourg as a
Case Study,” CiNEMA & Cie., no. 6, quot., pp. 42-54.

It is the perspective suggested in part by Luisa Passerini (ed.), Identita culturale europea. Idee,
sentimenti, relazioni (Scandicci: La Nuova Italia, 1998).

See Andrew Higson, Richard Maltby (eds.), «Film Europe» and «Film America». Cinema,
Commerce and Cultural Exchange 1920-1939 (Exeter: University of Exeter, 1999).

On cinema production in Europe see: Anne Jickel, European Film Industries (London: British
Film Institute, 2003).

Tom O'Regan, Australian National Cinema (London: Routledge, 1996); partial reproduction
as “A National Cinema,” in Graeme Turner (ed.), The Film Cultures Reader (London-New
York: Routledge, 2002), p. 141.

Natasa Durovi¢ov4, “Introduction,” Civéma & Cie, no. 4, quot., p. 7.

Ibidem, p. 13.

Leonardo Quaresima, “Version multiple/Doublage,” in this issue of CINEMA & Cie.

Alberto Farassino, “Cosmopolitismo ed esotismo nel cinema europeo tra le due guerre,” in
Gian Piero Brunetta (ed.), Storia del cinema mondiale, Vol. 1, L’Europa. Miti, luoghi, divi
(Torino: Einaudi, 1999), pp. 485-508. See also: Id., Fuori di set. Viaggi, esplorazioni, emi-
grazioni, nomadismi (Roma: Bulzoni, 2000).

Pierre Sorlin, “Multiple Versions: A Threat to National Cinemas?,” in this issue of CiNEma &
Cie.

On Nebenzahl, see: Erika Wottrich (ed.), M wie Nebenzahl. Nero - Filmproduktion zwischen
Europa und Hollywood (Miinchen: text+kritik/CineGraph, 2002). On Pittaluga and multiple
versions: Luca Mazzei, “Un et Trin: les versions multiples a la Cines selon Pittaluga,” in this
issue of CivEma & Cie.

Massimiliano Gaudiosi, “Which Mabuse? Multiple Bodies, Multiple Voices,” in this issue of
CINEMA & Cie,

Charles O'Brien, “Film, Gramopohone, and National Cinema: Die Dreigroschenoper and
L'Opéra de quat’sous,” in this issue of Civema & Cie.

More generally, on the reflexivity of European (German) cinema with the arrival of sound,

see: Thomas Elsaesser, “Transparent Duplicities: Comedy, Opera, Operetta,” in Weimar
Cinema and After. Germany’s Historical Imaginary (London-New York: Routledge, 2000), pp.

293-358.

The following explore the significant relationships that characterise the versions and the

variant: Simone Venturini, in collaboration with Hans-Michael Bock, “Introduction,” CINEMA

& Cie., no. 6, cit., pp.7-16; Marie-France Chambat Houillon, “Entre le méme et 'autre: La Place

de 'auteur,” Ibidem, pp. 17-32.

Augusto Sainati, “Jour de féte, la couleur progressive,” in this issue of CivEma & Cie.

For a theoretical definition of the forms of cinematic seriality, with particular attention to the

remake, see: Francesco Casetti (ed.), L'immagine al plurale (Venezia: Marsilio, 1984);

Leonardo Quaresima, “Loving Texts Two at a Time: The Film Remake,” CINéMAS, Vol. 12, no.

3, Cinélekta 4 (Spring 2002), pp. 73-84.

23 Amedeo De Dominicis, “Type/Token,” in Gian Luigi Beccaria (ed.), Dizionario di linguistica

(Torino: Einaudi, 1996), p. 743.
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Hans-Michael Bock.



VERSION MULTIPLE/DOUBLAGE?:

Leonardo Quaresima, Universita degli Studi di Udine

p 8

Le mot “versions” est un non-sens [Unding]. Si on tourne aujourd’hui un sujet dans
plusieurs langues, en général ces “versions” ont entre elles beaucoup, beaucoup
moins a faire que deux représentations théitrales en langues différentes d’un méme
texte. On ne peut pas, ou au moins on ne devrait pas, “traduire” les films (comme on
le fait pour les romans). Il faut les adapter non seulement & une autre langue, mais
aussi a une “mentalité” — si on veut utiliser cette horrible expression — différente et
le cinéaste qui y préte sa main, du moment qu'il faut tourner a nouveau, a quant a
lui, alors, la plus grande liberté, Dans le cas d’une “version” réussie, on ne pourra pas
reconnaitre de I'“original” beaucoup plus que I'idée de base du sujet, et tout au plus
deux paysages et décors. [...]

On ne veut plus s’occuper de “versions”. On veut s’occuper seulement de films.

Cette déclaration (publiée dans la Licht Bild Biihne du 30 décembre 1930)? représente
la négation la plus résolue non seulement de la pratique, mais de la notion méme de
“version”. C'est la négation de la notion d’équivalence (sur laquelle Marie-France
Chambat-Houillon a par exemple attiré l'attention),3 c’est méme la négation de la
notion de traduction; tandis qu'on assiste, en méme temps, a la réintroduction de la
notion d’ceuvre, avec ses corollaires d’'unicité et originalité.

Pour comprendre comment on a pu parvenir a cette situation, remontons dans le temps.
Ce que je vais proposer, toutefois, ne se déploie pas sur un plan horizontal, ne vise pas a
devenir une histoire des versions multiples (désormais: MLVs); mais prendra plutét la
forme d'une analyse dans la verticale, essayant d’esquisser le tracé d’'une typologie.

Plus précisément, je vais partir du débat qui se développe au sein des revues de ciné-
ma allemandes et francaises de la période 1929-1935 pour une reconstitution de la
réflexion de I'époque sur les MLVs. Les revues que j'ai consultées sont: Film-Kurier, Der
Film, Licht Bild Biihne, Reichsfilmblatt, Kinematograph, Deutsche Filmzeitung pour
I'Allemagne; La Cinématographie Francaise, Pour Vous, Cinémonde, Cinémagazine,
Ciné-Journal, Mon Ciné pour la France.

Je ferai donc référence a la conscience du probléeme propre au début du parlant ainsi
qu'aux notions et aux objets du discours tels qu'ils ont été identifiés dans cette phase.
Comme je I'ai dit, le premier but consiste a ébaucher une sorte de typologie de différents
modeles de MLVs, surtout par rapport aux modes de production. Le deuxieme objectif
est de mieux définir la notion de “version” en la rapportant au cadre du débat théorique
de I'époque. Ainsi, j’espere que la “dimension internationale” du cinéma, dont il est tel-
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lement question dans les débats qui marquent le tournant des années 20 et 30, en sop;
ra sous un meilleur éclairage. Jusqu'a present, dans le cadre du travail mené pendant
trois ans de la “Spring School” a Gradisca, le probleme du doublage a délibérément ¢
mis de c6té; mon dernier objectif vise a prendre en considération cet aspect, qui joue yp
role central dans la controverse ayant surtout animé les revues francaises.

2

Au niveau d’une enquéte et d’une classification des différentes occurrences du phg.
nomene, il faut accepter l'idée que les résultats ne pourront que se révéler partiels
Toutefois, ce défaut peut recéler un avantage. Méme incomplet, un tel aperqu refléte ep
effet une manieére spécifique de mettre en valeur les diverses facettes d'un processus oy
d’un probleme.

En lisant méme seulement les premiers textes écrits en 1929, on se voit confronté 3
une casuistique trés large, beaucoup plus large que celle que nous maitrisons normale.
ment. I] faut signaler, en outre, et tout de suite, la difficulté a fixer des éléments perti-
nents, du moment que ceux-ci se croisent et se superposent tres souvent.

11y a tout d’abord des propositions ou des modeles ouvertement utopiques, qui sont
en amont de I'idée méme de version. On propose, par exemple (outre ’Allemagne, cette
suggestion vient également des Etats-Unis), de mettre au point une langue universelle
pour le cinéma parlant. Ou d’utiliser une langue soi-disante “universelle” et qui existe-
rait déja: I'espéranto.4

Ou bien on suggere encore un modele qui nest pas d’équivalence, mais de compéti-
tion. On propose de tourner un film plusieurs fois (trois courts-métrages au lieu d'un
film entier) avec le méme sujet et les mémes acteurs, mais une troupe, des auteurs du
scénario, et des metteurs en scene différents. Les trois films devraient étre: une version
muette, un film sonorisé et un film parlant (“all-talking”) et étre distribuées en paralle-
le, laissant par la suite le public décider du succes de I'une ou I'autre version.5

Dans ces premieres démarches 'opposition, et en méme temps I'intégration, muet/par-
lant revét encore une trés grande importance et on prévoit toujours une variante muette
a coté des autres. Les versions peuvent présenter les mémes acteurs mais étre congus par
des metteurs en scene différents: c’est le cas de Der Giinstling von Schénbrunn/The
Second Kiss (ou The King of the Empress)/La Bague imperiale (1929, pour la version alle-
mande), ol1 - écrit-on — le metteur en scéne anglais — Mr. Birch - “d’origine théitrale, tour-
ne des scenes théatrales, partant d’'un plan général et mettant en évidence les composan-
tes du décor”, tandis que l'allemand — Max Reichmann - “accentue les cadrages cinéma-
tographiques”;® ou le cas de Melodie des Herzens/Melodie of the Heart/Melodie du
cceur/Vasarnap Delutan (version hongroise), 1929, out le méme metteur en scéne, Hanns
Schwarz, officie pour cing versions (muette, définie comme un film “r00% optique”, tour-
né en accord avec les principes du cinéma muet, allemande, frangaise, anglaise, et hon-
groise).” Si le premier cas est encore régi par un principe “d’auteur”, qui coincide avec le
metteur en scene, dans le deuxiéme on pose la question en termes problématiques en se
demandant si la paternité des “principes originaux du nouvel art” doivent étre attribués
au metteur en scéne, a I'auteur du scénario, ou au producteur.

Un autre modele, qu'on peut qualifier de cosmopolite, est mis au point dans les studios
de Hollywood, au moment ou, a 'automne 1929, les maisons de production américaines
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ne réalisent pas seulement des MLVs mais affirment I'idée de “conformer graduellement
[au systeme des MLVs] la globalité de la production ou une grande partie de celle-ci”.8 On
constitue, a I'intérieur de chaque Major, des groupes linguistiques autonomes avec leurs
propres metteurs en scene et scénaristes. Chaque groupe tourne des films originaux pour
chaque pays a partir d’'un méme scénario et avec “une relative indépendance” (un film a
coté de 'autre ou un film apres I'autre). Ici (pour reprendre la question de I'auteur), la
patemité d’auteur est liée a la création d’'un microcosme culturel.

Ce modele, qui connait déja une crise profonde en printemps 1931, cesse d’exister
dans I'automne de cette méme année, avec la démobilisation de ce systeme de produc-
tion. Toute lacommunauté européenne - lit-on - doit faire ses valises. Et on rapporte les
rumeurs selon lesquels méme Marlene Dietrich va étre envoyée a Paris.?

Un autre modele, qu'on peut appeler polyglotte, se fonde sur la possibilité d’utiliser
des acteurs capables d’interpréter des versions différentes puisqu'ils sont capables de
parler plusieurs langues. Ce sont les cas, tres connus, de Marlene Dietrich, Lilian
Harvey, Olga Tschechowa, Conrad Veidt, entre autres,*® mais aussi des films comiques
joués en francais, allemand, espagnol, italien par Laurel & Hardy, ou Buster Keaton.
Pour ce dernier, pour exemple, en faisant référence a Casanova wider Willen, 1931, de
Edward Brophy (produit par la MGM), on rapporte: “Buster Keaton parle vraiment alle-
mand |[..] et sa grammatique est correcte. [...] Méme si il ne dit pas plus que cent mots [...]
et il évite soigneusement de prononcer plus que cinq ou six mots ensemble”. Et le film
est accueilli avec un grand succes.!!

On peut ensuite prendre en considération un modele qu'on pourrait dénommer hié-
rarchique. C'est 1a formule adoptée, au moins dans la premiere phase, par la production
Paramount a Joinville: une version de base et d’autres versions réalisées a partir de celle-
la. Aux troupes responsables des autres versions on montre la premieére version de
laquelle ils peuvent et doivent s’inspirer.’2 Ce modele hiérarchique se précise aussi si on
prend en considération les criteres d’utilisations des studios. A Joinville il y avait six stu-
dios, marqués avec les lettres A, B, C, D, E, F, qui étaient utilisés, le jour par les troupes
franqaise, allemande, hongroise, portugaise, espagnole; et la nuit — Ja nuit — par les
troupes italienne, polonaise, suédoise, tchéque...!3 On peut supposer que I'attribution
des studios ne correspondait pas a des criteres rigoureusement aléatoires...

Pour sa part, le modele, que ’on peut appeler international fait notamment référence
aux films allemands produits par la Paramount aux Etats-Unis. Si ces productions ne
sont pas liées a la reconstitution d’'un milieu allemand, elles proposent “le charme d’'un
milieu étranger, que possédent par exemple typiquement les romans de Jack London,
méme dans leur traduction allemande”.*4

Un modele proche du précédent, mais en méme temps différent, désigne des films
réalisés dans des milieux ouvertement internationaux (on mentionne une maison de
santé ou un transatlantique), ou chaque personnage parle la langue qui lui est propre.rs
Des films qui sont donc tournés dans une sorte de no man’s land, de zone franche, de
lieu extraterritorial.

Ily a, encore, ce qu'on peut appeler la version-remake. Ici on part d'un film et de la vente
des droits sur le scénario de celui-ci aux maisons de productions d’autres pays. C'est le mode-
le de Die Privatsekretdrin (qui donnera lieu a une version anglaise et italienne réalisées a
partir justement de ce principe). “Ca devrait devenir la régle”, écrit le Film-Kurier, “d’apres
lequel les ‘versions’ pourraient dés lors se transformer en véritables films dialogués”.*é

On distingue aussi le cas des versions tournées, chacune, dans le pays correspondant.
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(Die Privatsekretirin, encore; ou Ihre Majestit die Liebe/Son Altesse I’Amour/Her
Majesty Love de Joe May/Erich Schmidt et Robert Péguy/Wilhelm Dieterle, 1930 pourla
version allemande). Il s’agit, on le voit bien, d’une stratégie qui se croise avec la précé-
dente, mais qui ne coincide pas nécessairement avec elle.

Dans le cas du “modele allemand”, le tournage des différentes versions se réalise en
méme temps (avec des acteurs différents, un méme metteur en scéne, une méme équi-
pe technique), dans un régime de véritable équivalence entre les différentes occurren-
ces du texte, méme au niveau stylistique (mémes mouvements de la caméra, mémes
solutions de montage). Un exemple célebre a été analysé a plusieurs reprises dans le
cadre de la “Spring School” de Gradisca: les versions allemande et frangaise de Die
Dreigroschenoper (Georg Wilhelm Pabst, 1931). C’est un modele a propos duquel les
textes de 'époque nous fournissent beaucoup d’éléments au niveau critique, mais sur
lequel nous ne possédons presque pas d’informations et d’analyses quant a la modalité

de production et ses stratégies.

Les discussions portent aussi sur la notion de “version”, mais le cadre de référence est
toujours traditionnel. Dans ce cas, la catégorie a laquelle fait référence la plupart des inter-
ventions est toujours celle de “ceuvre”, dans le sens littéraire du terme. Les films différents,
mais équivalents, sont considérés des exceptions (The Big House/Big House/Menschen
hinter Gittern/El Presidio, de George W. Hill/Paul Fejos/Ward Wing, 1930 pour la version
ameéricaine, par exemple).”7 Le modele percu comme prédominant est celui du prototype.
“Lemploi de différentes troupes ne conduit pas — écrit-on — a un résultat unitaire. 1l y a un
film original [Urfilm] et des versions dérivées”.’8 “La seule ceuvre qui conserve la plupart
du temps un caractére vraiment original est celle qui est réalisée en premier lieu dans le
pays de production, par celui qui I'a congue. Les versions qui découlent de ce film initial
ne sont forcément que des variantes plus ou moins bien réussies”.*9

On estime encore que les versions ne sont que des traductions, dans le sens littéraire
du terme: on parle alors couramment de “traduction’ cinégraphique”.z°

En tout cas les interventions dans ce domaine sont trés rares. On reste décu si, en
lisant les sources de I'époque, on s’attend a un vrai effort d’interprétation et d’évalua-
tion de la notion de “version” et de la nouveauté qu’elle apporte a 'intérieur de I'insti-

tution cinématographique.

4,

La discussion est beaucoup plus vaste et approfondie, au contraire, en ce qui concerne la
dimension internationale du cinéma apres I'introduction du parlant et du systeme des MLVs.

La position dominante établit un lien entre la portée internationale et les caracteres
locaux, ou ouvertement nationaux, des sujets. Ludwig Berger souligne I'importance
d’une référence aux “conceptions spécifiques” de I’Allemagne.2* L’affirmation la plus
récurrente est que “I'argumentation psychologique et donc la construction de la trame,
dansle cas du film parlant international, doivent étre absolument réalisées griceaune
structuration nationale” 22
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Il s'agit d’un aspect tres important pour les syntonies (tout a fait refoulées) qu'il pré-
sente avec le débat contemporain sur les possibilités de I'industrie culturelle euro-
péenne, pas seulement dans le domaine audiovisuel, de contrecarrer I'agressivité et la
pénétration des sociétés américaines et de trouver d’efficaces stratégies d’opposition.
En outre cet aspect se révele du plus grand intérét, en ce qui concerne une analyse de
la situation qui va suivre l'avenement du nazisme en Allemagne. Ici I'opposition
national/international va étre, d’un c6té, complétement reconfigurée a I'intérieur du
cadre idéologique national-socialiste (avec la dévalorisation, naturellement, de la
composante cosmopolite, internationale), mais, en méme temps, reprise et relancée
en attribuant aux caractéristiques nationales, ou ouvertement volkisch, de la culture
(cinématographique) allemande un potentiel, également international, d’affirmation
et de circulation. “Le vrai art est toujours, par son essence, national”, est le mot d’ord-
re.23 De ce point de vue, la politique qui suit le 1933 peut donc s’inscrire significative-
ment dans la continuité du débat qui précede. La nouveauté, au niveau idéologique,

c’est lamise en question, a partir de ces prémisses, du role des versions multiples et des
films doublés.

Le film a versions, méme quand il part d’une “version originale” qui respecte entie-
rement l'authenticité, I'enracinement et la fidélité a la dimension locale, ne peut
pas les garder quand elle introduit dans cet univers cohérent une langue étrangére
et quand, en plus, elle soumet la récitation aux coutumes du pays de destination.?+

Néanmoins, sur le plan pratique, au niveau de la politique de production (I'opposition
et ]a contradiction niveau idéologique/niveau pratique reprend, dans notre petit domai-
ne, une situation qui constitue un des traits principaux et originaux de I'expérience his-
torique du nazisme), le modele des MLVs (voir, en particulier les version frangaises réali-
sées en Allemagne dans cette période) représentera pour beaucoup des années encore
I'une des options adoptées par I'Ufa.

Toute la presse spécialisée (allemande et frangaise) donne le plus grand relief aux décla-
rations de Jesse B. Lasky (Président de la Paramount) prononcées au printemps 1930 et qui
marquent le début de 'activité des studios de Joinville. Il affirme que “le cinéma, aujour-
d’hui n'est plus international, mais un fait purement national. Méme les ‘versions’ et le
doublage n’ont aucune utilité. Il faut des films parlants réalisés et interprétés par des gens
qui parlent la langue du pays”.25 On se situe alors a la fin de la période de production des
MLVs ou, au moins, de leur premier modele, hollywoodien; et au début de la nouvelle
démarche de la politique européenne de la Paramount (méme si, a cet égard, et comme
Natasa Durovicovd I'a souligné, 26 il s’agit d’une politique qui se caractérise par des aspects
fortement contradictoires). Et on parle d'un établissement de la Paramount a Vienne,
aussi, et dans 'Allemagne.

En méme temps — et contradictoirement, encore — on propose des solutions qui relan-
cent les projets les plus utopistes en termes d'internationalisation, ou, toutefois, la
dimension internationale devient explicitement et uniquement celle des marchés ciné-
matographiques. On parle de la nécessité pour les maisons de production européennes
de signer des accords pour une activité commune. Der Film, relangant une idée avancée
aI'époque du film muet, soumet solennellement la proposition d'une “Pan Europe du
cinéma parlant [...] une nécessaire collaboration internationale des sociétés de produc-
tion de tous les pays avec le but et la finalité d’'une production conjointe internationa-
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le”.27 C'est la seule solution possible — dit-on. Et la revue souligne que Pittaluga, en
Italie, avait déja lancé une proposition pareille.

Linternationalisme du cinéma, presque tout le monde semble en convenir, se termi-
ne avec 'avenement du parlant et ne perdure plus qu'au niveau commercial. On esti-
me que méme le caractére international des vedettes appartient au passé.?8 Ne demey-
re ainsi que I'internationalisme des marchés, dans un cadre ou les films parlés en
anglais vont perdre une position dominante au bénéfice au moins de trois centres de
production (américain, allemand, frangais).?9 Le cinéma est I'élément essentiel et prin-
cipal de développement d’une culture nationale, dit-on, méme si cet “nécessaire et
saine nationalisme cinématographique”, ne doit pas mener a imposer une culture sur
les autres.3°

En méme temps on souligne la maniere avec laquelle la nouvelle situation a détermi-
né, plus encore que dans la période du cinéma muet, une internationalisation des moda-
lités de production (dont on sous-estime, méme aujourd’hui, I'influence et 'empreinte
qu'elle exerce sur les composantes stylistiques, communicatives, mais aussi théma-
tiques des films). On s’apercoit que dans les studios (en France, en Allemagne, en
Angleterre) on parle une langue “universelle”, qui peut étre I'anglais:

Une langue domine, une langue universelle, sorte d’espéranto cinématographique:
I'anglais. Tous et toutes, en dehors de leurs réles, sans exception d’origine, s'inter-
pellent en anglais, plaisantent en anglais. Les assistants transmettent les ordres
dans la langue de Shakespeare, et on peut aisément se faire comprendre par n’im-
porte quel artiste de n’importe quelle troupe, en s'exprimant en anglais.3*

Mais qui peut assumer les traits d'une véritable langue nouvelle:

1l y a toujours en permanence a Joinville des artistes francais, italiens, allemands,
anglais, portugais, espagnols, suédois. Le studio de la Paramount est véritablement
devenu la tour de Babel. Le plus amusant est que tous ces interpretes finissent par
sympathiser avec leurs camarades €trangers et que des conversations pleines de
charme s’engagent entre eux. On y emploie une langue étrange ou entrent des mots
de toutes les nationalités. C’est positivement une langue nouvelle qui, sans avoir la
prétention de faire concurrence a I'espéranto, rend de grands services. Peut-étre un
Jour sera-t-elle codifiée par quelque grammairien international 32

Il ne faut pas sous-évaluer, en outre, 'importance de la diffusion a I’étranger de films
en langue originale. Ce champ de recherche mériterait d’étre approfondi. LAllemagne,
en particulier, poursuit cette politique avec la plus grande ténacité, par rapport, par
exemple, au marché ameéricain et en utilisant des salles de cinéma spécialisées. Les
revues allemandes proposent un grand nombre de textes de correspondants ou1 'on met
en évidence le succes des ces films (on dit notamment que “dans une grande salle de
cinéma allemande a New York [...] 80% du public est représenté par des Ameéricains et
seulement 20% par des Allemands”).33 Méme si ces chiffres sont a vérifier, et on ne com-
prend pas ce que recouvre la désignation “américain” (intégre-t-on également sous cette
appellation - ce qui apparait trés probable — les Allemands de deuxiéme génération?),
ils restent frappants. Et on rapporte que les critiques américains accueillent ces films

avec la plus grande sympathie.
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[1 s'agit d'un phénomene qui continue méme apres le 1933. Il est évident qu'avec I'ave-
nement d’Hitler, ces déclarations acquierent une valeur de propagande. Mais les données
sontincontestables —et, je le répete, absolument étonnantes. En 1931, 55 films allemands
sont présentés aux Etats-Unis; ils montent a 69 en 1932, retombent a 48 en 1933, mais
remontent a 59 en 1934 et méme 76 en 1935.34 Ces chiffres comprennent les films en ver-
sion anglaise et, surtout — la plus grande majorité, bien siir — des films sous-titrés en
anglais ou présentés directement en langue originale. Mais, justement pour cette raison,
il est surprenant de constater I'attention qui leur est effectivement consacrée par la pres-
se américaine, soit corporative (Variety, avant tout), soit indépendante. Si on feuillette
les comptes-rendus publiés entre 1932 et 1935 par Variety ou le New York Times, on s’a-
percoit que, pendant plusieurs mois, presque un quart, peut-étre, des films examinés est
constitué par des films allemands! Certes, les projections sont adressées a la communau-
té allemande des grandes métropoles (avant tout New York, qui compterait en 1934 envi-
ron 600.000 allemands ou allemand-américains),35 mais - donnée qui jusqu’ici n'a pas été
prise en considération — presque tous les films les plus importants produits en
Allemagne (et ceci dans une phase cruciale de I'évolution de I'institution cinématogra-
phique américaine) ont été accessibles aux cinéastes et aux responsables des studios hol-
lywoodiens. L'attention et la continuité avec lesquelles la critique les discute - ne peu-
vent qu'avoir accru, en outre, leur pénétration dans les centres moteurs de I'institution
cinématographique des Etats-Unis. Ce phénomene joue un role crucial - et jusqu'ici, je le
répete, encore a €tudier — dans le systeme d'influences réciproques entre cinémas ameéri-
cain et allemand, en mettant en évidence un vecteur (I'influence de la production alle-
mande des années 30 sur I'hollywoodienne et sur la culture populaire américaine dans
son ensemble) jusqu’ici completement négligé a I'avantage de son réciproque (I'influen-
ce du cinéma hollywoodien des années 30 sur son homologue allemand).

Quand les revues parlent d'une véritable inondation de films allemands a New York, on
comprend, alors, qu'il ne s’agit pas d'une emphase journalistique. Et on ne s’étonne pas de
lire qu’Al Jolson (on est en 1932) aurait inséré plusieurs chansons allemandes dans son
répertoire, qu'aux Etats-Unis la vente de disques allemands aurait considérablement aug-
mentée toute comme celle de partitions de musique allemandes (on oublie trop souvent
de signaler cette derniere industrie parallelement a celles du disque, de la radio, etc.). “La
vague du jazz — €crit-on — est de toute fagon passée, elle ne jouera plus aucun réle dans la
production américaine a venir”.3 La prophétie peut nous faire sourire, aujourd’hui, par
sa naiveté, Elle apparait, par contre, pleinement justifiable, malgré son triomphalisme
nationaliste, a la lumiere des données qui viennent juste d'étre rappelées.

Au cours de ces trois ans de recherches sur les MLVs dans le cadre de 1a “Spring School”
de Gradisca, le probleme du doublage, comme on I'a dit, a été laissé de coté. Il mérite
pourtant notre attention, d’autant plus qu'il occupe un réle considérable dans les
débats de I'époque (et notamment dans ceux portant sur les MLVs). Ce sont les revues
franqaises qui lui donnent un relief tout d fait particulier (certainement i cause de la fai-
blesse de 'industrie cinématographique nationale par rapport & I'allemande), mais c'est
un sujet au quel la presse cinématographique situce au-dély du Rhin consacre aussi
beaucoup d'attention.
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Dans les premiéres années, c’est-a-dire jusqu’a 1932, les positions opposées a cette pro,.
cédure sont dominantes. Ce sont avant tout les aspects techniques qui offrent les argy,.
ments les plus forts aux détracteurs du doublage. Les systemes ne paraissent en effet pa;
garantir des résultats satisfaisants pour la synchronisation entre les mouvements
labiaux et la voix.

Mais c’est aussi la remise en question du rapport voix/corps, opérée par le doublage, quj
est interrogée. La mise en crise de I'indexicalité déterminée par les techniques de post-syn-
chronisation est vécue comme inacceptable par le public.37 Ce sont les compétences des
spectateurs et leurs systemes cognitifs qui sont, en outre, pris en considération.

Le public s’est fait une image précise - dit-on — de sa vedette muette préférée et une
idée précise aussi de sa voix. Maintenant, si cet acteur américain s’exprime effecti-
vement dans son anglais américain original, il maintient la confiance du publique,
méme si le timbre de sa voix ne correspond pas complétement a I'idée qu'il s’en était
fait. Mais si cet américain pur-sang parle allemand, avec sa fagon de gesticuler com-
plétement étrange a la nature allemande, avec la voix d’'un acteur allemand (abstrac-
tion faite du fait que le texte allemand, méme si bien choisi, ne pourra pas étre par-
faitement en synchrone) I'illusion ne pourra que étre partiale.33

En tout cas, on estime qu'“on peut pas se limiter a traduire”, et qu'il faut reconstituer
un climat culturel et national.39

En outre, on considere que le dubbing ne restitue pas la spatialité des sons d'origine,
et que celle-ci doit étre récréée artificiellement dans un studio.4° Et encore: les possibi-
lités expressives des acteurs qui effectuent le doublage sont limitées par leur situation
particuliére. En conséquence, on juge que les résultats sentent toujours le laboratoire.+!

Tres souvent simpose une ligne de défense d’'intéréts corporatifs et nationaux. C'est
le cas, en France, de I'Union des Artistes4? (Natasa Durovicovd a fait référence a cela
dans son intervention), qui recoit le soutien de la revue corporative Ciné-Journal (et
souleéve I'opposition, au contraire, de La Cinématographie Francaise). La premiére se
déclare contre le doublage en assumant des positions ultranationalistes. Le surgisse-
ment d’un tel procédé est alors comparé au communisme:

Comme dit justement André Lang: “la question dépasse le cinéma. Elle tient aux
mceurs et a I'époque. Elle permet de faire le point et de découvrir I'avenir. Dans I'his-
toire de 'humanité, voila sans doute la premiére fois ot le machinisme menace
directement I'art, comme le communisme menace directement I'intelligence’.

Le dubbing menerait a:

La ruine de notre industrie nationale, [a] I'abétissement de leurs concitoyens, [a] Ia
retraite des artistes et des véritables écrivains qui se préparaient enfin, chez nous, a
se tourner vers I’écran/43

On parle de “I'abominable tromperie qui consiste a donner au public de la ventrilo-
quie pour de I'art dramatique”,44 ou encore:

N’étes-vous pas choqué d’entendre a I'écran des paroles frangaises prononcées par
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des personnages qui sont loin d’avoir le physique de notre race, se meuvent dans des

paysages ne rappelant en rien ceux de notre pays, et parfois méme portent des véte-
ments n’ayant rien d’européen.45

Ciné-Journal se rend seulement dans I'été 1933 en admettant que: “Le dubbing est
aujourd’hui triomphant”.46

Méme avec beaucoup de nuances et de réserves le doublage reoit a la méme époque des
évaluations positives. Il est pris en considération en tant que solution fonctionnelle. Le
doublage est considéré comme I’équivalent d’'une doublure, de ces acteurs qui, dans des
conditions particuliéres, vont remplacer les vedettes d'un film. Et on en suggere I'utilisa-
tion pour les acteurs dont les capacités expressives sont limitées au corps ou a la voix.+7

Mais on arrive jusqu’a théoriser la valeur expressive et artistique du doublage. Les
interventions les plus intéressantes (et qui eurent un grand écho sur les revues de I'é-
poque) sont celles d’Emile Vuillermoz.

La possibilite de “choisir” librement le timbre de la voix d'un interprete offre a un met-
teur en scéne des ressources absolument nouvelles. Songez que I'on peut ainsi corriger
les deéfaillances de la nature et donner a un acteur cette chose rare qu'est “la voix de son
physique”. [...] Car il est rare que le genie de I'espece accomplisse jusqu'au bout son tra-
vail d’harmonie. 1l se plait trop souvent, au contraire, a enfermer une voix de rossignol
dans le corps d’un €léphant et a donner a un étre malingre des cordes vocales d'airain.
Grdice a la post-sonorisation, le machinisme va corriger I'ceuvre du créateur.48

De plus, le doublage va récupérer I'internationalisme des vedettes étrangeres: “Il est
appelé a rendre les plus grands services pour nous permettre de voir et d'entendre en
certains cas des artistes d'un talent exceptionnel”.49

Dans une autre intervention, Vuillermoz parle de “conquéte beaucoup plus artistique
encore qu'industrielle”. Il réfute I'objection selon laquelle le cinéma, art mécanique, se
limite a recopier le réel (objection que le montage avait selon lui déja rejetée). La post-
synchronisation entraine a ses yeux une intervention créative et non reproductive de la
part de I'ingénieur du son. Et ce sont les virtualités créatives qui poussent Vuillermoz
jusqu’a 'enthousiasme (I’article s’appelle “La Motoculture intellectuelle”) au moment
ou il décrit un des nouveaux appareils de synchronisation, trés proche, sous beaucoup
d’aspects, aux Lichtorgeln mises au point dans le cadre des recherches sur les interac-
tions entre musique et arts visuels:

L’appareil de I'inventeur frangais Delacommune se présente de la fagon suivante:
C'est une sorte d’harmonium muet qui offre au technicien un clavier €lectrique tres
nuanceé. L'organiste qui va operer I'émouvant mariage de la lumiére et du son s'as-
sied devant ces orgues de silence. Il pose le doigt sur une touche et une image appa-
rait sur un €cran.

L'appareil lui donne sur cette image une maitrise absolue. Il peut la projeter a une
vitesse normale, a une vitesse accelérée ou @ un mouvement ralenti. Il peut I'immobi-
Liser. Il peut egalement la faire se derouler en marche arriére. Bref, il a la possibilité
d'observer de prés, et a loisir chaque geste des personnages, chaque déplacement d'un
objet ou d'un decor. 1l est dans des conditions parfaites pour étudier son théme. [...]
En méme temps que se déroule la pellicule cinématographique, un axe démultiplie
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fait passer sur le pupitre de l'artiste synchronisateur un ruban de papier g, t]
marche est rigoureusement semblable a celle de la bande lumineuse. Mais sop, mo :
vement est volontairement réduit au dixieme pour les commodités de la réa]fsatiog:
Iy a donc concordance absolue entre I'enroulement et le déroulement de ces de,,
rubans. Un index fixe désigne sur la bande de papier le point précis qui correspong
a I'image, au moment ot1 elle vient de naitre sur I'écran. Le film projeté a donc s,
“double” absolument vierge qui, avec une exactitude rigoureuse, passe devant ['ip.
dex et offre des repéres infaillibles au crayon du synchronisateur. |...]

La bande sonore est transformée, grace a un systéme de signes, en une sorte de gr,.
phique: “Ce graphique conduira la main [du compositeur] et 'obligera a placer g
inflexions rythmiques exactement au point précis qu’exige la vision animée”,

Cette étonnante machine opére, si I'on peut dire, une sorte de radiographie de I'i
mage. Elle fait apparaitre son armature motrice secréte. Elle permet d'apercevoir
son squelette rythmique sous sa chair. Le musicien peut, comme un radiologue, lire
en traits noirs sur la page blanche les indications essentielles que n'apergoit pas
I'eeil humain. Aucune articulation du mouvement, aucune de ses jointures, aucune
de ses irrégularités ne lui échappe. La machine lui permet d'aller au dela des appa-
rences et d’atteindre I'équilibre le plus caché du mouvement. Et toutes ces indica-
tions s’inscrivent sur le ruban de papier avec une streteé mathématique comme une
courbe de température ou comme un graphique de vitesse dans les appareils de

contréle d’'une locomotive de rapide.

Cette radioscopie du mouvement qui livre au musicien des eléments de travail abso-
lument neufs est une trés belle conquéte de la science moderne. C'est un des plus
beaux instruments de motoculture intellectuelle que je connaisse et nous verrons
sous quelle forme un pareil outil peut creuser et féconder les sillons de I'intelligen-

ce créatrice des musiciens et des poétes.5°

Il serait aussi intéressant d'étudier les techniques différentes qui ont accompagné I's-
venement du doublage, dans la mesure ou c’est a partir de ces techniques que I'on com-
prend comment le doublage est né, a son tour, de conditions qui se rapprochent parfois
beaucoup de celles des MLVs. Voila une liste forcement et largement incompleéte, mais
qui correspond aux solutions les plus souvent prises en considérations et évaluées par
la presse corporative et qui, justement pour ¢a, peut se révéler d’'une quelque utilité
(méme si on est contraint, ici, a renoncer a toute description technique).5!

- Systeme Vitagraphique (américain), ou les acteurs jouent en parlant une langue diffé-
rente de la leur - méme s’ils ne la maitrisent pas parfaitement - tandis que d'autres
acteurs, sur le plateau, prononcent les dialogues dans cette langue;52

- Systéme mis a point par Universal, ol I'enregistrement est effectué dans le laboratoire,
“sauf pour certaines modifications dans l'interprétation sur la scéne”;53

- Systeme Topoly (allemand, né de I'accord entre Tobis et Grammophon-Polygram,
industrie cinématographique et du disque), ou I'enregistrement des voix des acteurs
est réalisé sur disque. C'est une technique qui a une trés grande popularité: la presse
parle de “topolysation” des films...;54

- Rhytmographie (allemande, mise a point par Carl Robert Blum), utilisée pour le dou-
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plage allemand de la production Universal, et par exemple pour All Quiet on the
Western Front;55

- Systeme Organon (également allemand);56

-Systeme breveté par Ludwig Czerny (allemand), utilisé pour Der blaue Engel:57 ces sys-
temes allemands étaient basés sur une sorte de transcription graphique du parlé et,
généralement, faisaient abstraction d’une interaction directe entre les acteurs qui fai-
saient le doublage et les images);5®

-Systeme Delacommune/Synchro-Ciné, frangais, le systeme décrit par Vuillermoz;

-Systeme “Multilingual” (anglais), utilisé pour Prix de beauté;9

-Eton arrive jusqu’a la synchronisation faite (en Amérique) en utilisant, dit-on... le télé-
phone (des simples casques, en réalité).

Les “artistes” francais, assis dans une chambre hermétiquement close, sont tous
casqués d’appareils d’écoute téléphonique. Devant chacun d’eux est placée une peti-
te table avec dessus une lampe et les papiers sur lesquels les réles sont écrits. Au
milieu de la piéce se trouve le microphone. Le silence est absolu.

Dans une piéce voisine, on projette le film américain parlé en anglais. Grace a leur
casque téléphonique, les protagonistes frangais entendent les artistes ameéricains et
doivent parler haut devant le microphone en méme temps que les voix des artistes
américains leur arrivent aux oreilles.%°

Ce qui est intéressant c’est le fait que le doublage se présente comme une véritable
modalité de production, plutét que comme une simple technique qui peut étre
employée, a posteriori, le cas échéant, pour améliorer la circulation d’un film.

1l est important que le producteur ne se pose pas le probléme de la réalisation de la
version doublée seulement aprés, mais que la prépare concrétement du début: sous
une optique d’entreprise, i travers la stipulation de contrats avec I'étranger, qui puis-
sent assurer, pour les voix, des acteurs de réputation, c’est-a-dire des membres renom-
més des théitres des pays correspondants — sous une optique artistique et technique,
grice 4 des solutions adéquates, au moment de la production de la version originale.5*

En outre, comme déja vu dans certains cas, la technique prévoit, a son tour et du début,
la réalisation de plusieurs “variantes”. Les scénes sont tournées deux, trois fois, en pré-
voyant les variations introduites par le doublage. Celui-ci nait donc comme une technique
qui porte sur une production multiple, dans le sens du terme utilisé dans notre contexte.

On peut faire parler en anglais, par exemple, un acteur qui ne connait pas I ‘anglais
et filmer seulement la composante visuelle. En mesure avec les images, les dialo-
gues sont répétés en suite par un acteur qui maitrise parfaitement la langue anglai-
se, prononcés i la méme fagon que l'acteur d’origine au moment du tournage.5?

Chagque fois qu’on tourne une version dans la langue mére - c’est ce que le systeme
Czerny prévoit — les acteurs sont filmés autant de fois que le numero des versions
que on veut réaliser, chaque fois en parlant la langue correspondante, bien ou mal

que ce soit.
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Tout ¢a suffit si la langue approximative que nécessairement n’en sorte rend les
mouvements labiaux de la langue correspondante, si donc la langue étrangére est
fixée d’'un point de vue optique. Successivement cette mauvaise prise de vue sonore
est remplacé par une prise sonore optimale: des acteurs, donc, de la langue cor-
respondante utilisent la trace sonore du tournage initial comme trace de référence
pour une deuxiéme diction, cette fois parfaite.53

En aofit 1930, Karl Ritter esquisse une premiére typologie véritable, en séparant Jeg
cas pour lesquels la réalisation des versions n'est pas prévue dés le début, au moment de
la production (et en rangeant dans cette catégorie, pour exemple, le systéme
Rhytmographie), de ceux ol par contre, celle-ci est opportunément planifiée. Ici, a coté
de la solution des véritables MLVs, on prend en considération les cas oli, en mouvant des
acteurs qui répetent le tournage dans une langue qui n’est pas la leur, le son définitif est
ajouté grace a un enregistrement postérieur, ou bien en direct (Blackmail de
Hitchcock), ou bien en profitant des solutions particulieres adoptées pendent le tour-
nage (limitation des gros plans, etc.).64

En outre, I'affinité entre le doublage et les MLVs serait fondée sur un autre processus,
Comme I’a remarqué Ginette Vincendeau, si les films doublés brisent I'unité corps-voix,
en créant une doublure pour la voix (on I'a vu), les MLVs donnent a ce probleme “une
solution extréme, c’est a dire en doublant le corps méme de I'acteur”.%5

Le doublage ne doit donc pas étre interprété en tant que pratique alternative a celle
des versions multiples, en tant que mode de production fondé sur des principes intrin-
sequement différents, qui rivalise avec les MLVs avant de les supplanter. Au contraire: Je
doublage n’est qu’une variante interne de la solution des versions multiples. Avec I'a-
vantage, certes, de cofits largement mineurs (“du 15 au 20% des coiits de la version
‘mere””, par rapport aux 70-80% d’une version multiple classique).66

Cette situation a des répercussions méme au niveau stylistique. La prévision de 'uti-
lisation du doublage meéne effectivement a une réduction des gros plans (et a une utili-
sation plus fréquente de plans d’ensemble et de demi-ensemble).67 Ou bien on recourt 2
la solution consistant a montrer le personnage qui écoute au lieu de celui qui parle
(“procédé [qui] doit plaire aux théoriciens qui ont soutenu qu'il n’était pas nécessaire de
toujours nous montrer la personne qui parle”, ajoute-t-on...);8 ou encore a celle de faire
tourner les épaules du protagoniste en train de parler.59

Ce sont des procédures stylistiques trés répandues (auxquelles, aujourd’hui, on ne
préte pas I'attention qu’elles mériteraient) et consolidées. Elles ménent des metteurs en
scene a y faire directement référence en proclamant leur résistance a les utiliser (c’est le
cas, par exemple, de Joe May: “Si la construction visuelle d’un film doit étre réalisée, pas
en donnant la priorité aux exigences du résultat artistique, mais seulement en prenant
en considération les possibilités de synchronisation, il faut exclure qu’on puisse obtenir
un résultat satisfaisant”).70

Au cours de I'automne 1932 le doublage s’est affirmé “plus qu’on pouvait I'imagineril
y a quelques mois”,7* et c’est désormais imposé. Comme on I'a vu méme Ciné-Journala
été contraint de se rendre. A partir de ce moment, méme si elles survivront - comme 'a
montré la filmographie établie par Hans-Michael Bock72 - jusqu’aux années 50 et 60, les
versions multiples seront considérées comme 1'une des dead ends du cinéma. Mais le
modele d’opposition a I'égard du doublage (construit jusqu’ici par les histoires du ciné-

ma), apparait tout a fait infondé. Ce sont justement I'affirmation et la large diffusion de
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la procédure du doublage qui ont fait des MLVs un mode de production fondamentale-
ment lié au développement et a I'histoire du cinéma parlant.

Et ceci jusqu’a I'avenement, au moins, de I'ére contemporaine, digitale, caractérisée
par deux processus paralleles et, en méme temps, divergents. La diffusion du film en
format digital (pour le moment a travers les DVD et la télévision, dans un futur désor-
mais trés proche, méme a travers les salles de cinéma) multiplie et institutionnalise,
comme jamais dans le passé, les caractéristiques intrinsequement plurielles de 'ceuvre
cinématographique. La version digitale (la commercialisation du produit, on le sait, est
directement conditionnée par cette composante), en outre de proposer, directement et
de plus en plus souvent, deux variantes compleétes d’un film, se présente en tant que ver-
sion différente des précédentes versions (en salle, télévisuelles ou en cassette) du film.

En méme temps, grace aux ressources de I'enregistrement digital, le nouveau produit
offre a 'usager/spectateur une sorte de kit, qui lui permet de construire, lui-méme, une
version personnalisée, en utilisant les diverses composantes, coexistantes et de front
utilisables, relatives soit a la bande image (formats) que a la bande sonore (langue, sous-
titres). Le DVD n’ajoute pas seulement une nouvelle version aux autres déja existantes,
il institutionnalise la multiplicité, 'interchangeabilité, la coprésence des composantes
qui concourent a la forme finie d'un film, en décrétant un régime généralisé et intrin-
seque de multiplicité.

Vu sous cet angle, le modele des MLVs des années 30, loin d'étre un dead end du ciné-

ma, n'est rien d’autre que I'explicitation de I'un des aspects de base du fonctionnement
du cinéma.73
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MULTIPLE VERSIONS: A THREAT TO NATIONAL CINEMAS?

Pierre Sorlin, Université de Paris III

The notion that there are or that there should be national cinemas can be tracked
back to the early 20" century. It was expressed in many countries. In 1913 a Spanish
magazine, EI cine, advocated “out of patriotic as well as moral considerations of a high
order” the establishment of a national cinema. In Germany, a weekly, Der
Kinematograph, campaigned in 1911-12 for local film production arguing that “in what
could an audience be more interested than in seeing itself on the screen?”. Film pro-
duction was very limited in Germany and Spain at the beginning of the 1910s, but not
in Italy where studios were prosperous and, according to their takings, rated third or
fourth in the world. And yet, in 1911 an Italian journalist, Giuseppe Prezzolini,
launched a long-lasting offensive in support of a national cinema in an influential
Florentine paper, La Voce. Prezzolini did not fight, as would be the case later, for the
sake of Italian studios, but for the defense of Italian culture which, in his view, was
betrayed by Italian mainstream films.*

However fruitless, Prezzolini’s crusade is worth mentioning. His papers remind us
that, if production companies were founded on a national basis, they shot films aimed
at a universal public. Up to 1914, filmmaking was an international business: directors,
technicians and actors did not stop moving from one country to another, taking abroad
their skills and methods and coming back home with the narrative recipes, jokes, sty-
listic inventions they had learned. Kristin Thompson has shown how conventions such
as field/counter field or depth of focus, once adopted in one studio, quickly passed to
other production companies.

The battle for national cinemas began after WWI, when European producers were
frightened by what they called the American invasion. Not surprisingly the combat
began in countries where the inadequacy of home-made pictures prompted exhibitors
to have recourse to Hollywood. Such was the case in Denmark and Italy where studios
had been ruined by the war, and in Spain and Holland where movie output was limit-
ed. The problem was mostly economic but it arose at a time when most countries, over-
burdened by war debts, were barricading themselves against imports. Film companies
cleverly took advantage of the situation and engaged public opinion in their combat for
the protection of national films. In Germany, the trade-unions and the socialist party,
which used films for popular education, joined the production companies’ resistance to
America. In Great Britain, the Parliament debated the menace that American movies
constituted to English culture, and Prime Minister Stanley Baldwin, addressing the
Commons on June 29, 1925, declared: “It is desirable on national grounds to see that the
majority of films exhibited in this country are British. This relates to the enormous
power which film is developing for propaganda purposes, and the danger to which we
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in Britain lay ourselves open if we allow this method of propaganda to be entirely in the
hands of foreign countries.” In Spain and Italy, intellectuals filled reviews and maga.
zines with papers arguing for a national cinema.

Now that, for obvious reasons we don’t need to mention, the very concepts of nation
and national identity are undergoing a critical revision, film specialists question the
validity of an approach to cinema which gives greater importance to the national con-
text. Interestingly enough, the debate has been and is still especially heated in Britain
with Jeffrey Richards? and John Hill3 defending British cinema as being able to re-imag-
ine the nation. Andrew Higson4 timidly argues that cultural diversity and foreign influ-
ences have long characterised British films, even those of the supposed period of con-
sensus that marked the inter-war and wartime eras.

Adopting Anderson’s classic definition of nations as “imagined communities”
Richards and Hill insist that, during at least three decades, films mirrored British iden-
tity and, in doing so, helped disseminate it throughout Britain. Quoting an impressive
list of institutions, events and ceremonies, they enumerate the characteristics of British
identity: sense of humour, tolerance, emotional restraint, sense of duty. They know that
these qualities are neither exclusively British, not necessarily shared by all Britons but
they assume that, at least between the wars and in the 1940s, they were “poetically and
imaginatively true” and were accepted by popular audiences. Oddly enough, they do
not mention the multiple versions, and compare the British cinema exclusively with
Hollywood. I would like to consider the impact of multiple versions on European
national cinemas: did they have a negative influence? Did they have no effect at all? Or
did they help restart these productions?

What was a “national film” in the 1930s, and in what way was it different from a mul-
tiple version film? Despite the fact that there were more American films than local ones
on release (only thirty per cent of British films in Great Britain). This, together with the
fact that spectators seldom cared for the origin of the movies they attended, the notion
of national cinemas was not questioned at the time. If there was something like a nation-
al identity, this identity must reveal itself in the media, notably in films — and such is
Richards’ and Hill’s thesis. Did people consider some films as typical of their national
identity and distinguish them from other, less typical movies? Few attempts have been
made to answer this question. To my knowledge, there is only one book, by Valeria
Camporesi,5 about the way Spanish spectators evaluated “their” cinema. When inter-
viewed the Spaniards said that they were very happy with Spanish movies and praised
them. However, except during the 1970s, Spanish films never went above twenty per
cent of the screenings and often fell below ten per cent. It is not difficult to account for
the paradox: the interviewees often say not what they think but what they consider to
be the right answer. For instance, that a citizen necessarily likes the cinema of his or her
country. Lacking statistics, Camporesi did, however, have recourse to the press which
has constantly glorified the national cinema without ever trying to define it. According
to the papers, a truly Spanish cinema had to do with traditions, bullfights, religious pro-
cessions and folkloric dances. They stressed also something specific to Spanish films: a
“true” realism, described sometimes as a direct, dramatic, uncompromising vision of
human beings and society, sometimes as a mild, dispassionate, reasonable look at life.

People assume that there are national cinemas but have trouble in characterising
them. It might be argued that they only exist in discourses about cinema and vanish as
soon as we look outside the critical field. It is therefore our task, as film scholars, to try
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and find criteria for deciding what a national film ought to be and to what extent it is
very different from a contemporary multiple version. I shall offer for consideration four
principles: the language, the social context outlined in the films, the genres and the
actors. If there were clear-cut discordances between multiple versions and national
films, such criteria should help us spot them.

When writing the text of multiple versions, scriptwriters never forgot that they
should address three or more audiences, therefore language should not be colloquial.
But national films were planned and composed in a national language: the Spanish cin-
ema was a cinema spoken in Spanish. But, on second thought, is that so obvious? Was
it not possible to shoot a film in Spain, with Spanish actors, but with dialogues in
Catalan? Most Spanish speaking films were made outside Spain. Moreover, the dia-
logues often used a theatrical, rather artificial language. In his study of British films,
Kenton Bamford® notes that, in the 1920s and 1930s, this was the case with many film
scripts directly adapted from plays. The same remark applies to other cinemas, every
time it was thought that a picture could be sold abroad, scriptwriters wrote dialogues
which would be easily dubbed in other languages and were not characteristic of the
ways of speaking established in the production country. It will be argued that some
films, for instance Neapolitan films, French southern movies or British Josser films
could not be dubbed because characters spoke too idiosyncratic a language. But such
films were amusing precisely because they deviated from the norm and made fun of the
correct, national usage. We only need to think of the many English speaking pictures
which were shot neither in Britain nor in the U.S. to realize that the language does not
necessarily manifest the national character of a movie.

What about the context, understood as the places, characters and situations set up in a
film? Kracauer assumed that the German films made in the Weimar Republic mirrored at
the same time some typical features of German traditional values and the reaction of peo-
ple imbued with such values against mass culture. Take also the British Empire films, as
analyzed by Jeffrey Richards: they are typically national inasmuch as they illustrate the
moral superiority of British administrators intent on preserving law and justice.
Conversely, multiple versions ignored specific identities, their producers wanted to sell
them throughout the world and erased all features which could have been interpreted as
characteristic of a particular country. But, beyond cultural habits, there are stereotypes
which seem to typify a nation such as the discipline and order of the Germans, fair play
and phlegm of the British. Such images are used by filmmakers, precisely because they are
simple and known to everybody, when they want to briefly and efficiently manifest the
origin of a character. Local films and multiple versions had recourse, to the same extent,
to stereotypes. Take two multiple versions, Two Worlds(1930) and The Tunnel(1933): the
former stresses the sense of discipline of the young Austrian officer while the tenacity of
the main character in the latter is put down to the fact that he is British.

The British Empire films form what we are used to call a “genre”, that is to say a series
of movies made according to the same patterns and dealing with the same issues. Other
“genre” films of the inter-war period were the British historical films, the Italian “White
telephones”, the German Strafenfilme, urban melodramas shot between 1923 and
1930. Such films, clearly belonging to the country in which they were made, filled with
quotations or references to earlier theatrical or literary traditions, were aimed at a local
audience. But in the first half of the 20th century spectators’ favourite genres were melo-
drama, light comedy and the comedy of manner - precisely the predominant genres
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among multiple versions. A good example is The Lady Lies, a big hit in the early 19305,
shot in English, French, German, Italian, Spanish and Swedish. In it a widower would
like to marry again, his children rebel, but eventually give in out of affection for him,
Such tear-jerkers pleased everybody and were well beyond any notion of national iden-
tity. Between the wars genre films were the most popular, or at least, those which
attracted the biggest audiences. Some, especially the comedies, were “national” inas-
much as they used colloquial expressions which could not be translated. However, they
did not illustrate any “national identity,” they were a sector of the mainstream cinema,
as well as being among the majority of films made in multiple versions.

Genre does not seem a good criterion to evaluate the national character of a film. What
about actors? In the first half of the 20th century, those who had been successful in their
own country were often seen as national archetypes. A typical case is Emil Jannings’.
Considered a star in Germany he was invited to Hollywood in 1927, played the part of a
German in a few movies, but was not pleased with these roles and went back home after
three years. It must be said that his poor grasp of English prevented him from getting the
leading part in talking films. However, even British stars such as George Formby or
Margaret Lockwood were not invited to America, and Gracie Fields’ short stay in
Hollywood was disappointing. Jannings or Fields had to face the same problem: their star
status vanished when they reached Hollywood, they were only one among many and did
not fit in with the habits of American studios. In fact they had to choose between mak-
ing the most of their celebrity at home or confining themselves to the part of typical for-
eigners. Actors of this era were considered the embodiment of their country. That was the
reason why the studios recruited native actors for the various versions of a multiple pro-
duction. Dubbing was soon operational, making a unique version and dubbing it in sev-
eral languages would have been much cheaper than having to use different casts.
However, the only way of selling a film was to remake it with a full set of national actors.

What emerges from this brief discussion is that the very notion of national cinema s
far from clear. Multiple versions which were based on scripts not dissimilar from those
of national films, used local actors and national languages. These films used well estab-
lished stereotypes, took an attitude of neutrality toward national identity and in some
cases were likely to illustrate it.

But were they not in competition with local productions? Did not the multiple ver-
sions endanger local production by draining a large portion of national audiences?
There were multiple versions all through the 1930s and even at the beginning of the
1940s but their heyday of this experience were the years 1929 to 1934. During this peri-
od cinema was not in very good condition in many European countries. Italy and Spain
annually produced less than twenty films, and four fifths of the screenings were of
American origin. British and French productions were much more substantial but did
not met with an enthusiastic response from spectators, British films only accounted for
thirty per cent of the pictures on offer in Britain and forty per cent in France, American
movies appealed to cinema-goers more than local productions. Kenton Bamford has
explained how British studios built their films on a conception of British identity in
which conformity and moral values reigned supreme; theirs was a theatrical cinema
which ignored the possibilities of a more dynamic cinematic language and alienated
the working class audiences which much preferred American movies both for their
content and their technical advances.

Multiple versions were not national films, they were even, as a whole, foreign to local
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traditions and concerns. But they were European, in a very imprecise, generic way. Far
from the big cities, highways, planes, wide landscapes, horses and guns of Hollywood,
multiple version films were staged in cosy, well-furnished interiors, were populated by
old-fashioned princes or aristocrats, cabaret or circus artists, well-off middle-class fami-
lies, in short fanciful characters that European audiences were used to seeing in the-
atres and novels. The film set of The Lady Lies is representative in this respect. It could
be anywhere in a Western country but the absence of domestic appliances, of cars, of
live music makes it clear that we are not in the U.S. Moreover, multiple versions pro-
vided European actors, scriptwriters and even technicians with jobs at a time when
offers in national studios were scarce.

The shooting of multiple versions began to decline when national audiences hap-
pened to take more interest in local movies. Two factors appear to stand out as being par-
ticularly significant in such developments. The first was government intervention to
protect the native industry. In Britain, the British Cinematographic Films Act of 1938
strengthened the quota system and encouraged quality; in Italy, Fascism put a ban on
American imports and sponsored film production. But the most important was the
international crisis and the threat to peace which reactivated national consciousness.
Multiple versions dealt with love affairs, family conflicts, the pleasant life enjoyed by the
wealthy. They ignored work relationships, industry and business and, of course, military
and diplomatic matters. National cinemas did not change in a day; they went on pro-
ducing melodramas and comedies but the best national money-makers had to do with
ongoing concerns. There were, for instance, in Britain, films like Sing as we go, Off the
Dole, Love on the Dole, South Riding which frankly confronted unemployment or hous-
ing problems. In Italy, criticism was impossible but GIi uomini, che mascalzoni..., Grandi
magazzini, Il Signor Max talked about unskilled jobs, commercial expansion, urban traf-
fic. The new cinematic trend was at variance with the mode of multiple versions and it
is not impossible to consider it a reaction against a neutral, uncommitted way of filming.

This history offers new insights into the problem of national cinemas. On the one
hand, as can be inferred from the changes that affected most European cinemas in the
late 1930s, a national cinema was a cinema approved and sponsored by the state, in
other words, it was a public institution. If national means “in the interests” of the com-
munity, the local cinema became “national” where lobbies, fighting against American
pictures and multiple versions, were able to force the government to finance local pro-
duction. But, on the other hand, these cinemas were national because they were capa-
ble of giving expression to the anxieties and expectations of the nation. British films,
for instance, reinforced the national will to resist Germany in the late 1930s. We are
lead to propound a new definition of national cinemas. Until the end of the 1940s there
were, in most countries, four different species of national films:

- genre films aimed exclusively at local audiences;

- films built for and around national stars labelled as representative of national charac-
ters because of their specialization in genre films (Formby, Totd) or because of their
conscious will to embody national types (Amedeo Nazarri, Emil Jannings);

- “nationalized” films, produced thanks to state money;

- films of national assertion or national protest.

The very notion of national cinema, mostly used after WWI by intellectuals and by
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film producers intent on resisting American imports, had changed meaning during the
1930s. National cinema came to mean a cinema backed by the government and anxioygs
to meet the expectations of a local audience. Does that mean that multiple versions, far
from threatening national cinemas, helped to revive them at the end of the 1930s? The
issue is probably more complicated and cannot be reduced to this conflict of influences,
Interestingly, Richards notes that many patterns which looked well established before
WWII were overturned during the war: values and forms of self identification change
with the passing of time and also with the respective position of various groups inside
the nation. In his chapter on war films, Richards insists that cinema played an impor-
tant part in reinforcing the sense of national identity before WWII. Did it contribute to
strengthen or did it merely adapt to the sense of community increased by the econom-
ic crisis and the fear of war? This is a fundamental query that is impossible to answer, |
do not want to discuss it, simply to signal it. Whatever the possible answer, it seems
that difficult times, crises, wars prompt the citizens of a nation, or a least the majority
of them, to reaffirm their belonging to their country. Danger drew the citizens closer to
each other and lead them to adopt the same behaviour.

When using the word cinema we have three different things in mind. First, products
that are objects of entertainment. Second, cinema as a commercial network. Finally, cin-
ema as film consumption. Between the world wars distribution and even exhibition were
dominated by American companies while the majority of screened films were of
American origin. The distinction of each country was manifest only through consump-
tion, that is, in the realm of habit and culture. The most relevant question is therefore;
what did people want to see and why? Did spectators think in terms of national prefer-
ence? There is no general answer; it all depended upon the availability of national
movies, the pressure put on public opinion, the state of the relationship with other coun-
tries. Multiple versions did rather well when local productions were weak; they declined
when spectators asked for more commitment. A close investigation could help us to bet-
ter understand people’s choice. But I am afraid this would tell us neither whether, to
quote Richards, films disseminate “national identity, values and character,” nor to what
extent spectators’ national identity is, or is not, strengthened by film attendance.

1 Prezzolini advocated “un cinematografo nazionale che, abbandonando le scene sentimentalie
le avventure poliziesche, prendesse a a far conoscere agli italiani il nostro paese, le sue gloriee
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Giuseppe Prezzolini, “La guerra e il cinematografo,” La voce (August 22, 1912), pp. 876-887.
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3 John Hill, “British Cinema as National Cinema,” in Robert Murphy (ed.), The British Cinema
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FILI, GRAMOPHONE, AND NATIONAL CINEMA:

DIE DREIGROSCHENOPER AND L'OPERA DE QUATSOUS
Crzrles O0'Brizn, Carleton University, Ottawa

This paper centers on the German- and French-language film adaptations of Die
Dreigroschenoper directed by G. W. Pabst.* The central question concerns how the
numerous gramophone recordings of Dreigroschenoper songs — in both vocal and
instrumental, dance-band versions — informed the production and reception of the two
Pabst-directed films. In framing this question, I will explore the possibility that the
films do not reproduce the play cinematically as much as they reflect upon the play’s
rapid commercialization wrought by multiple electric-sound media - including gramo-
phone, radio and film itself. How might an analysis of Pabst’s film as a mirror of sorts
for the gramophone-industry’s commodification of the Weill-Brecht songs serve to clar-
ify the films’ differences from one another, as well as the films’ place within their
respective national media cultures?

The analysis of the films’ links to the gramophone recordings will proceed in two
directions. One direction entails surveying differences in musical performance
between Die Dreigroschenoper and L’Opéra de quat’ sous. Building on the scholarship
of Roberto Calabretto, who has identified precise musical differences between Pabst’s
film(s) and the Weill-Brecht play, my analysis explains such differences relative to the
work of conductor Theo Mackeben, who had led the Lewis Ruth Band’s performances
of music for the original Berlin stage production of Die Dreigroschenoper, Pabst’s film
adaptations, and certain of the most significant of the Dreigroschenoper gramophone
recordings. At the same time, in addition to examining how the Brecht-Weill songs
function within the Pabst films, I outline how they functioned outside the films
through their distribution via the gramophone, broadcast radio, and live performance.
The aim overall is to situate both the film and stage versions of Die Dreigroschenoper
within the media-cultural context that shaped their relations with one another.

From Stage to Film, Via the Gramophone

The German film version of Die Dreigroschenoper has long been understood relative
to the original Brecht-Weill stage production. Such an understanding began to take
form prior the film’s production, in light of the extensive media coverage generated by
Brecht and Weill’s lawsuits against the production company Nero Film.? Further ensur-
ing the centrality of the film-play relation for subsequent scholarship was Brecht’s pub-
lished account of Nero Film's alleged betrayal of his rights as author.3 As far as I know,
no investigation has been undertaken into the impact upon both the play and the films
of the numerous Dreigroschenoperrelated gramophone recordings produced between
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the play’s premitre in the fall of 1928 and the release of the films some two-and-a-hajf
years later.4 The neglect of the gramophone recordings as anything more than spin-off
commodities from the play entails a significant gap in the scholarship, not only
because these recordings contributed to the popularity of Die Dreigroschenoper but
because, in certain regards, they helped condition the musical style of both the play and
the films. In outlining the gramophone’s role in mediating Pabst’s filmic adaptation of
the stage production, this paper places new emphasis on the contemporaneous media-
cultural conditions and forces that had conditioned the aesthetic and industrial matrix
within which the film/stage-production relation took form.

The play’s popularity — manifest by 1930 in a variety of ancillary products, ranging
from gramophone discs to clothing fashions, illustrated wallpaper, and a theme night-
club - had evolved quickly.5 In January 1929, only five months after the premiere,
Weill’s publisher, Universal Edition, under the headline “Triumph of the New Style,”
announced performances of Die Dreigroschenoperin nineteen German cities, as well as
in Prague, Vienna, and Budapest.® According to a ledger kept by Universal Edition, by
the summer of 1929, at the end of the year’s theatre season, more than fifty new pro-
ductions of Die Dreigroschenoper had opened across Europe, to yield a total of some
4,200 performances.

Enabling this rapid dissemination was the play’s unusually high popular-culture pro-
file, itself connected to the popularization of the play’s songs via gramophone, radio,
and dance-band performances.” According to one discography, between 1928 and con-
tinuing up through 1931, more than forty discs featuring songs from Die
Dreigroschenoper, either in instrumental versions or with vocals in German, appeared
on twenty different labels.® Other discographies reportedly list additional recordings
with vocals in Danish, Czech, and Hebrew.9 With respect to the French market specifi-
cally, a discography published by the Bibliotheque Nationale de France lists thirteen
recordings of songs related to the 1931 release of Pabst’s L’'Opéra de quat’sous.™®

Evidence of the gramophone’s significance for composer Kurt Weill can be found ina
letter Weill sent to Universal Edition on September 7, 1928, just one week after Die
Dreigroschenoper opened at the Theater am Schiffbauerdam. Unable to finish the
play’s full score, Weill nonetheless enclosed charts for what he identified as three
Schlager. the Kanonensong, the Zuhalterballade, and the Liebeslied, so that dance-band
arrangements could be made immediately.”* Commenting in a subsequent letter to
Universal Edition on these charts, Weill was forthright: “The main object [of producing
dance-band arrangements] is, after all, that the numbers should be played and sold as
much as possible.”1? At the Karlplatz offices of Universal Edition, “no time was lost in
exploiting these [successful songs] with all available ‘commercial’ means,” according to
music historian Christopher Hailey: “Individual hit songs from [.] Die
Dreigroschenoper flooded the market, popular editions abounded, recording contracts
were signed, and arrangements were prepared for dance band, jazz ensemble, movie
house orchestras, even military band, and, of course, Universal Edition’s publicity office
was working at full capacity.”*3

That extent of the dissemination of the Dreigroschenoper songs, the market satura-
tion through multiple forms of media distribution, raises a question regarding the
potential causal impact of the recordings on the style of the play, and ultimately on the
films, too. By virtue of the mass-marketed recordings, many of those familiar with the
Dreigroschenopersongs hadn't attended a stage performance of the Weill-Brecht opera;
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instead they knew the songs through the gramophone, radio, and live performance. In
addition, the theatre-goers who saw Die Dreigroschenoper, whether in Berlin or in the
dozens of other European cities where it was staged, were increasingly already familiar
with the music. The latter, distributed through the new electric-sound media, could be
heard in a great variety of places — from the domestic space of the home or apartment to
cafés, bars, and other public or quasi-public sites and venues. To regard the gramophone
discs as a commercial by-product of the original Weill-Brecht production is correct in
the limited sense that the recordings wouldn’t have existed without the stage produc-
tion; but it is also misleading insofar as it implies a causal relation that flowed in a sin-
gle direction, from original play to derivative recorded music. In fact, evidence suggests
a more complex causality, whereby the recordings, in certain respects, conditioned the
musical performances for certain of the play’s stagings.!+
Here the work of the Lewis Ruth Band, led by conductor Theo Mackeben, can be dis-
tinguished from that of the many other jazz orchestras and dance bands that had
recorded Dreigroschenoper songs. Commercially significant examples of the latter
include discs by the Marek Weber Orchestra, whose light-music versions of
Dreigroschenoper songs evolved through weekly performances of the songs in the tea-
room of Berlin's famed Adlon Hotel. What distinguished the Lewis Ruth Band in this
context was its role in accompanying the play during its inaugural season at Berlin’s
Theater am Schiffbauerdamm, where the Ruth Band, led by Mackeben, logged some 250
performances with the play’s original cast.!5 Barely two months after the
Schiffbauerdamm premiere, the Ruth Band, again under Mackeben's direction, cut the
first recorded versions of the play’s songs on November 22, 1928: instrumental versions
of the Kanonensong, and the Zuhalterballade for the Odéon company (Odéon O-
2703).1® Another notable recording session by the Ruth Band occurred some seven
months later, in May 1929, when the Moritit and Ballade von der Unzulinglichkeit
were produced for the Orchestrola label (2131), with Bertolt Brecht himself performing
the vocals. The Ruth Band continued producing such recordings up through its partici-
pation in the making of the Pabst film versions exactly two years later, when, in
November 1930, stars of both versions entered the Ultraphon studio during a break in
the shooting to cut eight sides of Dreigroschenoper music. Ultraphon was linked con-
tractually to the music division of Warner Bros., which appears to have allowed for
some distribution of these discs in North America, where they drew the interest of “a
limited circle of aficionados,” including composers George Gershwin and Leonard
Bernstein.!7
Conductor Theo Mackeben's role in shaping the music for these discs merits consid-
eration in light of his similar role with respect to other media. Besides directing certain
key Dreigroschenoper gramophone releases, Mackeben also collaborated with Weill in
arranging the play’s music, and he directed the music for the film adaptations. For the
disc-recording sessions, as well as for Pabst’s Dreigroschenoper soundtrack, Mackeben
used the same handwritten charts he had used for performances of Die
Dreigroschenoper at the Schiffbauerdamm. In an analysis of these charts, musician
Geoffrey Abbott identifies numerous alterations to the score in light of Mackeben's
assessment of the technical demands of recording.!® Further cuts and changes were
made in Weill’s score in preparing the music tracks for the two film versions - changes
significant enough to enable Weill’s victorious legal action against Nero Film for its fail-
ure to have consulted him regarding the changes. Mackeben's use of the same charts on
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stage and in the recording studio suggests a complex, dialectical causality between pla

and recordings, whereby the latter not only derived from but shaped the fOImEr‘IQK
specific example of the impact of the recordings on the play’s music concerns a key ele.
ment of what Abbott refers to as the “Dreigroschen sound:” Mackeben'’s practice of dou-
bling a song’s bass line, played either on a grand piano, double bass, or trombone, with
a tuba. This practice was common in the music industry prior to the introduction of
electric recording in 1925, when it was used to correct the poor bass response of the
acoustic technology, “as well as being the typical bass instrument of the twenties dance
band.”?° Contributing to the stage production’s evident modernity was this use of a
musical technique associated not with the traditional concert hall but with recorded

pop music.

The French Recordings and L'Opéra de quat’sous

An assessment of the relevance for Pabst’s filmic adaptations of Die Dreigroschenoper
of the film-gramophone relation during the early 1930s requires a consideration of
national differences in the configuration of electric-sound media. In France, for
instance, the gramophone played an important role in stimulating the popularity of
the Brecht-Weill songs, and hence in preparing French filmgoers for the French-lan-
guage version of Pabst’s film. In a letter from Weill to Universal Edition, dating from the
summer of 1931, the composer wrote: “Friends of mine have just come back from Paris
and confirm the spontaneous success of my songs there. All the world is clamouring for
the printed music and records, and the Mackie Messer song is sung on the streets.”!
This letter appears to have been written several months prior to the Paris premiere of
L’'Opéra de quat’sous, and suggests the extent to which the gramophone recordings
served to condition the expectations of French film-goers. In a brief account of the
Parisian reception of Pabst’s L'Opéra de quat’sous, Weill scholar Stephen Hinton claims
that “the music in particular met with considerable critical acclaim.”?2

The relatively large number of French-language recordings of Dreigroschenoper
songs indicates the significance during the early 1930s of the French gramophone mar-
ket for the German film industry. Just as Ufa, Tobis, and other companies made foreign-
language films for French distribution, they also, through their recorded-music divi-
sions, made and marketed film-related discs. French-language recordings of
Dreigroschenoper songs directly relevant to the French version of the Pabst film
include four sides by the Ruth Band on the Ultraphon label featuring Albert Préjean,
Margo Lion, and Jacques Henley, all of whom appear in L'Opéra de quat’sous.23 Among
other Dreigroschenoper recordings released in France ahead of the film’s premiére was
a Pirate Jenny on the Columbia label (DF-873) with vocal by Lys Gauty, for whom Weill
three years later would write music for a popular cabaret act. Additional releases
included further versions by Florelle of La Fiancée du pirate, Chant des canons, and
Complainte de Mackie, released on Polydor (522-172 and 522-171); Marianne Oswald’s
Chant des canons, on Columbia (DF-1115); and Damia’s Complainte de Mackie, also on
Columbia (DF-568).

An investigation into the role of the French recordings in conditioning the reception
in France of L'Opéra de quat’sous will require further research into the French media
culture of 1931. In the meantime, it can be noted that the situation in France regarding
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film and gramophone appears to have differed significantly from that in Germany.
Most fundamentally, radio, according to broadcasting historian Christian Brochard,
developed relatively late in France, becoming a national mass medium there only
beginning in 1929, and at a level well below that for Germany.?4 For instance, in 1929
radio ownership in France was estimated by Radio-Magazine at roughly 600,000,
whereas the figure for Germany has been estimated at 2,400,000. Figures available for
1932 likewise indicate a four-to-one ratio, with radio ownership in France having
climbed to one million with that in Germany reaching 4.3 million. The four-to-one dif-
ference is significant in light of the two countries’ film industries’ similarities in size.
According to U.S. Department of Commerce statistics on movie theatres worldwide,
France in 1931 possessed 3,300 theatres, 1,450 of which were wired for sound, whereas
Germany had 5,057, 2,500 of which were sound-ready.5 In short, while Germany had
less than twice as many sound-film theatres as France, it had four times as many
radios.2® Also marking network radio’s slow development was the relatively high cost
of radio sets in France, where even a minimal three-tube model cost up to 1,000 francs,
and a superior, seven-tube unit cost some ten times as much, a figure amounting to
roughly half the cost of a four-cylinder Citroén.27

The high cost of radios in France during the early 1930s, together with the relatively
weak transmitting power of even the largest stations, had important implications for
the national media culture. For one, it allowed the gramophone to enjoy an unusually
long period of growth in France, and hence to play an unusually close role there rela-
tive to film. According to gramophone-industry historians Pekka Gronow and Ilpo
Saunio, sales of gramophone discs peaked in Germany, Britain, and numerous other
European countries in 1929, and then fell steadily during the next eight to ten years.28
Inthe U.S., the country estimated to possess nearly half of the world’s radio sets, gramo-
phone sales topped out even earlier, in 1926, at 128 million; sales figures for discs and
players in the U.S. then began plummeting, year-by-year, to reach a mere six million in
1932. The gramophone situation in France is more difficult to determine, given the
sparseness of French record-industry documentation. Nonetheless, the documentation
that does exist suggests that in contrast to the situation in the U.S,, Britain, the
Netherlands, and Germany, the gramophone industry did well in France during the
early 1930s.29 According to a research team at the Bibliotheque Nationale de France,
gramophone sales in France may, in fact, have moved upward during the early 1930s -
in contrast to the pronounced downward movement in Germany, the U.S., England,
and elsewhere.3° In short, the “gramophone fever” that had peaked throughout the
Western world circa 1929 seems to have had a longer life in France, just as entertain-
ment radio during the early 1930s played a less pivotal role in France than in Germany,
Britain, or the United States.

My research into national-media differences during the early 1930s is still in its early
stages. Much more work pertaining both to radio, film and gramophone must be under-
taken to document the differences in question. Nonetheless, the evidence as it stands
now suggests that the sound-era French cinema links with the gramophone were less
mediated by radio than was the case in Germany, the United States, and Great Britain.
This proximity may have carried important implications for the national film style. In
Germany, where public radio stations in Berlin, Frankfurt, and Konigsberg pursued
highly innovative musical and dramatic programming — including the commissioning
of funkeigene compositions from Weill and Brecht — radio may well have provided the
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principal model in Germany for sound-film style, as film historian Wolfgang pgy;
Benninghaus has suggested.3* A related technological factor was the German fip,
industry’s nearly exclusive reliance on sound-on-film systems, which further dimin.
ished the relevance to German film practice of disc-derived, gramophone-industry
recording norms. Far more so than in France, where sound filmmaking, in a manner
familiar to the gramophone industry, was conceived in terms of the recording of per-
formances, German sound-film production - in a manner analogous to radio drama -
often treated the soundtrack as a construction, an assemblage of separate compo-
nents.32 Also conditioning the constructed nature of the German film soundtrack were
the demands of large-scale multiple-version production, which necessitated what
might be called a modular approach to film technique, whereby specific elements of
sound and image can be extracted from a film and replaced so as to create versions for
particular export markets.33

Musical Differences between the Two Films

For an inquiry into the effects of the export cinema’s technical modularity on the
Pabst-directed films, Roberto Calabretto’s careful analysis of similarities and differences
between the two films’ music tracks provides an essential base of reference.34 As
Calabretto details, of the fifteen pieces of music featured in the films, nine exhibit
notable differences from one another. Although certain songs raise unique questions,
the music tracks for the two films display a general difference in tone. Whereas the
German version features the aggressive attack and angular rhythms familiar to the
Lewis Ruth Band’s earlier Dreigroschenoper recordings, the French version often
exhibits a lighter and more uniform playing style. In short, the German version pre-
serves the Brecht-Weill-Mackeben style familiar to the German public, while the
French film —in more than half of its musical passages - inclines in a different direction
stylistically, toward the light music characteristic of French boulevard comedy and
music hall.35

Enabling musical differences between the two films were the technical conditions of
the production. The two film versions were made simultaneously, in the manner com-
mon in German multiple-version production, whereby actors for each version rotated
through the sets, one shot set-up at a time,36 For scenes featuring musical numbers, the
Lewis Ruth Band played offscreen while the cameras ran. With the music captured in
two separate takes, simultaneously with the two sets of images, each of the film ver-
sions features its own unique recording of the songs, a circumstance that allowed
Mackeben to modify certain of the songs for the French version, in light of his assess-
ment of the singers’ vocal characteristics, as well as national differences in musical
taste. Regarding such differences, a telling case is provided by Florelle’s performance of
the Barbara Song. As Calabretto suggests, the French version effaces the dialectical ten-
sion, the calculated clash in tone, between music and lyrics essential to Weill and
Brecht’s conception of the songs, to thus render straightforwardly the lyrical-opera
movement that the German film had parodied.37

A particularly complex and fascinating example of film-musical difference concerns
the bordello scene featuring the song Pirate-Jenny. In the French version, singer Margo
Lion’s vocal delivery involves a rapid and highly varied succession of styles, attitudes,
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and tones. Further, despite the framing of Lion in a manner virtually identical to Lenya,
with the mise-en-scene of the French version amounting to virtually a shot-for-shot
copy of the German, the heterogeneity of Lion’s vocal style is paralleled by considerable
diversity in physical gesture. In contrast to Lenya’s series of static poses, Lion projects a
mood of agitation. While remaining in roughly the same position on the set, Lion peri-
odically widens and narrows her eyes, shifts the weight of her body, leans slightly for-
ward and back, and, during one moment, gazes slowly from left to right, as if address-
ing not only Mackie but additional unseen auditors.

Margo Lion’s differentiated repertoire of gestures and vocal mannerisms is appropri-
ate in light of the narrative situation, which makes the singer’s volatility interpretable
in terms of Jenny’s struggle to suppress her jealous anger over Mackie’s recent wedding.
This sort of performance may seem at odds with the deliberately a-psychological, “epic”
stance commonly attributed to the Weill-Brecht play, but it finds justification in a deci-
sive alteration of the script made by Pabst.38 In the Schiffbauerdamm production, the
song Pirate Jenny was sung by the character Polly rather than by Jenny. Thus, as with
other important songs in the play - like the Barbara Song or the Kanonen Song - Pirate
Jenny refers to the life of a character other than that of the singer herself. This dis-
placement from the first- to the third-person facilitated Weill and Brecht’s injunction
that the play’s singers “adopt attitudes” rather than disclose the characters’ emotions.39
In this context, the great significance of Pabst’s alteration, whereby it is Jenny who now
sings Pirate Jenny, is to open the way for the merger of singer into character, and hence
for the sort of emotive dramatic performance characteristic of the chanteuse réaliste
familiar to the contemporaneous French cinema.4° It is this sort of performance that
Lion's performance so brilliantly suggests, and that Brecht claimed he had wanted to
foreclose.4t

In this context, Lenya’s performance as Jenny in the German version cuts sharply
against the grain of possibilities opened by Pabst’s alteration of the script. Rather than
convey emotions, Lenya’s mannered posing suggests radical disconnection from what-
ever might be regarded as the character’s emotional state. The stylization is evident in
the peculiar positioning of Lenya’s hands in many of the scene’s shots, which often con-
clude with Lenya enacting statue-like gestures that are not replicated in Lion’s perform-
ance for the French version. Contributing further to the uncanniness of Lenya's per-
formance are the song’s calculated downward shifts in tempo. The norm in the record-
ed-music industry of the time was to accelerate the tempo in the course of the perform-
ance, by virtue of the need to fit songs into the limited duration of the 78-rpm disc, as
recorded-music historian Robert Philips explains.4? In this respect, the song Pirate
Jenny, whose tempo noticeably slows down after each of the three choruses, unfolds in
a manner contrary to contemporaneous expectation. Of course, Weill wrote the song
this way; thus similar drops in tempo occur in the French version, although, as
Calabretto suggests, the effect of these drops seems less pronounced than in the German.
Indicative of the German film’s singularity is a curious moment that occurs just after the
first repetition of the song’s chorus. The band, after having slowed its tempo, plays the
song’s jagged groove, while Lenya, for a brief moment prior to the continuation of her
singing, bobs her head silently to the musical rhythm. It's hard to pinpoint exactly what

is going on here — although the novelty is imposing. Long on affect and short on emo-
tion, Lenya’s rather vacant, de-psychologized performance differs greatly not only from
Margo Lion’s performance of the same number in the French version but from that of
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any other filmed singing performance of the period that I know of. Far from exemplify
the dance music of the early 1930s, Lenya’s performance seems instead to point ahead to
a style of “cool” associated with popular music since the 1950s.43

Fashions, Musical and Otherwise

A critical attention to acts of posing and self-display is central to an important analy-
sis of the German version of the Pabst film by Thomas Elsaesser, who notes the extent
to which Rudolf Forster, in the role of Mackie, appears conscious of the impact of his
appearance on other characters.44 Framed throughout the film in proscenium-like
doorways and windows, Forster, Elsaesser suggests, functions for the film’s viewer as
something of a model of successful consumer behaviour. An ideal-typical consumer,
the stylish Mackie knows how to dress, and how to enter a room so as to make exactly
the right impression — an impression, one can add, whose impact often entails popular-
song accompaniment. The pop song’s utility in this context is signaled from the open-
ing moments of the Pabst film, when, as Elsaesser observes, it is the playing of the
Mackie Messer ballad that draws Mackie through the crowded, winding streets and into
the portrait-like frame of a stationary medium close-up.

Themes of vanity and self display can be traced back to the Brecht-Weill play, in
which posing figures as something of a core theme (think of the character Peachum -
the beggar’s haberdasher).45 According to an anecdote regarding the play’s production,
lead performer Harald Paulsen is said to have insisted on a crucial costume modifica-
tion. As theatre historian Foster Hirsch puts it, “Paulsen agreed to remain only if he
could be allowed to wear a blue necktie, which he felt gave him the key to playing
MacHeath as a bourgeois gentlemen who just happened to make his living as a highway
man.”46 A member of the production team for the two film versions, sound editor Hans
Oser, commented on Dreigroschenoper fashion circa 1930 by noting the extent to
which Mackie and Polly attracted the emulation of the numerous young couples who
seemed to imitate their dress.47 Pinpointing the status of Die Dreigroschenoperas a cul-
tural watershed, Oser saw the opera’s style as displacing that of the preceding landmark
stage- and film-musical, Franz Lehar’s 1907 operetta The Merry Widow. As Oser
observed, the young men who used to imagine themselves as Count Danilo now struck
the pose of Mack the Knife.

Oser’s popular-music analogy is appropriate to the consumer culture of the early
1930s, when acts of fashion-conscious self-display increasingly occurred against the
background of electrically amplified popular songs, and when the young consumers of
the time, while mimicking the dress of Mackie and Polly, also purchased discs, players,
and radios. In examining multiple version films such as Pabst’s adaptations of Die
Dreigroschenoper, it may prove illuminating to situate them relative to other new elec-
tric sound media productions of the time, such as the thousands of film-related gramo-
phone discs. The latter also circulated in multiple versions, and helped shape the mak-
ing of the films, as well as their reception, both inside and outside the cinema theatre.

1 I wish to thank Hans-Michael Bock, Peppino Ortoleva, Natasa Durovi¢ovd, and other mem-
bers of the 2005 Gradisca Spring School audience for their helpful comments on this paper.]
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also wish to thank the students who attended my workshop on the Pabst films for helping
me see, and hear, the films in new ways. Any flaws in the paper remain solely the author’s
responsibility.

Regarding the lawsuit against Nero Film, and the latter’s effects upon the status of Die
Dreigroschenoper in film historiography, see the illuminating discussion in Thomas
Elsaesser, “Transparent Duplicities: Pabst’s The Threepenny Opera,” in Weimar Cinema and
After: Germany'’s Historical Imaginary (London-New York: Routledge, 2000), pp. 311-329.
Brief extracts from Brecht'’s lengthy text appear in “The Film, the Novel and Epic Theatre,” in
Bertolt Brecht, Brecht on Theatre, ed. and trans. John Willett (London: Methuen, 1964), pp. 47-
s51. A full-length facsimile reproduction of Der Dreigroschenprozefi: Ein sociologisches
Experiment can be found in Hans-Michael Bock, Jiirgen Berger, with Gero Gandert (eds.),
Photo Casparius (Berlin: Staatliche Kunsthalle, 1978).

Invaluable partial exceptions include the work of Jiirgen Schebera and Geoffrey Abbott, list-
ed in the notes below.

5 Concerning these and other expressions of Dreigroschen-fever, see Stephen Hinton, “The

10

II
12

13

14

Premiére and After,” in Stephen Hinton (ed.), Kurt Weill: The Threepenny Opera(Cambridge,
England-New York: Cambridge University Press, 1990), especially pp. 56-59.

See S. Hinton, “The Premiere and After,” cit., p. 50; and also Jiirgen Schebera, “Old
Dreigroschenoper Records,” in Kurt Weill, Die Dreigroschenoper, Historische
Originalaufnahmen, 1928-1931, compact disc, Capriccio, 10-346, 1990, Delta Music Gmbh.
The play’s association with the gramophone endured into the Nazi era. According to Weill
scholar Schebera, “Die Dreigroschenoper constantly stood in the forefront of the Nazi’s
abuse: at the notorious 1938 exhibition of ‘Entartete Musik’ in Diisseldorf, the old shellac
discs were exhibited as fearful examples.” In ]. Schebera, op. cit., n.p.

See Jiirgen Schebera, “Neue Entdeckungen auf Schellack,” Notate, Vol. 11, no. 3 (1988), p- 24;
andJ. Schebera, “Old Dreigroschenoper Records,” cit., n.p.

See here the introductory remarks to Stephen Hinton, “Discography,” in S. Hinton (ed.), op.
cit,, p. 218.

In Giusy Basile, Chantal Gavouyere (eds.), La Chanson frangaise dans le cinéma des années
trentes: discographie (Paris: Bibliothéque Nationale de France, 1996), p. 74. The thirteen songs
in question were released on eight separate discs.

See Geoffrey Abbott, “The ‘Dreigroschen’ Sound,” in S. Hinton (ed.), op. cit., p. 164.

In an October 1929 letter to Universal Edition, Weill stated, “That my music to Die
Dreigroschenoper has been industrialized does not argue against our standpoint but for it.”
Quoted in J. Schebera, “Old Dreigroschenoper Records,” cit. In a September 6, 1928 letter to
Universal Edition, Weill explained the delay in submitting the full score in a manner that
may point to Mackeben’s role in contributing to the music: “I'm still busy at the moment
completing the score following the experiences of the current production.” Quoted in
Stephen Hinton, “Matters of Intellectual Property” The Sources and Genesis of Die
Dreigroschenoper,” in S. Hinton (ed.), op. cit,, p. 33.

Christopher Hailey, “Creating a Public, Addressing a Market: Kurt Weill and Universal
Edition,” in Kim Kowalke (ed.), A New Orpheus: Essays on Kurt Weill (New Haven-London:
Yale University Press, 1986), p. 24.

Critics today concerned with the Schiffbauerdamm premiére often rely on period recordings
to reconstruct the event, which sometimes leads to mistakes, such as the attribution of Pirate
Jennyto Lenya, who performed the song in the Pabst film, on disc, and ultimately on stage, but
not for the Schiffbauerdamm opening. See S. Hinton, “The Premiére and After,” cit., pp. 51-52.
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15 A list of gramophone releases featuring the Lewis Ruth Band can be found in S. Hinton,

“Discography”, cit., pp. 218-219.

16 The Odeon recordings were released in January 1929. In an interview conducted in Paris in

1934 Weill stated his preference for these recordings on the grounds that, unlike other record-
ed versions of the plays’ songs, the Odeon releases featured arrangements that he had
approved. In Ole Windung, “Kurt Weill I Exil,” Aften-Avisen (June 21, 1934), quoted in G.

Abbott, op. cit., p. 180.

17 See Kim Kowalke, “The Threepenny Operain America,” in S. Hinton (ed.), op. cit., p. 80, 201n.

18

19

20

21
22

23

24

These Ultraphon recordings, which feature Lenya in the female roles, were also released on
the Telefunken and Capitol labels. Upon emigrating from Germany, Weill and Lenya came to
expect that people in certain countries might know their work through specific gramophone
discs, or one of the Pabst-directed film versions. According to Kowalke, Gershwin “told Wei]]
and Lenya at a party shortly after their arrival in New York in 1935 how very fond he had
become of the Telefunken recordings, except that he had never liked the ‘squitchadickel
voice of the leading lady; Lenya never forgave the remark”, Ibid. Bernstein first heard the
Dreigroschenoperrecordings while a college student in New York.

See G. Abbott, op.cit. Abbott’s analysis is based upon a copy of the piano-conductor score, pub-
lished by Universal Edition in November 1928, with handwritten parts added by Mackeben.
By the time of the stage production of Die Dreigroschenoper Mackeben was known as one of
Berlin’s most skilled and professional popular musicians. The owner of the Theatre am
Schiffbauerdamm, Ernst Josef Aufricht, later claimed that he was prepared to turn the musi-
cal aspect of the project over to Mackeben if Weill’s work had proved unsatisfactory: “I [...]
found Weill’s music too atonal for a theatre piece and asked Theo Mackeben, whom I had
engaged as musical director, to get hold of the original music of the ‘Beggar’s Opera’ by
Pepusch so as to have a replacement ready.” Ernst Josef Aufricht, Erzahle, damit du dein Recht
erweist (Berlin: Propylden 1966), quoted in S. Hinton, “Matters of Intellectual Property’: The
Sources and Genesis of Die Dreigroschenoper,” cit., p. 17.

In G. Abbott, op. cit,, p. 167. According to recorded-music historian Robert Philip, the use of a
tuba to double the bass line was standard acoustic-era recording practice but became less
common following the recording industry’s changeover to electric sound circa 192s. Philip
cites recordings by the Royal Albert Hall Orchestra as examples of the move during the late
1920s away from the tuba-boosted bass line. Robert Philip, Performing Music in the Age of
Recording (New Haven-London: Yale University Press, 2004), p. 65. But while Philip claims
that symphony orchestras began abandoning the doubled bass line during the electric era,
Abbott’s account suggests that the practice endured in the dance-band field. Further evidence
for the endurance into the electric era of the “vexing question of strengthening the basses”
can be found in the discussion of the doubled bass line in Jerzy Fitelberg, “Aspects of
Instrumentation Today,” Modern Music, Vol. 9, no. 1 (November-December 1931), pp. 28-30.
Quoted in J. Schebera, “Old Dreigroschenoper Records,” cit., n.p.

S. Hinton, “The Premitre and After,” cit., p. 63. Much additional work will be required fora
thorough study of the Parisian reception of the film and gramophone recordings.

The French-language Ultraphon discs were recorded in November 1930, simultaneously with
the production of the film, and were released the following January. Préjean, with Henley,
sings the Chant des canons and the Ballade de Ia vie agréable (AP114) while Lion sings Polly’s
Love Song and the Tango Ballad (AP113).

See Christian Brochand, Histoire générale de la radio et de la télévision en France (Paris:
Documentation frangaise, 1994).
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These figures are cited in James Trumpbour, Selling Hollywood to the World: U.S. and
European Struggles for Mastery of the Global Film Industry, 1920-1950(Cambridge, England-
New York: Cambridge University Press, 2002), p. 5. With respect to the situation in other
countries, England was reported to have 4,850 theatres, 4,100 of which were sound-ready; and
the U.S. was estimated to have 20,000 theatres, with 13,500 wired for sound.

Annual radio-ownership figures for Germany during 1923-1932 are as follows: 1,580 (1923);

548,749 (1924); 1,022,299 (1925); 1,376,564 (1926); 2,009,842 (1927); 2,635,567 (1928); 3,066,682
(1929); 3,509,509 (1930); 3,980,852 (1931); 4,307,722 (193 2). The figures refer to the situation as
of January 1, for each of the years cited. They appear in Heinz Vollmann, Rechtlich-
wirtschaftlich- soziologische Grundlagen der deutschen Rundfunkentwicklung (Borna:
Noske, 1936), and are reproduced and discussed in Karl Christian Fiihrer, “A Medium of
Modernity? Broadcasting in Weimar Germany, 1923-1932,” The Journal of Modern History,
Vol. 69, no. 4 (December 1997), p. 731.

My claims here are based on prices quoted in advertisements for these products that had
appeared in the entertainment daily Comeedia during the weeks prior to the Paris premiére
of L'Opéra de quat’sous in November 1931. Participants in the 2005 Gradisca Spring School
may also recall the scene in the Pathé-Natan production Je t'adore... mais pourquoi? (Pierre
Colombier, 1931), in which the young gigolo’s wealth is signaled through his ownership of a
six-tube radio.

Pekka Gronow, Ilpo Saunio, An International History of the Recording Industry (London-
New York: Cassell, 1998), pp. 37-4.

See G. Basile, C. Gavouyere (eds.), op. cit., and Marc Monneraye, Giusy Basile, “Le cinéma qui
chante et le disc,” in Emmanuelle Toulet (ed.), Le Cinéma au rendez-vous des arts: France,
années 20 et 30 (Paris: Bibliothéque nationale de France, 1995), pp. 146-161.

In G. Basile, C. Gavouyere (eds.), op. cit. One historian proposes that “temporary reductions
in the numbers of records pressed and sold” in the depression-era U.S. made jazz records hard
to obtain in Paris, where the demand for such records was still strong. See Jeffrey Jackson,
“Making Enemies: Jazz in Interwar Paris,” French Cultural Studies, Vol. 10, no. 29 (1999), p.

198. Also felt in Paris was the depression’s impact on “the major British companies [e.g., HMV
and Columbia, which reformed as EMI in 1931], whose combined profits declined by go per-
cent in 1930-1931, and which “provided many recordings to the continent”, Ibid.

See Wolfgang Miihl-Benninghaus, Das Ringen um den Tonfilm: Strategien der Electro- und
der Filmindustrie in den 20er und 30er Jahren (Diiseldorf: Droste, 1999). Regarding German
radio programming, see Christopher Hailey, “Rethinking Sound: Music and Radio in Weimar

Germany,” in Bryan Gilliam (ed.), Music and Performance during the Weimar Republic
(Cambridge, England-New York: Cambridge University Press, 1994), p. 26. Hailey examines
how radio in Germany, beginning in 1928, when stations began commissioning works from
composers, didn’t simply broadcast a pre-existing repertoire, but created one of its own.
Examples include the Weill-Brecht-Hindemith collaboration Der Flug der Lindberghs, which
was broadcast in July 1929, when it became “the most talked-about [music-radio] work of the
era.”

Regarding the centrality of a recording-based conception of the scene in French film practice,
see Charles O'Brien, Cinema’s Conversion to Sound: Technology and Film Style in France and

the U.S. (Bloomington: Indiana University Press, 2005).

See, for instance, Natasa Durovicovd, “Local Ghosts: Dubbing Bodies in Early Sound Cinema,”

in Anna Antonini (ed.), Film and Its Multiples /Il film e i suoi multipli (Udine: Forum, 2003),
Pp- 83-98.
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Roberto Calabretto, “Due versioni musicali a confronto: Die Dreigroschenoper e L'Opéra de
quat’ sous di Georg Wilhelm Pabst,” CiNEma& Cie, no. 4, Natasa Durovicovd, in collaboration
with Hans-Michael Bock (eds.), Multiple and Multiple-language Versions / Versions multi-
ples (Spring 2004), pp. 30-47.

During November 1931, the month of the Paris premiére of L’Opéra de quat’sous at the
Ursulines, Albert Préjean performed a music-hall routine on stage at the nearby Alhambra
music hall.

My research into the production circumstances regarding Pabst’s adaptation of Dje
Dreigroschenoperis in its early stages. The claim regarding the simultaneous making of the
two versions is based partly on the existence of production stills that show the two versions’
pairs of male and female stars in costume during pauses in shooting. For further information
on the making of the films, see H.-M. Bock, ]. Berger, with G. Gandert (eds.), op. cit., which,
among other documents, includes a copy of the film's script, materials related to Brecht’s and
Weill’s lawsuits against the production company, censorship decisions, and the films’ critical
reception. Unfortunately I obtained a copy of this rich resource too late to work out fully its
implications for the argument presented in this paper.

The departure from theoretical doctrine didn’t count as a defect for Weill, who admired
Florelle’s performance and sought to work with her again, and did so upon emigrating to
France in 1933. See here Lys Symonette, Kim Kowalke (eds. and trans.), Speak Low (When
You Speak Love): The Letters of Kurt Weill and Lotte Lenya (Berkeley-Los Angeles: University
of California Press, 1996), pp. 143-144, 166.

The change evidently was made sometime after July-August 1930, and completion of the first
version of the script, written by Leo Lania and Ladislaus Vajda. A facsimile copy of this ver-
sion, with handwritten notes by Pabst, is included in H.-M. Bock, ]. Berger, with G. Gandert
(eds.), op. cit. The typed script stipulating that Jenny is to sing the Tango Ballad for the bor-
dello scene between Mackie and Jenny has been crossed out in pen, presumably by Pabst, and
replaced by the handwritten phrase “Ballade das Schiff mit den so Kanonen.” In H.-M. Bock,
J. Berger, with G. Gandert (eds.), op. cit., p. 346.

The quote is from S. Hinton, “Matters of Intellectual Property’: The Sources and Genesis of
Die Dreigroschenoper,” cit., p. 46.

Lion herself was not French but German, although she pursued her singing career in Paris as
well as in Berlin. On the topic of the existential authenticity embodied by the French realist
singers, see Kelley Conway, Chanteuse in the City (Berkeley-Los Angeles: University of
California Press, 2004).

On the staging of Die Dreigroschenoper, see, for example, Bertolt Brecht, “The Literalization
of the Theatre,” in B. Brecht, Brecht on Theatre, cit., pp. 43-47. This short piece includes the
famous injunction that “[tJhe actor must not only sing but show a man singing. His aim is not
so much to bring out the emotional content of his song [...] but to show gestures that are so to
speak the habits and usage of the body”. B. Brecht, “The Literalization of the Theatre,” cit., pp.
44-45.

On gramophone-industry norms during the interwar years, see the discussion of “time limits
and side joins” in R. Philip, op. cit., pp. 35-38.

On the distinction between affect and emotion, see Noél Carroll, “Film, Emotion, and Genre,”
in Carl Plantinga, Greg M. Smith (eds.), Passionate Views: Film, Cognition, and Emotion
(Baltimore-London: Johns Hopkins University Press, 1999), pp. 21-47. For Carroll, emotions
are directed toward specific objects or people, and hence “require cognitions as causes and
bodily states as effects,” whereas manifestations of affect such as “kinesthetic turbulence,
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moods, sexual arousal, and instinctual responses” seem “barely mediated by thought.” From
this standpoint, the evident vacancy of Lenya’s performance lacks the object-directedness
that would invite its characterization as emotional - in contrast to Lion's naturalistic, psy-
chological approach.

44 Th. Elsaesser, op. cit.

45 See the discussion of the fashion theme in Daniel Albright, “Kurt Weill as Modernist,”
Modernism/Modernity, Vol. 7, no. 2 (2000), pp. 273-284.

46 Foster Hirsch, Kurt Weill on Stage: From Berlin to Broadway (New York: Limelight, 2002), p.
38. A rakish photo of the well-dressed Paulsen as Mackie can be found in J. Schebera, “Old
Dreigroschenoper Records,” cit., in a reproduction of Homocord ad for a recording of Paulsen
as Mackie made in August 1930.

47 The interview appears in Roger Manvell, Masterworks of the German Cinema (London:
Lorrimer, 1973) and is quoted in Th. Elsaesser, op. cit., p. 326.
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MLVS IN A CHANGING POLITICAL CLIMATE
UFA'S “NATIONAL FILM” DIE INSEL (1934): A CASE STUDY
Horst Claus, Anne Jackel, University of the West of England, Bristol

Over the last twenty-five years, the formulation of a European film policy and ,
reassessment of the concept of identity* have generated intense political and academic
debates on national cinemas and film policies. “What the national means changes
according to social, economic and political mutations and pressures”? as well as to the
historical context in which national - and by implication, non-national - films are
envisaged. Interchanges between Germany and France during the 1930s raise impor-
tant “questions about the supposed specificity of national production systems.
Making national films, like defining “the national,” implies the enunciation of two fun-
damental concepts: identity and difference. In this respect, making national films with
world-wide appeal seems a contradiction in terms. Yet, this is exactly what Ufa’s direc-
tors set out to do, when, in early 1934, they agreed to make a “national film” of the play
Die Insel (The Island). Their decision to produce it in a French and German version may
be traced back to one of their annual surveys enquiring about audience preferences for
the coming season, that (amongst others) had resulted in their distributors and cinema
owners at home and abroad asking specifically for “at least one big national film [...] that
should present the national element in a way that will fill national sections of the pop-
ulations of all countries with enthusiasm.”4

Having previously examined Ufa’s policy towards popular multi-language film ver-
sions for the international market5 with reference to the hit film operetta Congress
Dances, we shall concentrate this time on its managers’ attempts to make their high-
ly controversial and widely criticised nationale Filme (films deliberately made to
boost a nation’s morale from a conservative perspective) palatable for international
audiences. In the process we shall try to define their understanding of “the national,”
examine their production policy within the context of the changing political climate
in Germany of 1933/34, investigate the ideological position of the individuals respon-
sible for the production programme, look at the experience of the French artists work-
ing in Babelsberg at the time and present the film’s production history together with
a brief comparative analysis of the original play and the film. Bearing in mind the set
of questions and problems raised by Pierre Sorlin and other contributors to the first
Gradisca International Film Studies Spring School® — notably that versions are
hypotheses that can always be disconfirmed and that comparisons may falsify the
actual reception experience — we examine, in the second part, the similarities and dif-
ferences between the German (Die Insel) and French (Vers I’abime) versions of the
film. To what extent do they confirm findings on MLVs so far? What does a close exam-
ination of the two versions reveal as far as national issues are concerned? What are the
values that Ufa’s directorate expected to appeal to “national audiences” in France and
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germany? Do these coincide in both versions? Do they reflect the same attitudes
owards foreigners? To what extent do they tentatively touch upon relevant events or
issues of the time?

Ufa's “National Film”

Ever since the media mogul and chairman of the ultra rightwing Deutschnationale
Volkspartei Alfred Hugenberg took over Universum Film AG in spring 1927, its Board
of Directors under the stewardship of the company’s general manager Ludwig Klitzsch
aimed to produce at least one nationalen or vaterlindischen film a year, i.e. feature
films, which would stand for and advance conservative “National” values that were
deeply rooted in the thoughts, attitudes, and values of the forty odd years preceding
World War 1. Though the Board never seems to have attempted a definition of the
genre's characteristics, minutes of its debates about possible subject matters to be
filmed give an indication of what type of protagonist and human behaviour qualified
for inclusion and what did not. A four-page note headed “Betrifft: nationalen Film”
(“Concerning: National Film”) offers an insight into the thinking and political stance
of the men in charge of Europe’s foremost film production company.7 It was written
three days after the elections to the Reichstag of March s, 1933, that had resulted in
Hitler needing the support of the German Nationalist People’s Party to continue his
chancellorship. Its contents suggest that, with Hugenberg in the position of Minister
for Agriculture and Industry, Ufa’s managers expected the government to pursue a
“National” (not National Socialist!) agenda in tune with their own ideological convic-
tions. Looking for film topics to support it, they took four subjects from German
History into consideration. Three centred on well-known historic personalities, Otto
von Bismarck (1815-1898), Prince Louis Ferdinand of Prussia (1772-1806), and Prince
Eugene of Savoy (1663-1736). The fourth, with the general label Kolonialfilm, aimed to
propagate the legitimacy of claims to the colonies Germany had been forced to sur-
render under the Treaty of Versailles. The reasons given for rejecting and accepting
these topics reveal an intricate balancing act between political beliefs and commercial
expediency.

Though the idea of making a film about Bismarck as the founder of the modern
German Reich must have been extremely appealing, it was swiftly rejected on the
grounds that the topic was too close to their own times. Too many people still alive
would have personally known the “Iron Chancellor” and other well-known personali-
ties of the period. Interestingly, concern that the Franco-German War of 1870/71 (which
led to the proclamation in the Palace of Versailles of the King of Prussia as Kaiser of a
unified Germany) might hinder the film’s distribution in France, was not considered to
be an obstacle. More revealing details about the managers’ ideological thinking emerge
from their discussions about the suitability of Frederick the Great's nephew Louis
Ferdinand (1772-1806), whose dashing personality and heroics against the French dur-
ing the late 18th and early 1gth century had been used to spur on the fighting spirit of
young volunteers eager to force France into submission during World War I. Fifteen
years later, Ufa’s directors — all of whom but one had been officers during that war - no
longer considered him suitable for a role model. His love affairs — above all one with the
estranged wife of a high ranking official within the Prussian military establishment -
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and his close association with the renowned literary circle of the Salon run in Berlin }
the intellectually brilliant Jewish authoress Rahel Levin now meant that the Prince hag
led a wasted life. Furthermore, in light of the virulent anti-Semitism in Germany, his
links with Rahel Levin were felt to “contain dangers and risks for the film which, in
view of the large financial investments, have to be avoided.” For Louis Ferdinand to set
an example for contemporary audiences, the film script, in their opinion, would have
to deviate from historical facts that were all too well known. From a prosaic business
point of view the topic was thrown out because audiences in Southern Germany and
abroad would be opposed to a distinctly Prussian hero. Furthermore, a recent survey
amongst cinema owners had revealed that spectators rejected films with characters
wearing costumes of the first decade of the 19th century.

In contrast to Louis Ferdinand, no affairs with married women or female Jewish intel-
lectuals are known about Eugene of Savoy. The Board therefore emphasised to have
qualified writers develop a script for a National Film that would celebrate the Prince’s
historic importance by presenting him “as the embodiment of the idea of the Fiihrer
whose crowning achievement was the liberation of Europe from the threat of a Muslim
conquest. Thus two parallels with the present times offer themselves: the idea of the
Fiihrer and the repulsion of the danger of Bolshevism.” As the Prince was small, a crip-
ple and his outer appearance unattractive, it was agreed that, instead of making him the
central hero, the film would focus on one of his officers, whose life and fate would be
shown within a broad, colourful panorama imbued with Eugene’s spirit and actions.
Though clearly a National Film, the topic would be of international appeal and would
be made in two versions. As it would not necessarily have to be produced during the
coming season (probably because of the scale of the undertaking), the Board, in the end,
settled for the Kolonialfilm. Set in the years prior to World War I, it would demonstrate
the extend to which the Lebensraum of their home country had become restricted and
oppressive for young Germans, making them eager to seek their fortunes abroad with
the ultimate aim to create a German homeland far from home and develop new links
for the benefit of their fatherland’s trade and industry. Intent to strengthen their
Wehrwillen (readiness to defend and fight for themselves), the film would demonstrate
how, “with the support of 500.000 bayonets and a strong navy, young Germans created
new opportunities and Lebensraum for themselves.” Apart from its topicality for
younger generations of many other nations, the subject would present opportunities
for exciting images of foreign countries. Board members regarded the film’s topic to be
particularly significant as it deliberately advanced what to them was a “pioneering and
forward-looking idea.” Their fervour of propagating nationalist convictions along party
political lines of the German Nationalist People’s Party found its expression on March
22,1933, when they decided to make a documentary about the Nationale Bewegung i.e.
the “national” not “national socialist” movement). Compiled from actuality footage
shot between January 31 and March 21, 1933, this would be a “historic document”
shown as support programme and on special occasions. The film was never made by
Ufa - possibly because the company’s directors realised that their understanding of
nationalism was not entirely in tune with that of Hitler and his party. This becomes par-
ticularly apparent in the Board’s decisions concerning Ufa’s business interests in France
during the first half of 1933.

As committed nationalists and World War I veterans, Ufa’s directors never had any
qualms about expressing their strong anti-French feelings in their minutes.? Such
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emotions, however, did not affect their business decisions. By 1933 it was clear to them
that it would be impossible for their productions to break into the North American
distribution network. As the English cinema circuits were generally regarded as the
“least important in Europe” for the German film industry,9 Ufa, by the end of 1932, had
given up making English versions altogether. Concentrating entirely on French ver-
sions instead, France and the French-speaking world had become the company’s most
important export-market. Though initially clearly delighted about possible influences
and advantages to be gained from Hugenberg’s position within the government, Ufa’s
managers soon shared the uncertainty of the rest of the industry over National
Socialist attitudes and policies, which, by spring 1933, brought German film produc-
tion to a virtual standstill. As for their business relations with France, they apparently
were concerned that, following Hitler’s re-election as Chancellor, the new government
not only shared their anti-French feelings, but would be prepared to translate these
into political decisions and actions that would be detrimental to their business inter-
ests. Their Franco-phobia is reflected in the erratic way in which they handled their
film-adaptation of the French boulevard comedy Le Chien qui rapporte. By the time
they acquired the rights in 1932, the play had been a theatre hit throughout Germany
for a number of years. Preparations for production began on January 1, 1933. The film’s
budget was given its final approval during the week before the elections of March s,
with an immediate start of location work in Switzerland. Given the play’s popularity,
it was to be released under the same title as the stage-version Der kleine Kuppler (The
Little Matchmaker). Five days after the election, Ufa’s directors held the first of sever-
al discussions that dragged on until a month before the film's release in June trying to
find a new title.’° The reason for the difficulties they had in reaching a decision is
revealed in a minute of April 11, which states that all references to the French source
should be dropped from the film’s credits.’* On another occasion they considered it
necessary to justify the purchase of a machine for copying 35mm to 16 mm film stock
by recording: “The meeting unanimously agreed that there were no objections to
ordering the machine in France from the French company Debrie as this is the only
company that makes such a machine.”*2

The French Experience at Babelsberg

The anti-French attitudes reflected in the minutes of the board meetings stand in
stark contrast to the way working conditions were perceived by the large number of
French artists employed at Ufa’s Babelsberg Studios. Ufa’s foreign language productions
had a reputation for quality, as the company used established actors and apparently lis-
tened to advice and opinions of the French directors who assisted their German col-
leagues. Serge de Poligny, who, amongst others, worked on Karl Hartl’s film Gold (1934-
35), recalled that, within every shot, he was allowed a certain degree of freedom as long
as its beginning and end corresponded to that of the original.!3 From March 1933
onwards, Ufa’s French versions were supervised by Raoul Ploquin, who previously had
been Head of Publicity of the Paris-based L'Alliance Cinématographique Européenne
(ACE), an Ufa-subsidiary originally founded in 1926 in collaboration with Svenska and
the support of French money for the purpose of making French-German-Swedish co-
productions. Shortly after Ufa’s managers authorised his appointment on January 1o,
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1933 for 18.000 Francs per month,4 Marcel Colin-Reval, in Cinématographie frangaise,
welcomed his move to Berlin. Congratulating him in the most complimentary terms,
Colin-Reval’s article indicates that Ploquin was not appointed for artistic reasons alone:

Not only hardworking, [Raoul Ploquin] also has an in-depth knowledge of film pro-
duction. [..] M. Ploquin knows how much income a film can generate in a particu-
lar region. He has a perfect knowledge of the French market’s capacity.
Furthermore, he knows the taste of French audiences. For years, he has followed the
career of many films and, by just observing and analysing without criticising, he
has reached his own conclusions and used them to advance his career. He knows

film as an industry, a trade and an art.

Today, M. Ploquin is perfectly equipped and worthy of the difficult task ahead of
him. It will not be easy to ensure that French preferences penetrate every detail of a
film. But M. Ploquin will succeed. He has a healthy understanding of film, a rich
cultural background, and a huge amount of experience. He is not a youngster to be
taken on for a period of probation. M. Ploquin will make an impact, and in this will

have the support of all his friends.*5

Not everybody shared Marcel Colin-Reval’s enthusiasm and confidence about
Ploquin and other French artists working in Germany. Some, like the author of the
propaganda pamphlet Les Dessous du cinéma allemand written in 1934, suspected
German film industrialists of having the same sinister intentions as their American col-
leagues. Writing from the imagined perspective of a German producer, he stated:

France will never make fine films. The French government doesn’t support it in
any way. They don’t have any idea of the effect a film can have abroad, or the influ-
ence it can exercise. So it’s up to the Germans to make the French people’s films for
them. They will serve two ends: (1) counter French influence abroad, (2) replace it
little by little by ours. [...] These great films will serve our propaganda and spread
our ideas around the world... With our (limitless) money, we will seduce and keep
in Germany all the good French film personnel, Boyer, Garat, Lemonnier,
Blanchar, Murat, Gabin, Rosine, Deréan, Ferny, Frangoise Rosay and others whom
we’ll pay highly. And the French producers, deprived of stars, will have to make do
with the meagre residue we leave them until their industry packs up and French

culture dies out.16

Ufa’s managers certainly were interested in spreading their ideological beliefs as
long as this did not interfere with their main business of making money. However, the
record of their discussions reveals that, when it came to salaries, they definitely did
not voluntarily squander their financial resources and would have been delighted had
they been able to get away with employing fewer people for shorter periods of time. It
was the demand for French performers in their native country that forced them to
take entire ensembles under contract, as a minute of September 26, 1933, reveals: “In
view of the difficulties experienced when it comes to signing up French performers
for our films, due to the high demand for them on the French market and their con-
tractual ties with French theatres and film producers, the Board agrees in principle to
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take a number of male and female French actors under contract for 16 to 20 weeks per
year with an option for renewal for a second year; salaries and other conditions to be
negotiated.”

The presence of a hard-working French community of actors, directors, script-writ-
ers and language coaches in Babelsberg is widely acknowledged. On the other hand,
film historians have noted that the least documented aspect of international
exchanges in the 1930s is the French presence in Berlin. As Colin Crisp points out:
“French filmmaking personnel, retrospectively self-conscious about their contribu-
tions to the enemy’s economy, were understandably reluctant in later years to elabo-
rate on their work there.”17

No records seem to have survived about the experiences of French actors or co-direc-
tor Serge Veber who worked on the French version of Die Inselin Babelsberg. However,
André Beucler, who directed a number of films produced under the supervision of
Raoul Ploquin at about the same time, gave a rare detailed account of working condi-
tions in Berlin a few months after the completion of the film. Referring to his account
published in La Revue de Paris in 1935, Colin Crisp notes that Beucler “underlines the
technical sophistication of the German industry, which impressed French workers”
and quotes him as saying: “The Berlin workshops do things well: the photography is
clever and precise, the sound excellent, the editing sophisticated... In all technical mat-
ters, our neighbours make no compromises; near enough is not good enough. It’s sub-
stance that’s most lacking in their work.” Furthermore, Beucler “contrasts the amicable
internationalism of the film personnel with the potentially intrusive nationalism
pressing upon it:"

You hear the German language marry with the French, which shocks no one, since
[UFA] is still the centre of Franco-German collaboration where a bilingual murmur
is part of the house style... The atmosphere of camaraderie that reigns in this world
of cousins germains is undeniable. It is based on a thousand little details of shared
professional understanding; international - an understanding that allows a Danish
actor to feel at ease with a Portuguese director, but which unquestionably creates
deep bonds each year between 400 French and 400 Germans - sincere bonds, broken
of course with the rapidity of cinematic images, but which recall wartime friend-
ships and University relationships. To become a close friend, with the Germans -
whether they're secret liberals, Hitlerians, monarchists, or militants - all you have
todo is confine yourself to a fictional world and not take too close an interest in the
Third Reich... If as a Frenchmen you commit the heresy of noticing what’s happen-
ing not in the studio but in the nearby arsenals or military camps... you immediate-
ly become an enemy of art, of the cinema and of Germany...

Crisp continues: “Describing the cinema as a sort of no-man’s land not altogether
assimilated as yet to the Hitlerian ethic, [Beucler] speaks of listening to Hitler's
broadcasts alongside German personnel — themselves Nazi — who nevertheless
observed quietly at the end, ‘that too is just cinema’.”'8 The word “international”
(underlined in the quotation of Beucler’s experiences) along with his description of
the Babelsberg working environment as a sort of “no-man’s land” and his allusion to
“wartime friendships” are interesting with regard to the plot and setting of our case
study, Die Insel.
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Ufa’s “National Film” in Light of Hitler's Ascent to Power

Though they apparently tried to ignore it, none of those working for Ufa - Wheth
French or German - could have missed what was happening around them. On Mar:}:
28, 1933, in a well-known speech to the heads of the German film industry in t,
Berlin hotel Kaiserhof, Goebbels had tried to regain the confidence of these key pe,,
ple and rekindle production activities.” Assuring them that the Hitler-governmep
had no intention of interfering with their activities he insisted that film productioy
had to be solidly rooted in the spirit of the times, i.e. in national socialist ideology. A;
the same time, he declared that Jewish directors were incapable of understandin
German audiences. Accusing film managers of ignoring the problems and difficul;
times experienced throughout the country, he called for the production of films tht
would reflect the fate and drama of the German people. Ufa’s directorate lost no time
to fall in line. The following day, “in light of the drastically changed conditions,” it
members revamped their plans for 1933/34 by starting off with the production of two
films of “an entirely German character” and deferred films with French versions to the
end of the season. Using Goebbels’ anti-Semitic remarks as a convenient excuse they
also severed their links with employees and artists of Jewish descent - particularly
those with expensive contracts.2° As Goebbels worked at seizing control of the film
industry Ufa’s general manager, Ludwig Klitzsch revealed himself as a clever tactician
who - in contrast to its owner Alfred Hugenberg and its artistic director Ernst-Hugo
Correll — soon made himself indispensable to the new rulers while his company care.
fully tried to tread the thin line between its German-National orientation and
National Socialism.

The vocabulary of the cautiously phrased speech with which Klitzsch had wel-
comed the Propaganda Minister in the Kaiserhof was that of the Hugenberg-Party.
Blaming opportunists and rumour-mongers he never referred to, let alone criticised
the National Socialists for being responsible for the current crisis within the German
Film Industry. Outlining his vision of the film of the future, he insisted (in the lan-
guage of German conservatives) that the industry was prepared “dem Vaterland zu
geben, was des Vaterlandes ist” (“to give to the fatherland that what belongs to the
fatherland”).2* On May Day 1933, which Goebbels’ propaganda machinery turned into
a demonstration of unrelenting National Socialist strength and solidarity, Ufa dis-
played the Imperial black-white-and-red flag of the pre-World War I era with equal
prominence as the new Swastika flag. In his official address as representative of the
Board of Directors, Alexander Grau praised Ufa’s National Films, the Hugenberg-
Group’s contributions and successes, and the national (not “national socialist”)
achievements made by Germany. In contrast to the NSDAP-representative who fin-
ished his speech with a triple “Sieg-Heil” to Adolf Hitler, Grau ended his with a triple
“Heil” to the Fatherland, the Reich’s President, and the Reich’s Chancellor.2? A few
weeks later, Klitzsch, in his function as Chairman of the Association of German Film
Producers, bridged the ideological differences in a meeting with Joseph Goebbels dur-
ing which both agreed on the founding of a “Film Bank” for the sole purpose of financ:
ing film projects.

The political climate of 1933 suggests that Ufa hired producer Karl Ritter because of
his long-standing connections with the NSDAP, however, timing and the way he was
brought into the company indicate that his professionalism and experience in the
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industry were the deciding factors, his right-wing political views a mere bonus. A career
officer and soldier “by inner conviction,” Ritter attributed his successful rise in the film
industry to his military training that “had taught him organisational skills, disciplined
thinking, and to be creatively active.” It also led him to make some of the most virulent
militaristic films in cinema history. Throughout his life Ritter maintained that “He
who wants to be leader first has to learn to obey, and subsequently has had to be led by
others for years.”23 Under the strong influence of his father-in-law, a “passionate
National Socialist and fanatic anti-Semite,”24 he had joined the Nazi-Party as early as
1925. A talented and effective organiser, from 1926 onwards, he worked his way up
from publicity manager in the Berlin office of the Munich-based Siidfilm distribution
company to producer-in-chief of the Reichsliga-Film GmbH, gaining practical experi-
ence as scriptwriter, production assistant, director and producer en route. His first
involvement with feature film production came in 1928 as co-author of a silent military
comedy, Das Spreewaldmddel (The Girl from the Forrest Along the River Spree). The
film’s director was Hans Steinhoff, a specialist for so-called Mittelfilme, i.e. films of any
genre with medium-size budgets that represented the staple of popular entertainment,
which kept German cinemas in business during the second half of the 1920s and early
1930s. A professional to the bone Steinhoff’s ability to deliver solidly made features
with limited financial resources within a specified time had turned him into one of the
busiest men of his trade. Following this, their first joint venture, they had made plans
for further collaboration, which came to nothing as the production company, which
had announced the picture, went bankrupt.

At the time they joined Ufa independently from each other before the elections of
March s, 1933, Ritter and Steinhoff were given one-off contracts. Thus, it is unlikely
that either of them was hired for political reasons. Indeed, it was not until they col-
laborated on Hitler Youth Quex that Steinhoff became involved in the production of
films that subsequently established him as a leading propagandist of Third Reich
Cinema. No hints, activities, or documents exist linking him with any political per-
suasion prior to the production of Quex during the summer of 1933. The reasons for
their employment with Ufa were clearly their professional skills and, given the com-
pany’s money-saving efforts, the low salaries they commanded in comparison with
producers and directors working under contract or regularly used by Ufa. At 1.500
Marks for one month and pro rata payments should the production last longer,
Ritter’s remuneration was half that of the 3.000 Marks received for the same period of
time by Max Pfeiffer, Ufa’s lowest paid salaried producer, while Bruno Duday, the
company’s main producer of the kind of inexpensive Mittelfilm initially assigned to
Ritter got 3.500 RM. Similarly, Steinhoff’s fee of 15.000 Marks as director amounted to
half that given to established Ufa-directors like Karl Hartl or Reinhold Schiinzel, not
to mention star directors such as Ludwig Berger or Luis Trenker who could command
sums in excess of 50.000 RM per film.25 The budgets for the three films made by
Steinhoff and Ritter between April 1933 and April 1934 all kept within the 250.000
mark-bracket allowed by Ufa for its Mittelfilm-productions (usually destined for the
German-speaking market only). When, in late spring 1934, they eventually were
assigned to the production of Die Insel as the first of two films belonging to the com-
pany’s Superfilm-category, the budget at their disposal was fixed below the target of
600.000 marks allowed for pictures in this class and usually made in two language
versions.
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Production Context

The film is based on a play of the same title, which opened in mid-January 1934 at the
Schauspielhaus in the North German city of Bremen. It was probably discovered bya
specialist unit set up within Ufa’s script department towards the end of 1932 with a Spe-
cific brief of scouring literary works and plays for their suitability as film subjects.26 o
January 30, Ufa’s managers authorised payment of 1.500 marks in Austrian Shillings for
a treatment to be written by the play’s author Harald Bratt with a further 13.500 marks
to be paid should they subsequently acquire the rights.27 The decision was taken at
short notice, as the topic does not appear amongst eight titles discussed on January g,
1934, as potential subject for the next National Film. Following Correll’s presentation of
the project, it was approved on February 23 and finally given the go-ahead on March g,
after the script had been scrutinised by the pre-censorship office of the
Reichsfilmdramaturg (which had no objections). As both, the Export Department and
Ufa’s supervisor for French language versions Raoul Ploquin,?8 were optimistic about
the topic’s audience appeal in France, the meeting also agreed to make a German and 2
French version.

Ploquin’s and the Export Department’s opinions were of particular importance asa
few months earlier Serge de Poligny, while working as author and director on the
French version of Karl Hartl’s Gold, had seriously questioned that, in its present form,
the project he had been assigned to would appeal to French audiences. In line with Ufa’s
German-National orientation and its directors’ decision to concentrate for the first part
of the 1933-34 season on films with a distinctly German character, Gold had originally
been conceived as a National Film set in a German environment with a German hero,
In a strongly phrased letter Poligny now pointed out to Correll that, for the film to be
financially successful in France, it would have to be set in France with a French protag-
onist. His observations presented Ernst-Hugo Correll with a number of problems. If
Poligny’s recommendations were accepted, the script would have to be re-written as the
plot (about the artificial creation of gold) relied on conditions that were typical for
Germany, but did not apply to France. The film’s raison d’étre was Germany’s lack of
gold. France on the other hand had plenty of reserves of the precious metal. Production
cost would increase, as location shots would have to be made in Germany as well asin
France. Sets would have to be adapted to the different environments or be so neutral in
appearance that the film’s specifically German character would be lost. Above all,
Correll was concerned that Ufa might be accused of having transferred the ethos of the
new Germany as represented in the film to a French environment for purely economic
and financial reasons. To him, in light of the political developments of 1933, this raised
two fundamental questions affecting the production of language versions in general:
Should Ufa continue to produce French versions of films with a “specifically national
ethos?” and: Can French versions set in a German environment and reflecting a specifi-
cally German mentality still be exhibited in France without risk to their (financial) suc-
cess?29 In the case of Gold, the Board of Directors had decided to ignore Poligny’s reser-
vations and retain the film's German characters and settings in both versions.3°
However, upon receiving the preliminary budget for the production a week later, they
seem to have changed their minds. Costed at almost 1.1 million marks, the film’s budg-
et exceeded its original allocation by 400.000 marks, a figure far too high to be putat
risk. So, instead of advancing the German ethos of 1933, Gold became a utopian adven
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ture film — and a hit for Ufa. It allowed Germans to take pride in the defeat of a power
crazy industrialist with the English name of John Wills at the hands of Werner Holk,
Assistent to physicist Professor Achenbach, while French audiences cheered for
Francois Berthier, assistant to professeur Lefevre.

The change of character of Gold probably contributed to the speedy acceptance and
production of Die Insel as Ufa’s “National Film for national audiences of all countries”
asked for by the respondents to the survey mentioned above: “Under no circumstances
should such a film be simply heroic or tragic, as otherwise it would not be of anymore
value outside Germany than an ordinary Mittelfilm. On the contrary, it should present
the national element in such a way that it can excite nationally orientated classes of all
countries. It should also contain a plot of general human interest heavily interspersed
with humorous moments.”3T Except possibly for the requirement of having to be
“heavily interspersed with humorous moments,” the play seemed to contain all the
characteristics asked for by the respondents. Indeed, one critic reviewing the play for a
number of provincial German newspapers expressed the opinion that its success would
not be limited to Germany: “Already accepted by theatres in London and New York it
will possibly leave an even stronger impression in English-speaking countries.”32
Though there is no evidence that the play was ever produced outside German-speaking
countries, it certainly contains most of the characteristics important to Ufa’s managers
in their considerations of topics for their National Film. From a practical point of view
of the designer and the financial perspective of Ufa’s accountants, all action takes place
inside an Embassy in a foreign country and thus requires comparatively few sets. These
are visually impressive and at the same time conveniently neutral so that they could be
found in any country worldwide. The people inside are elegant, attractive, and imbued
with authority. Their lives and actions are governed by a hierarchical structure and by
strict codes of behaviour that allocate to everybody around a specific place in a mini
society which adheres to pre-World War I social structures. It is a world of order domi-
nated by traditional concepts of honour that are rooted in values derived from an aris-
tocratic and military elite.

The Play

The play’s title Die Insel refers to the Embassy in a foreign country. Representing an
isolated piece of homeland, it is a refuge for its closed community whose members per-
ceive it as a small island, surrounded by a strange and threatening environment. The
two main characters are the military attaché Captain Rist and the Embassy’s
Legationssekretar (official representative for matters of trade) Raaz. Their everyday
behaviour and attitude to life and work reflect the changes that have taken place in the
diplomatic service as well as in society in general in the aftermath of the World War 1.
Once the privilege of the aristocracy represented by Rist and the senior diplomats of the
Embassy, it is now “infiltrated” by educated and clever high flyers from the middle
classes like Raaz, who are looked down upon by their traditionally orientated col-
leagues because, as hard working specialists, they are interested in trade figures for the
good of their country rather than in lavish displays of grandeur. While Rist and Raaz are
friends, the others are envious of the young upstart whose dedication to his job has just
led to an important trade agreement. Furthermore, his wealthy family background
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makes it easy for him to subsidise the comparatively low income of diplomats who tra.
ditionally are expected to finance part of the expenses involved in representing their
country from personal resources.

As military attaché, Rist is a kind of officially accepted spy who frequently has to take
on assignments the Ambassador, for reasons of diplomacy, is not allowed to be aware of,
While trying to make contact with potential informers in a notorious bar owned by the
seductive, but shady Silvia, Rist has fallen victim to impostors who turned out to be
clever gamblers and have relieved him of $ 6.000. Unable to settle the debt because he
comes from an impoverished family, he had to accept Silvia’s offer to lend him the
money in exchange for an IOU. Under pressure not to reveal his true identity as military
attaché and used to his friend helping him out in tight financial situations he has
signed the document with Raaz’s name. As the sum involved is substantial he cau-
tiously asks Raaz how much money he could lend him. But this time it is too high even
for Raaz, whose father’s business is going through difficult times. When Silvia appears
in the Embassy and learns that Rist has not been able to raise the money she threatens
to go to the press. As exposing him would involve the Embassy in a scandal, Rist forges
a cheque signing it with Raaz’s name.

Informed by the director of his bank that a cheque has been presented which exceeds
his financial resources, Raaz refuses to honour it. But Silvia insists on payment. As the
signature, though easy to copy, appears to be that of Raaz, the director requests the
Ambassador to act as mediator. The subsequent talk only reveals the rift that exists
between the generations. In order to protect the reputation of the Embassy, its staff, and
the country they represent, the Ambassador, though convinced that Raaz is innocent,
demands that the cheque is accepted. Raaz, however, wants his name cleared and insists
on justice. As neither side is prepared to give way, the Ambassador asks his niece Karin
(with whom both, Rist and Raaz, are in love) to persuade Raaz to change his mind. In
the course of their conversation Karin realises that Raaz is indeed innocent and encour-
ages him in his stance. But Raaz, out of love for her, changes his mind and agrees to pay,
on condition that the culprit reveals himself. When the Ambassador calls for the guilty
man to admit to the crime, all senior diplomats step forward in solidarity, each claim-
ing he did it. Unable to live in an environment that protects criminals, Raaz resigns.
Following his exit from the room, the Ambassador calls for the unknown culprit to
“resign” from the Embassy in a way that would allow those staying behind to remem-
ber him with honour. When Raaz learns of what is clearly a sentence of death for the
culprit, he and Karin desperately try to prevent it. In a final conversation with Raaz the
Ambassador expresses his opposition to a union between the young people. This makes
Karin even more determined to go back to her home country, together with Raaz.
When, to their horror, they realise that it was Rist who had forged the cheque, a shot
resounds from the room next door.

Though the play seems to criticize the old order by showing two of the diplomats as
arrogant cynics, Bratt does not entirely support the position and attitudes of the
younger generation either. Like many of his generation in the political climate of the
time, he remains sitting on a fence. Indeed, what probably made the play attractive to
Ufa’s directors was the inner strength and seeming understanding displayed by the
Ambassador for the demands of the younger generation for change. A disciplined grand
seigneur with perfect manners he always appears in command. All his decisions are
taken in a selfless attitude with the aim of maintaining the honour of his staff, his
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Embassy and, above all, his country. Always putting the interests of his nation first, he
is the perfect civil servant, a leader whom everybody can trust. As a character and in his
appearance, he dispels any call for the abolition and destruction of the encrusted, out-
moded, hierarchical structures of pre-World War I European societies with their ideals
of military order, in which a position in life usually depended on birthrights rather
than ability and work.

While the Ambassador appears as an ideal representative of traditional values, it is
difficult to accept Rist as a tragic hero who falls victim to criminals while working in
the line of duty. The author provides no convincing justification why an experienced
diplomat in a key position like Rist first signs an IOU and then forges a cheque using
his friend’s name. Furthermore, the circumstantial reasons offered as explanation for
his inability to raise the money are rather spurious. Thus, changes made to the play
when turning it into a film script probably started with the development of dra-
maturgical devices that would make his actions more plausible and honourable. In
this, Bratt was assisted by Emil Hesse Burri, a former participant in the short-lived pro-
gramme initiated by Ufa’s Script Department in autumn 1932 for the development of
new scriptwriters. To make the military attaché’s action more convincing and let his
character appear in a more positive light, they introduced an acquaintance of Silvia’s,
a sinister “Man Without a Name” (“Der Namenlose”) who has seen better times. Once
one of Rist’s friends, he now threatens him with extortion. Unless he immediately
receives $ 6.000 he will jeopardise the signing of Raaz’s trade agreement by handing
over to the press plans of aggression against the country within which the Embassy is
located, which Rist had developed as part of an exercise during his officer training. To
add action and suspense to a play that relies mainly on dialogue, the Man Without a
Name is wanted by the Police. The man in charge of hunting him down is an officer
called Ascunto who in turn reports to the Minister responsible for signing the trade
treaty. Unlike the play in which the characters only talk about Silvia’s Bar, the scene in
which Rist now is forced to lose money to make the handover appear legal is actually
shown, giving the film the opportunity to incorporate a chanson sung by a French star
and a dance routine presented by a girlie troupe. For relief from the mainly interior
scenes, shots of Karin and Raaz — whose name is changed into Raak - driving along
romantic coastlines in a sports car are interspersed, while Rist, in a dramatic climax,
commits suicide by driving his car over a spectacular cliff into the sea instead of shoot-
ing himself with a gun.

Production History

In April 1934, Karl Ritter travelled to Paris to recruit the ensemble for the film’s
French version (which at this point was not yet called Vers I'abime, but “Les isolés”).
Amongst others, he signed up Francoise Rosay, who, aware of Ritter’s reputation as an
anti-Semite, took him for their negotiations to a café well known as a popular meeting
place of Jewish émigrés and refugees. Sitting amongst German Jews she remarked: “I
thought I’d take you to a restaurant where you'd feel comfortable amongst your coun-
trymen.”33 Though Rosay is the biggest French star with whom Ritter returned to
Berlin, the others were no unknowns either — with the exception of Roger Duchesne
who made his first screen appearance in the part of Roll (Raak). The cast of the German
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version is headed by two of Ufa’s top stars, Willi Fritsch and Brigitte Helm. According
to publicity announcements both were looking forward to playing roles that would dif.
fer from the standard images that had made them favourites not just with German audi-
ences. Because of their presence, the film's budget was supported with 64.000 RM from
the “Star Reserve”, a fund established to ensure that expensive performers under excly-
sive contract to Ufa did not remain unused because low cost productions avoided them
for fear of exceeding their budgets. Otto Trefller, a distinguished member of the
Burgtheater-Ensemble, had previously played the part of the Ambassador when the
play received its Austrian premiere on March 1, 1934, in the Vienna Akademie Theater,
An actor, who made his film debut in Die Insel and went on to rise to considerable
prominence in German radio, theatre, film, and television is Giinter Liiders.

Set construction began shortly after the Board of Directors accepted the plans ang
authorised the film’s budget of 565.000 RM on April 27. Shooting in the Babelsberg
Studios started on May 7 and lasted until June 15. The next day, for the rest of the
month, a small team went to Dalmatia carrying out location work near Split and
Dubrovnik. Production reports appearing in the German trade press during this period
were usually praising the impressive sets constructed for the film. Those that covered
the picture’s content reflected what right-wing ideologues were expecting of it.
Seemingly trying to outdo each other in their praises of the ideological spirit of the cho-
sen subject matter, their contributions exposed the closeness between the bombastic
language of National Socialism and that of the similarly heavy patriotic fervour of the
German Nationalists. In the trade paper Film-Kurier, one author enthused about
Goebbels as “carrier of light of the German film industry” and praised the “old fighter
for German film” Karl Ritter as being exactly the right man for this particular subject,
before coming to the conclusion that Die Insel reflected the

civil fight for one’s own nation - presented from the perspectives of both [the host
country’s and the Embassy’s] sides, it is ethically rooted in a military understand-
ing of manhood, honour, esprit de corps, highest discipline, strict service. [...] The
national concept of honour in general is anchored in the heart chamber of this
film subject.34

In spirit and tone there is no difference between the hollowness of these overblown
statements and those that appeared in the Kinematograph, which belonged to the
Hugenberg concern and as such was close to Ufa:

Like an island, the Embassy is surrounded by alien ideas, customs, different percep-
tions of race. [...] Sticking together is the highest duty of this Embassy. Personal
experiences and feelings have to be subordinate to the thought and well-being of
the nation, the state that is represented. No matter what conflicts arise amongst the
Embassy personnel it is necessary to pull oneself together, the iron principle
applies “Do nothing for yourself, everything for your country.” The dramatic events
of the film are the result of the clash between personal desire, still dominated by
egotistical ideas, and the all-embracing idea of the home country’s well-being that
demands big, inner sacrifices.35

As Karl Ritter (who, in 1933, used to appear in SA uniform on the set) and designer
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Benno von Arent (who, two years later, was awarded the title Reichsbiihnenbildner —
Set Designer of the Reich) were well-known, established members of the NSDAP, it is no
surprise to find amongst official visitors of the production Gruppenfiihrer Sepp
Dietrich — the Commander of the Leibstandarte-SS Adolf Hitler responsible for Hitler’s
personal protection.36

The film’s official opening took place on August 30, 1934, at Ufa’s most prestigious
cinema in Berlin, the Ufa-Palast am Zoo where it ran for sixteen days. The pompous
right-wing vocabulary cited above is totally absent from the dozen reviews available for
this analysis. With few exceptions, the critics praise the film but also note the implau-
sible elements found in the plot and the character of Rist (all of which they attribute to
the script and the original play). Several regard the dominance of the dialogue as an
innovation to be welcomed; others criticize it for not being filmic enough. While there
are mixed reactions to the two stars Brigitte Helm and Willi Fritsch, Otto Trefller and
Francoise Rosay are generally showered with praise. During opening night, one of
Rosay’s scenes was spontaneously applauded. According to these reviews, the Berlin
premiere was a great success. The same was reported about the film’s openings in Paris
(“Grofer Erfolg ‘Die Insel’ in Paris”)37 and Vienna (“Die Insel’ in Wien erfolgreich”)38
where it ran in six cinemas simultaneously. On the other hand, the film’s title does not
appear in an extended note about Ufa-successes, published in Lichtbild-Biihne on
September 26. A day prior to this announcement, Ufa’s directors had accepted a sugges-
tion put forward by the Head of Distribution, to add a subtitle to the film’s credits, “Der
Fall des Hauptmann Rist” (“The Case of Captain Rist”). The idea to highlight the crimi-
nal and judicial elements of the plot signals an attempt to attract a wider audience to a
film that had been deliberately marketed as a prestigious National Film, but as such was
apparently not doing too well at the box office.

The Two Versions

In many ways, similarities between Die Insel and Vers I'abime confirm the findings
of other researchers who presented their findings on MLVs at the first Gradisca Film
School.39 The German and French versions have the same plot, same sets, same camera
placement and movement, and (with a few minor exceptions) the same scene dissec-
tion. The timing is roughly the same with the exception of exterior shots. Three major
parts are played by the same actors in the German and French versions. Brigitte Helm is
Karin/Karine, the Ambassador’s niece, Frangoise Rosay the night-club singer
Silvia/Sylvia, and Andrews Engelman a blackmailer, referred to in the script as “the
Man with no Name” (“Der Namenlose” in German, “L'Inconnu” in French). With the
exception of a card player in a smaller role, and a number of extras in walk-on parts, all
other actors are different in the German and French versions. Ufa certainly adhered to
its principle of trying to appeal to individual national tastes by casting well-known
stars as well as established character actors not just in their German version. At the time
they were signed up for Vers I'abime, Raymond Rouleau, Thommy Bourdelle, Pierre
Magnier and Henri Roussell were already well known theatre and/or film actors in
France and popular with their French audiences.

However, the physical similarity between French and German actors in the same part
is not as prominent as it is commonly assumed in MLVs. For instance, the senior diplo-
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mat Squeelen (played by veteran French actor Pierre Magnier) presents an older ang
much wiser Counsel than his German counterpart played by the younger, arrogant
Hubert von Meyerinck. On the other hand, there are no differences when it comes to
the representation of the social position held by each character within the hierarchical
structure of the diplomatic service. In their role of ambassador, both actors, Otto
Trefler and Henri Roussel convey the idea of respectability. In their physical appear-
ance as well as in their diction both are figures of authority. Heinz von Cleve and
Raymond Rouleau play Captain Rist, the Military attaché, in the same way in the
German and French versions, but there are minor variations in the script that shed a dif-
ferent light on their individual characters. For instance, when Karine talks to the
Captain during the reception in the Embassy and tries to boost his morale, Rist’s over-
emotional response in the French version, makes him a whimpering character feeling
sorry for himself. He seems to seek both comfort and reassurance by appearing
extremely bitter about his lack of fortune, and by telling Karine that he has lost his par-
ents (a line that is not in the German script) and does not have many friends. When
Karine replies that, Roll in his shoes, would probably cheerfully say: “La fortune sourit
aux audacieux” (Wealth comes to those who are bold), the morose Rist rather sullenly
replies: “C’est ce que disent les gens qui ont de la fortune” (That’s what rich people say).
In Vers I'abime, this rather cynical remarks about the rich and the weak are not the pre-
rogative of the military attaché. Commenting on Karine’s attraction to Rist, Squeelen
had said earlier: “Se pencher sur les faibles est un luxe que les forts aiment a s’offrir”
(Devoting oneself to the weak is a luxury only the powerful can afford). This line does
not appear in the German version.

Interestingly, in the German version the remarks made by the Minister of the foreign
country and the tone in which he addresses the police inspector Acunto are far less
authoritarian than in French. The Ambassador of the former seeks advice from his
Embassy staff, and even offers the trade attaché money to cover the cheque, something
his French counterpart does not do. The German Bank Manager is also more under-
standing and far less sombre than his black-cladded French colleague. All this con-
tributes to the impression that the higher ranked people in the German version are
more likely to consult their subordinates when making decisions than those holding
power in the French version — an observation that goes against stereotype conceptions
of the “authoritarian German.”

Among the minor variations that may be attributed to national differences are the
physical postures adopted by a particular group of people. Recalling Congress Dances
and the contrast between the disciplined Germans in the servants’ headquarters and
the more relaxed and motley group in that film’s French version,4° the members of the
Embassy staff in Die Insel appear also to be far more disciplined in the German than in
the French version. The posture of the Germans is considerably stiffer, their attitude
more formal than that of the French staff. This is particularly evident in the scene in
which the Ambassador confronts his senior colleagues with the forged cheque. Even
though the French and German actors occupy exactly the same position as the group
enters the room, the body language is different. The French diplomats move their hands
and heads, and their Ambassador even folds his arms in the course of his stern address,
while the upright Germans remain almost motionless.

French directors working in Berlin have played down their role in adapting German
versions, but a close examination of Die Insel and Vers I'abime reveals interesting vari-
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ations showing that the work Serge Veber and his team did on the French version is far
from negligible. Extreme attention to the dialogues is not all that surprising consider-
ing that, in France, Thommy Bourdelle, Henri Roussel (alias Henry Roussell) and
Raymond Rouleau were not only famous actors in both, theatre and film, but also
enjoyed careers as film director and/or as stage director as well as scriptwriter. The use
of puns and play on words in the French dialogues of MLVs has often been commented
upon. Vers I'abime is no exception. In a scene reminiscent of the playful flirtation
between Christel, the glove-seller and Pepi, her admirer in Congress Dances, Roll (the
trade attach€) and Karine seem to be play-acting with each other through language. Roll
hopes that, by speaking in proverbs, he will successfully find his way to Karine’s heart.
When she does not reply to his offer to go for a ride in his brand new car, he says: “Qui
ne dit mot consent.” In their next scene together, he returns to the same linguistic
device, saying: “Un bonheur n’arrive jamais seul,” to which she replies: “Encore un
proverbe!” (Another proverb!). Roll, happily continues with a third proverb: “Jamais
deux sans trois.” His manner not only seems to have the desired effect on Karine but she
also begins to use proverbs when she talks to Rist a little later: “Votre ami Roll ne man-
querait pas de dire: ‘La fortune sourit aux audacieux”.”

These verbal exchanges with their emphasis on puns and play on words demon-
strate the extent to which Vers I'abime makes use of and relies on characteristics of
the French language. This becomes particularly evident in the scenes featuring
Frangoise Rosay. Whether in French, German or any other language, Rosay outclassed
the most beautiful actresses of her time with her wit. By recruiting her, Ritter could be
sure of a performance full of heart and wisecracks. The night-club hostess’ part of
Silvia/Sylvia gives her a golden opportunity to display her full talent through her
skills in the use of language. The most striking example is the scene in which she
exercises her wit at the expense of the police inspector Ascunto. The film also gives
her the opportunity to show her talent as a singer.4* Curiously, the chansons she sings
in Die Insel and Vers I'abime are different. In the French version, the lyrics give
Frangoise Rosay the opportunity to play — sensually — the part of the big-hearted night-
club hostess to the full, as she sings “Je donne tout ce que j'ai” (I give everything I've
got).42 For love, the singer is prepared to give body, heart and soul. To the “gentlemen”
in the audience, she seductively sings “I'll give all my kisses for nothing.” Even though
the music is the same in the two versions, in German, the lyrics and the theme of the
song are different. While the French lyrics suggest promiscuity, the German song
“Was weisst du von mir?” (What do you know about me?) focuses on a woman’s pains
of being in love with someone unaware of her love. Yet, Rosay delivers them in the
same provocative manner.

Whether in the German or French version there can be no doubt about the signifi-
cance of Rosay’s contribution to her part. Already in her forties, Rosay had the talent to
impose herself as a humorous and seductive presence both on and off screen.43
Arguably, her strength of character is more evident in the French than in the German
version. This becomes apparent in her exchange with the Bank Manager when she
insists that he honours the cheque for $6.000 and threatens to go to the press if she does
not get what she wants. After answering the telephone call from the Embassy, the Bank
Manager tells her that the Ambassador has asked to see her. She immediately turns all
smiles (same response in the German version) but quickly changes her attitude again
and says: “Si vous croyez qu'il me fait peur” (If you think I am scared of him...). The
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added repartee (not found in the German script) is short but her body langy,

A ges
even louder than words. When it comes to body language and repartee Rosay ipfaks
tainly in a class of her own. Y

While some performances and interactions between characters may be traceq bac
strong individuals, language characteristics and national temperament, others yr,,
ed in the personality of the actors or actresses, in age, appearance, physical atmcﬁg”ﬂl-
can even be influenced by the costume they are wearing. As has already been 0
tioned, the Minister of the German version is not as arrogant as his counterpart inTx '
I'abime when dealing with the police inspector (who incidentally smokes cigam:m
while his German colleague prefers cigars). He listens to him and even asks fq, he-,:
advice. This understanding between them and reliance on each other, however, stang,
in sharp contrast to the physical appearance and the traits the actor brings to the chy
acter. Played by Emst Rotmund, the Minister in the German version looks like a Latiy
American gangster boss. Dark, scheming, with a shifty look, he even goes so far ast
suggest that “the disreputable character who may be threatening the trade agreemen
should be eliminated.” No such a threats are made by Henri Bosc who plays the
Minister in the French version. He may be more authoritative during his exchange with
the police inspector, but in all other scenes, he is much more relaxed than Rotmund. H
always smiles even in the most serious circumstances, when, for example, the relation.
ship between the two countries is threatened because circumstances may force himto
refuse to sign the trade agreement.

Roger Duchesne and Willi Fritsch (who play the trade attaché under the name of Roll
in the French and Raak in the German version) may look alike but interact differently
with Brigitte Helm. Driving along a magnificent coastline in an open car Roll/Rak
interrupts the ride at a beauty spot where he intends to declare his love for
Karine/Karin. In this sequence (taken in one long panning shot) Brigitte Helm revealsa
slightly different attitude towards her two partners. At the opening of the French ver
sion, Duchesne helps her to climb up and across a rock overlooking the sea, then fol
lows her to a spot where she leans against a rock face and they both talk about theirrela
tionship. In the course of the conversation she moves towards an open space. Whenshe
tells him that she does not love Rist, he passionately tries to embrace her, but, aftera
brief hesitation, she rejects him. Freeing herself she pushes him away and runs off
screen, leaving him standing isolated against the background of the sea. The German
version uses exactly the same locations, but starts with a view of the open sea with
Helm calling from off screen (from the spot by the rock face) for Fritsch to join her. He
enters the frame from the same direction from where Duchesne had helped her clim®
ing across the rock, stops, and - after a short pause and a verbal exchange - joins her
where they have the same conversation she had with Duchesne. Learning thal
Karin/Helm does not love Rist, Raak/Fritsch also moves forward to embrace her. This
time the embrace appears to be more intimate and ends before she rejects him. The pris
tine print analysed does not contain a splice between this and the next shot that might
indicate that the cut at this point was not in the original release print. The personal el
tionship between Brigitte Helm and her German and French partners seems to hatt
been similar to that between Lilian Harvey (as Christel) and Willi Fritsch and Hea"
Garat (as Tsar Alexander) in the German and French versions of Congress Danff{]“
both cases the leading lady seems to have had a stronger rapport with Fritsch than ®
her French colleague.
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Different interpretations of the roles

Variations in personal relationships between an actress and her partners?

1. Shot opening

French version

(Brigitte Helm & Roger Duchesne)
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German version

(Brigitte Helm & Willy Fritsch)
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2. Bodylanguage and Personal Relationships

65



HORST CLAUS, ANNE JACKEL

}

?n.rr-m | — .., i ted s -~ - u—

. ”.fu.u.mfx ;/,W//m t\;“..,.x 2 \m_ v. " !
W p TSN PR Y ] Y

ol i LRSSV WSS
i, AR : : WO

I PR A
B S P ak
L PN - > 1

Final frame: An embrace

3. End of shot
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Final frame: Roll left alone

End or beginning of an intimate relationship between Karine/Karin and Roll/Raak?

Ginette Vincendeau’s assertion that “the ideal actor in MLVs [is] an unknown, some-
one who [can] be easily moulded”++ does not apply to Roger Duschesne in this film.
Although the part of Roll represents Duchesne's screen debut and Pierre Cadars
describes him as “a dynamic young sporty actor in the Willi Fritsch tradition,™s his per-
formance is quite different from that of his more famous German alter-ego. His inter-
pretation of the character in the first part of the film (where he plays a seductive light-
hearted playboy) is quite at odds with the tragic persona he becomes after making his
decision to leave the Embassy. At first, his constant use of proverbs reinforces the
impression that the trade attaché is a joyful and carefree character. Roll openly admits
to Karine that he is “léger,” someone who does not take things seriously. That his rela-
tionship with Karine starts on such a light tone makes it particularly difficult to accept
his complete change of character by the end of the film.

Versions in the Political and Social Context of Their Time

As far as national issues are concerned, both, the French and German versions, offer
the same general perspective and stand for the same moral and social values as the play,
despite slight differences in emphasis and presentation between the German and
French versions. Most prominent are the military standards and ideals of honour, self
sacrifice and solidarity as expressed by the Ambassador in his long address to his senior
staff (in which he asks the guilty individual to step forward) and in their response to it
(as they, one after another, come forward to express their solidarity). Concerns about
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war and peace are articulated from a conservative perceptive. The scene whe, th
Ambassador and the Minister of the foreign country discuss the urgency of signing lh:
trade agreement is particularly interesting as the two men insist on alternating yh,
words “peace” and “war” in their conversation. Other shared values and concem
include a combined sense of isolation and superiority in the small - and stifled - cop,.
munity of the Embassy, the mistrust and even fear of foreigners along with a loy,
esteem for people from a non-aristocratic background. Talking about Raak not adhering
to the Embassy’s rules of etiquette Squeelen, one of the senior diplomats, condescend.
ingly remarks to his colleague Hollen: “What do you expect? He comes from a mer.
chant background. Thirty years ago, his father was serving behind a counter.” The fact
that, through hard work, the trade attaché and his father are financially far better off
and have managed to reach a higher social position does not alter the aristocrats’ low
opinion of people who cannot point to a long and established family background.

Given the time of the production, any reference to financial scandal must have had
a deep resonance with the French team before and at the time of shooting Vers I'abime.
1934 is a year of political and financial scandals in France. Among them, the Stavisky
affair brings about a real paranoia against Jews and foreigners in general. Anti-
Semitism raises its ugly head not just in Germany. In the world of cinema with its
small production companies and its various (often illegal) ways of raising money it is
fuelled by the bankruptcy of Bernard Natan. Several companies stop production (Osso)
or go bankrupt (Jacques Haik’s company); with debts to the BNC, the group Gaumont-
Franco-Film-Aubert (GFFA) finally goes into liquidation in July 1934.46 Following the
February riots when right-wing extremists walked on the French Parliament, French
exhibitors received a note from the Police (dated February 17, 1934) instructing them
to stop immediately any projections portraying politicians or civil servants in a man-
ner likely to provoke disorderly behaviour.4? In Die Insel, there is a line when the
blackmailer says to Rist: “Charakter und gesunde Finanzen vertragen sich ausgezeich-
net” (Bad character and solid finances go well together). It is probably not by accident
that this line does not appear in the French version. On the other hand, Vers I'abime,
contains a short tirade with which the money-lender reacts to Rist’s request for a loan
of $6.000, displaying a mixture of bitterness and self-pity that are absent from the
German version.48 In physical appearance and acting Lucien Dayle and Aribert
Wischer as money-lender are quite different, but, in the way the former explains his
position, he almost seems to ask for compassion: perhaps a nod to social and political
events in France at the time.

Such minor differences do not affect the films’ general point of view. All foreigners -
including the Minister, the Inspector, the Banker and the Money-Lender - are not
defined enough to attract sympathy. Even when the slight variations between the
German and French scripts are taken into account, the mistrust of foreigners is clearly
established right from the beginning. Introducing his niece to her first big, official
reception the Ambassador expresses strong feelings about the Embassy being an isolat-
ed piece of home land in a foreign environment:

Fiir mich haben solche Abende nichts Neues. Ich fiihle an ihnen nur stirker, dass
wir nicht in der Heimat sind. Alle Leute, die heute kommen, sind Fremde. Fremd,
wie das Land in dem wir leben. Wie auf einer Insel im Meer.

(For me, these evenings are nothing new. On these occasions I realise even more
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strongly that we are not in our home country. All the people coming today will be
foreigners. They will be as foreign, as the country we live in. Like an island in the
sea.)

In the French script he says:

De pareilles réceptions sont plus délicates que I'on ne pense. Tous ces gens-la nous
observent, nous épient, aux aguets de la moindre faute que nous pourrions com-
mettre. Isolés parmi eux sur cette terre étrangére, nous devons veiller a ne préter le
flanc a aucune critique.

(These receptions are not as simple as they seem to be. All these people are watch-
ing us, waiting for us to make the slightest mistake. Isolated among those people in
a foreign land, we must be careful not to do anything that could lead to criticism.)

The offensive reference to foreigners in the context of the reception may be unex-
pected, but the message is clear. This blatant dislike of foreigners brings to mind French
attitudes of the period. With a rapid deterioration of France’s economic situation, a phe-
nomenon of rejection had developed, encouraged by right-extremists and occasionally
as well by the left. “The pejorative term météque (designating vaguely people of
Mediterranean origins) begins to appear more frequently in written articles, along with
the potent suggestion of a ‘foreign invasion’.”49 Film émigrés become the subject of
increasingly organised hostility from the disenfranchised sections of the French film
industry. In May 1934, the Minister of Justice Chéron gives instructions to reject any
interventions in favour of giving French nationality to foreign filmmakers and Adrien
Marquet, the Employment Minister, announces that work permits will no longer be
issued to foreign filmmakers. Many decide to move to America. The grievance against
this “foreign invasion” is economic but also, as Pierre Billard argues, “moral and cultur-
al.” Allowing foreign input into the creative process means that “the language, the
ideas, the customs, the sensitivities of a nation are taken over by people who don't
belong and do not share this national heritage.”s° In 1938, Serge Veber echoed these
grievances in an article entitled “Le cinéma frangais aux Frangais” published in Pour
Voussneering: “Come in, please, do come in. Invade us. There is enough room for every-
body. I know perfectly well that it is human to welcome émigrés, these poor devils, and
that we cannot blame them for seeking to find a home. But, for goodness sake, let’s look
after the French first. We've got our own poor, let’s not forget it.”s* For the French
author and co-director of the French version of Die Insel (who in 1930 had worked at the
Paramount studios before moving on to Osso Films and, from 1932 to 1935, to Berlin) to
express such an opinion without realizing the contradiction of his own position is not
without irony. His public rejection of foreigners in these terms says much about the
atmosphere in the French film industry on the eve of WWII. That the film historian
Pierre Billard finds the tone Veber used to express his rejection “moderate” for the time,
gives some indication of the rapid deterioration of French attitudes toward foreigners
in the second half of the 1930s.

Xenophobia, of course, was not limited to France. In Germany (where German citi-
zens of Jewish descent were viciously persecuted as aliens) it was rampant. Reacting to
a highly visible political murder of the time, the film contains what appears to be a last-
minute alteration and addition to justify the National Socialists’ disregard for the legal
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process as well as the ruthless brutality with which they were ready to eliminate evey
their own supporters if these were considered a threat to the regime. When Raak,
towards the end of the film, says farewell to Rist while the two men walk amongst palnm
trees along a quayside before he returns to his home country by boat, the German ver.
sion contains shots made with the help of background projection rather than on loca-
tion. These are not found in the French version. Neither is a key statement with which
Raak rejects Rist’s attempt to justify the Ambassador’s refusal to start an enquiry into
the forgery of Raak’s signature (and with it the possibility of a proper legal trial of the
person responsible): “I don’t see why [the Ambassador acted the way he did]. I want the
truth. I don’t want to be with people who hush up a crime and let others suffer. I expect
of a superior that he exposes a crime with absolute candour, and is strong enough to
deal with the consequences.”

Location shot:
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Raak: Jetzt wird mir der Abschied doch
schwer, Rist.
(Saying good-bye is difficult after all, Rist.)

Back projections

Raak: Nein, Rist, das sehe ich nicht ein. Ich
will Wahrheit.
(No, Rist, I don't see why. I want the truth.)

Rist: Ich habe noch eine Bitte, Raak. Denke
nicht ungerecht iiber seine Excellenz. Er
musste so handeln.

(One last request, Raak. Don't be unjust
towards his Excellency. He did what he had
to do.)

: .j‘:.".‘ pr i asionn e
Ich will nicht da bleiben, wo man ein Ver-
brechen vertuscht und einen Unschuldigen
biilen lisst.

(Idon’t want to be with people who hush up
acrime and let others suffer forit.)
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Ich verlange von einem Chef, dass er mit
riickhaltloser Offenheit ein Verbrechen auf-
deckt und dass er stark genug ist, die Folgen
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Rist: Vielleicht war das Verbrechen gar kein
Verbrechen. )
(Perhaps the crime wasn't really a crime.)

zu meistern.

(I expect of a superior that he exposes a
crime with absolute candour, and is strong
enough to deal with the consequences.)

Location shot

Raak: Das sagst du. Du nimmst einen Mann
in Schutz, der einen Scheck filscht, um
seine Spielschulden zu bezahlen?

(Is this really you speaking? You are protec-
ting a man who has forged a cheque in order
to pay off his gambling debts?)

Rist: Ja, Raak. Vielleicht musste auch er SO
handeln, weil er etwas Gutes gewollt hat.
(Yes, Raak. Perhaps he too had to act in this
way because he had good intentions.)

The argument presented and the resolute tone in which it is delivered echo Goebbels’
and Hitler’s attempts to justify the murder of one of the Fiihrer’s closest allies, the head
of the SA Ernst Rohm. At the time the production team of Die Insel was working on
location in Yugoslavia, long raging tensions between Hitler and R6hm (one of the few
people with whom Hitler used the informal address “Du”) were coming to a head
because of the latter’s insistence of having the Storm Troupers incorporated into the
Reichswehr — a notion rigorously resisted by the military establishment. Anxious to
win over the support of the generals in order to consolidate his power, Hitler tried to
settle his disagreements with Rohm. When these attempts failed he decided to seize the
opportunity and rid himself of the left-wing activists of his party. On June 30, 1934, he
personally travelled to Bad Wiessee in Southern Germany where the SA leadership
were on holiday and had his former comrade in arms arrested. Two days later a pistol
was placed in Rohm’s cell. Told to “do the honourable thing” he refused to commit sui-
cide and was subsequently shot. During the purge that followed, a large number of lead-
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ing SA men and people with (real or imagined) links to them were executed withg:
trial. Goebbels immediately put his propaganda machinery into action claiming Hitle
had come to Germany’s rescue by ridding the country of dangerous Bolsheviks who hz2
planned to overthrow the government. On July 3, the Cabinet passed a law stating that
the measures taken on June 30 and July 1 and 2 against persons guilty of high treason
constituted a response to a state of emergency and as such were in accordance with the
law. At the time the events of the so-called “R6hm-Putsch” (also known as the “Night of
the Long Knives”) took place, the location-shots for Die Insel were already “in the can.”
Given that the call for strong leadership and decisive action resonated not just with
Ufa’s conservative Board of Directors and National Socialists like Karl Ritter on their
payroll but also with wide sections of the German public, it is likely that these changes
— minor as they may appear to be at first glance — were made in response to Hitler’s
speech to the Reichstag on July 13, in which he justified the murders by stating
amongst others: “If someone wants to accuse me of not having followed the proper
course of law, I can only say: In this hour I was responsible for the fate of the German
Nation, and therefore the German People’s supreme judge.”s2

Speculation about possible references to the political and social climate of the time
apart, in a strange way, nor Die Insel neither Vers I'abime present the joint departure of
Raak/Roll and Karin/Karine for home as a conventional happy end for the lovers.
Visually there is an atmosphere of doom hanging over them that raises questions about
their future, not only about their life together but also about their prospects in the
world they will live in. A certain degree of ambivalence in the film and the ambiguous
ending may suggest a move, however hesitant, towards modernity. Ginette Vincendeau
argues that “one aspect of French and German narrative plotting that would have
meshed perfectly is ‘the myth of departure,’ the dream of escape from a harsh reality to
an idealized otherwhere.”s3 Three characters in Die Insel leave a past which has been
exposed as morally or socially false. Rist, like so many fallen heroes of the period, com-
mits suicide. For the trade attaché and Karin, the ambiguous ending does not suggest an
escape to “an idealized world.” The social reality is not harsh, not for them and not for
the stifled community at the Embassy. Yet there is no happy ending for the two lovers.
Going home is not a prospect they seem to relish.

No “happy end”: Karine/Karin and Roll/Raak returning home

French version German version
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What are they thinking?

Holding hands, but avoiding The touch of comfort
his gaze

By the mid-1930s in France, many films featured high-society, exotic and cosmopoli-
tan settings such as casinos but they also had scenes in cafés and bal populaires.
Contrasting the former (and their upper-class perspective) with the latter (and their
appeal to popular audiences), Ginette Vincendeau contends that “the presentation of
night-club and casino scenes in the 1930s French films, whatever their genre (and
whatever their narrative resolution) served to consolidate, by contrast, a sense of
national identity for their popular audience.”54 The popular milieu is totally absent
from Ufa’s national film project Die Insel. For the French, economically, the MLVs may
have filled a gap by providing employment for film personnel, but culturally, audi-
ences needed more than films endorsing the values of the past. They needed some-
thing that conveyed a sense of identity. As noted by Pierre Sorlin, they soon found it in
anewly emerging French national cinema more in touch with the issues of the day.55
The film’s roots in pre-WW I values and ideals, its distance to ordinary everyday life as
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well as its ambiguous ending almost certainly were the decisive factors why Die Inse]
did not “click” with German audiences either — in contrast to the production team'’s
earlier Hitler Youth Quex which successfully had captured the mood and appealed to
the idealist imagination of wide sections of the German youth.

Conclusion

Assertions about what constitutes a “national film,” a “European film” or a
“Hollywood film” can be “strengthened by nuanced micro-historical analysis which is
as alert to the specificities of individual case studies as it is to the shifting institution-
alised frameworks of industrial practice.”s® Despite Ufa’s aim to make a “national film,”
Die Insel is best described as a European film in two different language versions.
Variations exist but their impact is not sufficient enough to affect the realisation that,
not withstanding the language and the nationality of the actors, Die Inselis not partic-
ularly German and Vers I'abime not particularly French. It is difficult to see how either
version can - as the term “national film” suggests - “function as a cultural articulation
of a nation.”57? When the film does construct a series of relations around the concepts of
“the national,” the values it proposes are those of an imaginary historical past, imbued
with nostalgia for military values and imperial grandeur.

In an essay on culture and class in France in the 1930s, Rosemary Chapman offers the
following definition of national culture: “Culture as a guarded tomb, or culture as a
temple to which only the initiés are admitted. The culture of the dominant class is a
potent means of self-justification, demonstrating the rightfulness of power structures
and the naturalness and necessity of bourgeois ideology.”s8 This definition perfectly fits
the ethos of the Embassy, a community built on myths of grandeur and loyalty, the
necessity of collective solidarity for the purpose of maintaining social order, a commu-
nity steeped in the values of the late 1gth century. It is only within these parameters that
Die Insel fulfils Ufa’s intentions as “a national film for nationalists all over the world.”

Quoting the Czech film historian Karel Smrz, Petr Szczepanczik, argues that MLVs
represent “the beginning of a new period of film internationality.”59 In the same vein,
Malte Hagener asserts that “MLVs [...] form a transnational and truly European film his-
tory which remains as yet to be written.”6° That Die Insel belongs to a truly European
tradition is beyond doubt, but it is a tradition deeply rooted in a mythical past. As far as
Die Insel and Vers I'abime are concerned, their internationality is one clinging onto an
era gone by. If the two versions can be considered as a metaphor for Europe, it is that of
a Europe built on values no longer applicable at the time of their making.
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UN ET TRIN: LES VERSIONS MULTIPLES A LA CINES SELON PITTALUGA

Luca Mazzei, Universita per Stranieri di Perugia

La storia non conosceva sino ad oggi industriali di talento: é giunta I'ora degli industriali di
genio che sanno dare corpo ad una grande idea animatrice, animando le cose immani da essi
create secondo un entelécheia perfetta.

Eugenio Giovannetti

La renaissance d’'un cinéma national, liée aux efforts de la Cines, était au début une
chose beaucoup plus sérieuse de ce que nous étions disposés a admettre. La voyant
aujourd’hui, dans la profondeur d’une perspective, la figure de I'industriel Pittaluga,
dont les efforts demeurent inséparables, s’éléve a nos yeux comme celle d’'un courageux
et avenant créateur. Avec des critéres encore peu surs et a travers des erreurs, Pittaluga
allait vers une idée vivante de la production et finirait par donner au film un élan irré-
sistible. Grice a lui, la Cines était redevenue un centre productif trés organisé, a la hau-

teur de I'époque; et I’élan donné par Pittaluga se prolongea pendant quelque temps a tra-
vers ses successeurs immédiats.*

En avril 1937, 'aventure des studios Cinecitta a peine commencée, le théoricien et cri-
tique Eugenio Giovannetti, dans le Cinegiornale romain, commémorait ainsi, avec nos-

talgie, le producteur italien le plus attendu, hai, acclamé, contrélé, contesté pendant les
années difficiles du cinéma national.

Rarement une nécrologie fut-elle plus juste.

Pittaluga en effet, cela est certain, avait une idée trés personnelle de la gestion de ses
sociétés, idée qui se différenciait des conseils méthodiques de la nouvelle presse spécia-
lisée italienne en ascension, et qui s’éloignait aussi des lignes directives adoptées par ses
collegues des maisons concurrentes. Probablement tant pour une question d’origine
que pour des questions de théories implicites du commerce idéal.

1l film é I'arte moderna atta ad avvicinare sempre pii
i popoli fra di loro,

e 'esercente cinematografico é il suo vero araldo.
Stefano Pittaluga

On sait, en effet, que le producteur chanceux, envié par tous au début des années 30,
avait été, quelques années auparavant, un commergcant génial et brillant. Et méme au
moment de sa mort, survenue soudainement le 5 avril 1931, le nouveau producteur de
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ducteur du monde curopcen - horizon a travers lequel son activité de commercant se
déplaca librement - jusqu'a l'univers trans-océanique, immense espace, ct pour beau
coup moralement inacceptable, ou Pittaluga en revanche se deplagait désormais avec
une extreme desinvolture.

Contrats, visites, observations attentives: cette predisposition a l'internationalisme
ou, si I'on veut, a un certain inconscient “novecentismo™ militant, donna ses fruits les
meilleurs pendant la periode d'or de la production Cines, des annces que je n'hesite pas,
avee Giovannetti, a ¢tendre de la réouverture des studios rue Vejo (fin 1929/debut 1930)
jusqu‘ala gestion complete de son premicr successeur improvise, le *faible™ et pourcela
encore pilmlugmcn (et Ies films produits durant cette periode le demontrent, La segre-
taria privatad ‘Alcssandrini en tete) commendataire Fedrazzini, qui fut ala tete de l'en-
treprise dumai 1931 aavril 1932,

Pour mettre en lumicre cette double presence du Pittaluza distributeur dans Factivite
du Pittaluga producteur, il suffit de penser a la gestion methodique des sortics, toujours
temporisces par un calendricr de “paquets™ bien confcctirmr*" initiative avee laquelle il
rationalisajusqu'al'extréme la distribution des pmdmt zlamaizonromaine (et en Nalic
il fut le scul); encore, il suffit de s'adresser par exemple a la constante refTrence de sa pro
duction - méme des “courts” - a des modeles internationaut: la reicrence ici ost la Revue
Paramount, source presque cvidente de "sa” revue Cines (sur foi des articles publicitaires
publics par les deux maisons dans la revue italienne Cinema Tealror presgue une guerre
combattue d'une page a l'autre),} méme s'il faut dire quez [z clichs amsricano parisien
sembla plusicurs fois avoir ¢te surpassc, surtout en vertu des asteuss do talent, comme
Falconi et Tofano, et des magiciens du montage comme Serandrel.

Il faut penser ensuite, toujours a propos de Ly double presence dans une meme per
sonne du producteur et du distributeur, au role des chiffres ostentatoires entre ampere,
watt et volt, relatives aux volumes de puissance des plus importants studios europeens
¢t américains de la période, chiffres repris et en boane pastic depassdes au printemps
1930 par ceux des nouveaux groupes clectrogenes de la Cines, capables de fournir la
Jumicre, disait on, 3 une ville de 100.000 habitants (et ¢ce tut mame [ Rivista Cines a
annoncer la nouvelle, 2 voix plus haute de n'importe quel autee suppost puhl citaire).4

Et encore, 3l ne faudrait pas oublicr les rangées de filles sourtantes et dansantes dont
furent envahis les <ets de Ia prrmuu Cines, chore afaphics feminines trop pmchm
pour n¢ pas noter Ja ressemblance, 3 celles des films americains, ou aux du.(m geome-
trigues ¢t modernes de nombreux shorts Cines Pittaluga, films qui semblaient vraiment
vouloir ce mesurer 3 PAmeérique ou, micux encore, d ce simulacre d'Amerique moderne
que furent les spectacles de Broadway repris et assimiles 2 Pintéricur du cinéma
d'Hollywood...

L'uvomo dell'organizzazione teenica cred dapprima lo spieito ¢ poi lo veste di membra. Fcco
Iindustriale diventar artista arditissimo, il pita michelanziolesco dei creatori
Eugenio Giovannett

Commergant, distributeur, producteur. I‘ilnlum en 1930, ctait deja aux yeux de taus
un ct trin. La trinite cependant ne cache jamais de facto la divinite. Sans le dévelog ppe
ment, dans la derniere, d'un entelecheia, on peut difficilement la reconnaitre comme
telle. Le producteur complet risque dinsi de tomber de sa touren demontrant d'ctre <im
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plement trifide: un industriel illégitime, hybride, dont les ambitions se perdent dans s
fortes tares genctiques. Le sujet est connu: les revues “blasettiennes™ en furent long
temps des témoins aguerris ct, il faut admettre, méme de scéricux supporteurs. Pittaluz,
n'aurait jamais pu étre “producteur” justement parce que trop commergant ¢t surtoyt
parce que trop “distributeur”.

Les preuves etaient d'ailleurs sous les yeux de tout Ie monde: le rapport d'amiti¢ com
merciale avec I'ennemi américain, 'hostilite au contingentement en faveur d'une ris
tournc sur I'impot du trésor public et surtout I'accord curopcen presumé, dont
Pittaluga fit la publicit¢ en mai 1927 a travers l'intermediaire des tribunes de la revee
Der Film, une entente qui selon Pittaluga aurait du deboucher (et en furent témoin sgs
choix successifs) sur la production de quatre vingts films repartis ainsi: chacun entre
productcurs allemands, frangais, italiens ct anglais; une position qui, en revanche, fut
interprcté par les détracteurs de Pittaluga « sculement comme un accord repm..:fr TH
la distribution réciproque de vingt films produits singulicrement par dos sociitds
situces dans les quatre pays interesscs.

Le brouillard se dissipa en bonne partic, on le sait, entre fin 1525 et
lorsque la SASP, aprcs unc forte restructuration interne, un teavail qui ;...s:.: dz maniz

g ¥

re assez ¢vidente méme les studios de Via Vejo, transformes en pou dz mois en mods

dzbut 1937,

nes ¢tablissements sonorcs, réouvrit les battants. Dans le programme difitsz a lecay
sion de I'inauguration officiclle - qui n'est pas vraiment le programms inital, paree
que, sur les modalités de la réouverture de la Cines, Fittaluza proposa suzcesiivemeny
différentes versions, toutes ccartdes du cours pratique d'entreprise (3 dans uns Coeol

Avo o

les-ci on parla méme de I'arrivée imminente de Carl Theodor Dreye
film en costumes d'époque romaince chreticnne Le Catacombe)i - 0n 1
film, In silenzio, tiré d'une nouvelle de Luigi Pirandello dontausaiters produizun
tion en franqais pour le compte de la maison Vandal et Delac a F.m : ;.f.:. af
par Monsicur Jean Cassagne qui s¢ trouvait deja d Rome depuis qualyuss jouss

accords opportuns.® Et on ajoutait:

v T
E";

'n swym ol v . -y
N grandioss Masna

Pendant la prochaine saison estivale sera mis ca seéne e til
en version italienne, frangaise ¢t allemande: pour L '.:r\:u y £ '",-.: seCes ;' 1225 €1 2
¢1¢ signé le contrat avee Ja maison '..m:!n'ct Ih!u ds f.‘ 5 a version aliz
telefilmpour
la Pologne, Ia Tduws!m.rquw ¥ unmhc-. 1: Hur! sric, I: Roumar i, b Greee,
Turquie, la Belgique, Ia Suisse, 1a Hollande, 1y Sucde, la Nosvese, by Danemars, D
Finlande et les états baltes.

Le film sera toujours mis en scene par le directeur italien qui sera le coordinateur ds
toutes les versions, engageant J ses cotes des collaborateurs du ;‘-n s interesse qui
lassisteront ¢n ayant une attention particulicre pour les dialogues des artistes, etc.

La Cines annonce le prochain tournage d'un autre film, Figlia di Re, avec laco par

ticipation de Soci¢tés €lrangéres, et avee une mise ¢n scene imposante, Trois ver
sions sont déja assurdes et on espere pouvoir en faire une en anglais aussi.

Dans le but d'cévaluer comme il faudrait le travail productif de la Cines, il faut const
derer que, outre les versions indiquees ci dessus, de chaque film sera Qite lyversion
internationale sans dialogues et avec des effets sonores ¢t musicaus, version utile 3
la programmation dans tous les pays sans distinction.

r
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En outre, il scra présentc une ¢dition muette avec des titres pour les pays qui n'ont
pas un cincmatographe ¢quipc du sonore.[...]

Lexposition du programme de la Cines-Pittaluga se conclut avec une explication a
propos des systemes de synchronisation.

Chaque film cn effet, en plus de la synchronisation sur pellicule, sera presente
ensuite avec la synchronisation enrcgistree sur disque.

Par conscquent, pour chaque film, les établissement Cines devront faire au total dix
(cn réalite neuf versions): cing sur pellicule et cing (en realite quatre) sur disque

La grande attention de Pittaluga aux nécessites dis tributives, cest-a-dire au debouche
sur d'autres marchcs qui a lui seul - on pensait = durait pu garantir une solidite a l'in-
dustric cincmatographique “lourde™ (unc industric, c'est-a dire, aux €quipements et J
I'entretien coutcux comme c'ctait la Cines), se mariaitici, depuis le debut, avec la neces:
<ité¢ d'adjoindre a la production internationale preécautions et attentions relatifs a Fim:
mense varicté d'équipements techniques de Pactivite: de ce fait, des salles €quipecs
“cound on disk™, des calles cquipées “sound on film®, des sallss avec des projecteurs
mucts. Retouche lui aussi en bonne partie, ce programme officielse presentait en outre
- on dirait aujourd’hui apres coup — comme une explicitatinn tncoatsstable suivant
précisément la ligne industriclle pittaluguienne.

Nous parlions de retouches. Dans la pratique, en eftet. depuis [= dsbut disparurent
non sculement les deux kolossal Ave Maria et Figlia di Re, rmi: aussi lss esporees ver
sions anglaices (a cause de absence du partenaire, qui sans doute devait corre spondre
a la BPI), tandis que I'on <2it bien peu des versions “Sound oa disk”, dz celles muettes
(avec Iégendes) et de celles “internationales™ (cest-a dire sans [egendes et pounvues uni
quement du sonore ¢t de la musique).¥ Certaines recherches effectuses sur les exem
plairesdes documentaires Cines Campo Dux -l Duce teaavanguasdistie balitlhyallo sta
diodel Campo Dux d'Alessandro Blasetti (1930; mu384) et [ Ducea Villa Gloz, ;‘:L.t cre
aussi de Blasetti (1930, m. 438), les deux réalisés durant les tous premicss moisde lapro
duction Cines Pittalupa, semblerent démontrer La volonte de produice desversions avec
bruits et Jégendes, et semblerent aller dans 1 meme direction un parazraphe du long
reportage sur le tournage de In silenzio écrit par Umberto Paradisi le 23 300t 1930 pour
le Cine gazzettino,? et un catalogue de la SASE public toujours sue le Cine gazzettino, le
3 janvier 1931; ce dernier parlant clhirement d'une *version internationale sonore”™ de
Resurrectio ¢t d'une version “internationale” de La stella del cinema et de Terra Madre,
films tous les trois déja réalisés ou en réalisation aupres des studios de Via Vejo.!? En
revanche, de cette liste de 1931, disparait toute référence J ces versions de La canzone
dell'amore, un fait qui laisse encore plus dans le doute.

Sans de plus précises correlations, il est difficile aujourd’hui d'avoir des certitudes
d'un coté comme de autre, ¢t seule une recherche plus approfondic entre d'éventucls
documents conservés parmi les dossiers de 'Archive d'Etat a Rome ou dans dautres sic-
pes amalogues, italiens ou ¢étrangers, peut ¢tre accompagndée d'une analyse de quoti
diens extramationaux (pour ne pas parler des recherches fondamentales des copies pour
I'ctranger encore conserves aupres de cinématheques non italicnnes) pourraient ajou
ter quelque chose de decisif a ces doutes importants,

A 1a Cines Pittaluga la volonté nette de produire des versions multiples resta, au
moins pour un certain temps.

On parle surtout de long mctrage, ctant donné que pour les “courts”™ on enregistre
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présence d'une scule reproduction en version multiple sonore, celle du tres bref film
d'essai, La ninna nanna delle dodici mamme de Mario Almirante. Pensé dans le but de
montrer au public la bonne qualité des cquipements sonores de 1a maison, ce film, dont
on peut aujourd'hui visionner unc reproduction restaurée aupres de la Cineteca
Nazionale de Rome, donnc a voir un plan - le chariot en avant avec lequel commence le
“court” -, jouc ¢n franqais par le protagoniste/chanteur Odoardo Spadaro.

Pittaluga, d'aillcurs, tenait énormcément aux versions multiples, surtout pour des rai.
sons ¢conomiques. Sa formule de succes - on I'a dit - ¢tait exactement la fusion d'appa
rats de production gigantesques (toujours opportunement publicises comme tels) ¢y
films, si non Iégers au niveau technique, certainement allégées du point de vue du bud.
get et donc du risque financicre,

Les grands films, malgré un faible affaissement dans ces sens laa la fin du 1928/dsbuy
1929, quand Pittaluga annongait les ccuvres historiques Le catacombe (par la misz en
scene de Dreyer), et Figlia di Re (projet qui, en 1930, €tait encore sans metteur en scene,
mais qui ¢tait tiré d'un texte de Guido Milancsi situe dans 'ancien Egypte). n'etaiznt pas
dans son style.

D'ailleurs, méme sil'on ne sait rien ni de ces sujets "avant restructurationdz 11 Cinss”
ni de la réalisation que Pittaluga avait voulu, c'est sur que le modernisms d2 Giudittaed
Oloferne par FERT-Pittaluga qui venait de paraitre, et la tendance vers la seenograzhi
spartiate d¢ja démontré par Dreyer dans Jeanne D'arc, ne semblent pas nous emmeres
aujourd’hui dans la direction du film historique a I'ancienne.

Schiettezza dei materiali, ecco dunque I'clemento fondamentale della nuoszesiziizz giztr
un bel disprezzare lo standard: lo standard significa probitd costruttivae trionh

Talb pidpn g avsl A scalia
(A8 f 11 epte B 3 08T btid Bpdl ]

Euzenio Giovannatii

Parler d'intérét pour le film en version multiple et d'un contemporain refus du film
budget fort élevé peut panitre contradictoire, spécialement si lon pense au modile
monstrucux des versions multiples de Paramount 3 Joinville, mais Pittaluga, qui ¢tait
en méme temps producteur et exploitant, savait tres bien - et il Favait dejy démontréa
ceux qui, en 1927, auraient pu et voulu croire en lui - que les deux pratiques industriel
le et cinématographique des films multi-langages et de la diminution des frais pou-
vaient aisément ne pas étre en contradiction. Bien au contraire...

En effet multiplicr pour Pittaluga signifiait diviser. Lasienne était une mathématique
fondce sur le principe des co-productions. Tant de versions, autant de producteurs. Tant
de marchés, autant de risques en moins. La somme des addenda résultants et les grands
numéros qui en naissaient, au fond, scrvaient seulement pour la publicité, qui était,
clle, trés imposante et préférablement 3 jouer sur plusieurs tables, afin de valoriser le
travail employé et les chiffres utilisés pour chaque marché dans lequel le produit se pre-
sentait.

La formule, au fond, était simple: trouver un ou plus partner étrangers dans chaque
nation afin de produire, dans ses ¢tablissements, un film sonore ¢n p!hsicurs versions,
dont les frais scraient divisés “¢galement” entre les partners. Ensuite, chacun aurait
requ, comme dividende, le négatif de sa propre version, a exploiter dans des régions
géographiques bien définies, lices au langage parlé dans la version méme. !
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[d¢e peniale, au moins pour ce qui concerne - comme l'on 2 decja suggeré - le secteur
Ze la promotion. Ce n'clait pas une coincidence que le film destiné a Fouverture de la
«2iton fi::c:‘.m:r,"mph que 1930-31 de Cines Pittaluza, entendue dans ce ¢as comme
«2ictribution”, ne fut pas, commic soutenait Pit alu"-a. la premicre ocuvre sonore de
Placctti Frf-::r.ar,n ccuvre d'un style foudroyant mais aussi film s ;.rnbn‘.:qw ¢t natio

naliste, ¢t pour cela bien utilisable sur le plan d'une pacification interne au panorama
cri :.qt,c' national. mais aussi un film dans un scul lanzage ¢t. en raisor d nombrcux

problemes aumoment de larcalisation, post tsynchronisecinon c.“c:::-‘- ¢endirect. el
surtout, qui participait notablement moins du contexte "gizantisie” que la machine

whlicitaire multimcdia de 1a nouvelle maizon (sur papicr et ,...‘L,.\) avait dcja pro
posé aux yeux du spectateur et du lecteur italicn,

Le film Resurrectio suspendu - en réalite a cause de ptoblemes dus au manque d'un
<tudio de post synchronication’ mais aussicn taiznn du f:?'-"hf PMittaluzade pro
pendant la méme saison, au moins trois film avec le celebre actour do varic
Fetrolini?? (un de ces films fut dirige par Blasctti, qui reta ,'x ginsilagostsn
tion de <on rrcmmr film conotc) -4 a inaugurer la nouvells phasz
Cincs-Pittaluga ctle public italien fut en cffet. dis le 9 du mniz docta™rz prur do la pre

= (N

micre au Supczcmc.naa'ﬂomc. La canrone dell'amor t' m tealise dagres unconte de
Pirandello ct tourncd a via Vejo en version triple: la premies en ttalizaudont 2 nogatid
c12it posscde par Cincs-Tittaluga: la deuxicme en fr.m&. 3, r.-:;_:t:: ds '-.';—. f:'. ¢t h-:!.i.

(dcja en contact avee FAnonima Pittaluga pour la distribution en [aliz do3 fims pro

duilsparcm);”ctla1mi(itmccnJllcmand,rn“u.d par uns associal r*.».l':;_:“. itants
locaux (Nord Film d'Hambourg, Phocnisch Film de Co! 1_::1:. ‘.\::_‘,:: Xiont ;‘- Y Film de2
Dresde, Cando Film de Berlin),}¢ laquelle faisait trait d'unton aves Fltalis [r [ala Him
du doctcur Giacalone?? (quut.ul clle aussi, en rapport avee UArnonims E- 1 pot

la dictribution en Nalie de <es films) [Fip. 13

Tourndes simultancment aux studios Cines (mais peut ¢tre v quss Ljussexieplions
Toni Tezlaff, qui dans la version franaise devait intespeeter te sdle iz Dig gousernante,
arriva 3 Rome quand le film €tait presque terming, soit quand tous v autees memt
de 1a distribution internationale avaient pris leur conze)t s trois versions fureal
réalisées entre Je début de juillet et le 3o d'aodt 19307 Poure lavessionalienns, le met
teur en scene €1ait Gennaro Righelli, qui avait une ancienne contidense avec Pirandello
ctquiavaitde)a c-favéu.’cpuncrl.lpinr aucinema(muct)en oo, pous D FERLf Pour
la France, ot le film cut e titre de La Derniére bergewse, ln..‘.rm'\ furent diriges parle
metteur en scene Jean Cassagne; et pour PAllemagne, ot le filmy s'appela Lich eslied, par
Condantin David (employe déja par Camerini dans Rotaic).

Les acteurs protagonistes de la version italienne ¢taient Elio Steiner, Dria Paoly, <2
Pola, Olpa Capri, Camillo Pilotto, Fulvio Testi et Mercedes Brignone. Dans un br fp.m
3 1a fenctre apparaissdit aussi Leda Gloria, qui aunait ¢te Pinterprete de Terra muadre.
Pour laversion frangaice les acteurs furent Robert Honnet (3 sa deuxieme expérience de
cnema apres Un Chien andalou de Bunuel et Dah); La protagoniste du film sonare, 3
peine paru. Le Trou dans le mur, Dolly Davis; Pactrice italienne (mais eduquee sur les
planches des spectacles de varictes parisiens) Grazia del Rio, qui couvrait le role qu'en

s

ltalic avait 1sa Pola, Madceleine Guitty (dans le role de La patronne, qui dans lavension
talicnnc ctait inteeprete par Olpa Capri, obese tout de meme), Jean Angelo, Berthe
Jalabert et Vex comigue du muet Polidor,

t
four l'Allemagneles acteuns frent Guatay Frolich, deja fort celebre (qui rappclait beau

-y
H -



LUCA MAZIE]

coup Elio Steiner), Renate Muller, Kitty Berger, Fritz Alberti, Toni Tezlaff, Frigga Braut,

Le tournage fut tres compliqué, a cause de la presence, dans les studios Cmes - d'autres
troupes lr.n aillants sur d'autres films (Resurrectio, Cortile, Il medico per forza, Nerone,
les shortset, comme cela se voit dans une photo avec Iégende publie sur Cinema-Teatro
du 16 septembre 1930, un film - peut-¢tre sculement quelques séquences - tournealy
Cines pour Universal avee Gustav Frolich),?? mais aussi parce que le plan de tournaze,
dans ce cas, ne pouvait absolument pas prévoir des retards. La plupart des acteurs €tran
gers avaient d'autres obligations ct les dates ctaient fixées.?3 Ce n'est pas une coing
dence si une note du Burcau de presse signale, avec beaucoup d'orgueil (qui est mime

un peu suspect), que:

Selon le plan de tournage fixc le film aurait di etre termine le 26. Comme on [2
voit, sagissantd'un film international cn trois versions, et soumis pourts ntd beau
coup d'imprcvus ct de difficultcs artistiques ct rcchniqur' lorganizationde Cincs
a affirm¢ sa pleine cfficacite parce que les quatre jours de rcr:rd ontele z...,r 1353
sculement par la difficulte dans le tournage de certaines sequences auzqusllics ont
participé des enfants tres petits: acteurs petits et terribles qui. sous [y chalzur o5

lampes et devant un microphone, ont mis a I'epreuve la paticnce =5 dizecisuss ¢
des assistants.?4

Cette démonstration de productivite, comme l'on disait, apparait avoir élrs utiliofs,

plus qu'a la réalisation du produit, a deux buts principaux: la r* dss 2233 2
tournage et la possibilité d'avoir toujours, avec un certain marge d'epargns, uns 002
publicitaire valable et efficace. C'est cette dernicre raison, et pas uns aulre, quiames

Prm s -y

Pittaluga, selon notre opinion, dans la periode aotit octobre 1930, a utiliserunzcamypa
gne publicitaire particulitre, destinde soit 3 1 presse specialise soit aut quott
donc au grand public, et fonddée sur la grandeur de Foperation productive
ceuvre. Une campagne particulicre, parce que generalement fondee suruntranail den
richissement des potentialités fantasmatiques que les plans du tilm p:u;'.:.:' eap
auraient cu sur le spectateur italien. La phr.\wc peut paraitee obscure, mais ells daviznt
plus claire si I'on regarde cette image, qui appartient au numero du to 20at 1930 d2
magnifique revue romaine Cinema‘Teatro.?5 [Fig, 2|

L'image parle de soi-meme: il s'agit de trois photos de tournage du meéme plan, micux,
de laméme situation dans les plans correspondants en chaque version. Un tabledu simi
laire se trouve aussi dans L'impero d’ltaliadu 1 septembre 1930 et dans O.zie domani
du 22 septembre 1930.2¢ On y voit Dria Paola, Dolly Davis et Renata Muller qui posent
le bébé dans son berceau.

Et maintenant, voila le probleme: pourquoi montrer au lecteur italien des plans
appartenant a des films qui nécessairement, 3 cause daccords distributifs, ne pour
raient ¢tre vus? Pourquoi payer pour cette opération le cout d'un espace publicitaire,
sinon pour faire de la propagande sur le surplus de spectacularité caché derricre les
plans du film, ou, si 'on veut, en lisant la chose du coté de lindustriel, sinon pour opti
miser le budget, récupérer les frais, cumuler les restes, et les recapitaliser?

Au fond, c'est la meme logique qui ordonne la premicre Rivista Cines, présentée aves
La canzone dell'amore dans le premier paquet distribud par 1o maison pendant Fau
tomne 1930 (Pittaluga les appelait “programmes”™ et les promotionnait de la sorte dans
la presse quotidienne). Intitulé d'un nom compliqué, Rivista Cines. Insegia e diveric

rr
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Numero speciale dedicato agli Stabilimenti Cines (Revue Cines. Enseigne ¢t .;:_-_-_-h

'\'uméro ';pécial dédié aux Studios Cincs), le court: métra"c concspondai: a une v

encompagnie du protagome!c de Ia version italienne du film Elio Steiner et de IJ o »p10
tagoniste de 1a version frangaise Grazia del Rio (le jour pourtant est factice, puizgues ca
y voit des séquences tourndes certainement en juillet, comme celle de Resurre r:‘ ) sus
un bus, et d'autres de Cortile et I medico per forza tournées précedemment, st mant
pas pendant la cérémonice d'inauguration). Encore une fois les differents p.ms &y
maicent dans un seul, et les restes se rccapimlifairnr en faveur de la promotion,

Fort intéressantes, mais, a mon avis, a lirc dans la direction contraire, c'estadine
comme “taxe sur l'image” ct donc comme dispersion non voulue du capital, sont Iss
photos collectives des trois metteurs en scene du film = Rizhelli, Caszagns, Davil -
parucs fru]ucmmcm sur les quotidiens et les revues specialisces de cetanncc b Le

schéma ctait simple: les trois hommes ctaient habillss de e la mime fagon. mais I'italica
¢1ail toujours devant les autres, dans une pose dificrente, et une Iezende le siznalaly
comme “metteur cn scence”, tandis que les deux autres etaisnt dinommcs "collabont
ri” (collaborateurs).?7 1l sagit de photographics qui signalent 3 'T' nedariveraun:
pacification interne (cn premier licu avec le nationalisms dss rovuss ds Blasstti,doat e
personnel avait ¢été cm:.:gc’ par Cines, mais aussi avec le ...."J:,:f.:r:: du fascismz en
genéral, avec son attention a éviter la xenophilie dans son [exiguz)l plutitguiune o

velle exhibition des développements internes d'une strategis 1?‘3---3-"-‘:f? fautonome
mais, il faut le dire, dans ce cas les nuances sont vraiment subtilzs Eawenons dong aux

donncdes certaines, in primis, aux films et a leur calendrice do panition

De La canzone dell'amore nous avons deja parle. La Demnices Ferceuse, pout
moment disparu (mais on n'a sans doute pas fait des recherches suiliantes ence sens,
recherches qui restent 3 faire, également, pour toutes e versions resendss au marche
¢étranger des films Cines), au contraire, parut a Paris dans Ly premitee semaine dum 5
s salles dz la

Tymo I

de décembre 1930, ¢t continua a avoir un bon succes en "1" ~ dan
Gaumont-Franco Film-Aubert; pour ce qui concerne la Belsique, Pexp
1a Pax Film et Etablissement L. Van Goitsheven 3 Mais dans les ::‘.;-:'.;x
qunlmlfnalcmu:nt libre de Nerone, tourné seulement en talien (mats Ettore et
on doit le dire, ¢tait un phuumwnc exclusivement national, sinon plus typ ...::.".“‘:r:
romain), et qui n'était plus occupé par la post synchrontsation de Resurrectio(mens
terme, semble-t-il, apres la réalisation du studio de sonorisation ¢t de synchronisation
qui avait été construite sur les fondations de 'ex thedtre de la Palatino Film), ccrivaith
deuxieme version muluplc réalisée dans la maison Cines, ¢’estd dire Passa la morte,
ensuite changée, lui aussi, en Kennst Du das Land.

Double version, pas triple, pour la précision. Cette fois ¢i, en effet, il n'y avait pas les
partenaires frangais et, comme cela était déja arrive autrefois pour des copies anglises,
tout s'acheva par un négatif manquéd et des marchds en moins. Les acteurs de Terra
Madre furent Sandro Salavini, Leda Gloria, Isa Pola, Vasco Creti, Carlo Ninchi, 0122
Capri, Ugo Gracci, Franco Coop, Giorgio Bianchi, et les ex traducteurs de scene de 12
canzone dell'amore, Franz Sala e Raimond van Riel, en réalité tous les deux employes
comme traducteurs pour ce film aussi.

Pour la version allemande, au contraire, on avait engage Maria Solveiy, Mary Kid (¢ ;;i
avait deéja travaillé en talie en 19.3 pour les extéricurs du film allen nand 1;.

Falconicride Richard Oswald et qui, puisqu'clle parlait bien V'italien, clait restee ensu
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UN ET TRIN: LES VERSIONS MULTIPLES A LA CINES SELON PITTALUGA

te chez la Cines comme actrice du film immediatement suivant Rubacuori de Guido
Brignonc), H. A. Schlettow (d¢ja interprete de Volga! Volga!film allemand de I'an 1928),
et, entre autres, Raimond Van Ricl. Au contraire, comme on le soulignait dans une note
du burcau de presse de la maison romaine, aussi bien les figurants que Fassistant met.
teur en scene ctaient identiques. L'assistant metteur en scene, ici comme ailleurs, ctait
Ferdinando Maria Poggioli,?? futur famcux autcur du cinéma italicn dans les années 30
¢t 40. Le mcetteur en scene fut, au contraire, Constantin David, le meme de Licbeslied. La
formule productive/distributive aussi ¢tait semblable a celle de Liebeslied, avec la seule
différence que maintenant, au licu de I'tala, comme co bailleur de fonds, il y avait
I'Atlas Film, une autre socicte productrice allemande avec laquelle Pittaluga avait cte
longtemps en contact pour la distribution des films en Italic; maison berlinoise dans
laquelle il s'ctait expressément rendu au mois de septembre 1930 apres le tournage de
La canzone dell'amore qu'il venait de finir.30 Et encore: du point de vus de la realisation,
Terra Madre/Kennst Du das Land et les differentes chansons d'amour parurent avoir, au
moins cn comparant entre cux les donnces publices sur la presse perindique, des liens
tres solides. Les premiers furent sirement les noms des directeurs d= scene en langue
ctrangere; les second liens furent relatifs au choix de diviser [a distribution en regions
linguistiques. Mais cette fois-ci il n'y avait pas, a 'occasion dz [a parution du film (qui
fut le 2 mars 1931 a 'occasion du Programma N. 6), les fameuses publicitss avec les
photos synoptique-comparatives.

Pourquoi? Sans doute parce que la Cines Pittaluga s'ctait desormais affirmee:
caractéristiques, maintenant, la rendaient connue aux spectateurs, comma e style de
mise en scene et de Ja scénographie, les acteurs, ete, Enoutre, peut ¢tre aussigrice aun
intérét inférieur de la part des partenaires ¢trangers pour les co productions en general
(qu'est-ce qu'il s'était passé? Le recettes ¢trangeres, dont je nfai pas trouve personnelle
ment aucune trace sur la presse italienne, €taient elles peut étre mauvaises?), le lien de
la Cines-Pittaluga avec le public national ¢tait devenu exclusit, ense specialisant sur des
sujets nationaux, ¢, en conséquence, les propositions de son appaceil publicitaire s%a
daptaient a la méme ligne directrice. 11 suffit de penser, dans ¢e cas, aux acteurs “inte
gralement” italiens désignés comme présentateurs des revues Cines; ow aux sujets sou
vent d'importance sculement nationale; ou aux arpuments des “court-metrages™ ou
encore aux trois film “petroliniens™ —~ Cortile, Il medico per forza, Nerone - produits
I'un apres I'autre et tous sculement en version italienne; et, enfin, aux ¢volutions des
acteurs, toutes italiennes, d'Armando Falconi dans le film Rubacuors; et a Pessai, auda-
cicux mais monolingue, du film parlé d 100% Corte d’Assise mis en scene par Brignone.,

Bien sar les remarques - diffuscées par le bureau de presse toujours tres actif (ou tra
vaillaient journalistes tres connus comme Ugo Paradisi et Ugo Ugoletti, ce dernier spé-
cialis¢ en interviews) - sur les comportements et les amusements de la troupe alleman-
de ne manquerent pas; et on peut dire que 'on avait pas Iésiné sur le nouvelles relatives
aux résultats du film en Allemagne, qu'on dit remarquables3! (mais ces donndes aussi
doivent ¢tre controlées). Mais il disparut completement, au moins pour ce qui concer
ne la publicit¢ de I'entreprise productive, la grande partie du coté iconique/fantasma
tique, maintenant sacrifi¢ au bénéfice d'un plus grand intérét pour le secteur italien de
1a co production. Dailleurs, on doit le dire, le sujet de Terra Madre, un film profondd
ment rural et tres caractéristique de son pays, ne se pretait certainement pas sua sponte
a ¢tre porté sur un plan publicitaire en qualité de vecteur de valeurs technologiques
internationalistes, comme, au contraire, La canzone dell’amaore film moderniste.
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' ET TRIN: LES VERSIONS MULTIPLES A LA CINES SELON PITTALUGA

Alla sua azienda cgli ha tracciato un programma preciso [..] Questo programma Stefano

Fittaluga non I'ha soltanto tracciato in relazioni esatie e cifre preventive

precise: o ha scolpito ¢ confermato nel profilo di un organismo in cui - ripetiamo - ogni

uomo ¢ statovaglisio e valutato, ogni elemento studiato ed avviato verso la sua forma migliore,
gni esperimento ¢d ogni prodotto portati a conferme

cd a basi di costruzione.

Alessandro Blasetti

Mais cela ne doit pas nous dctourner. La reduction de la portee internationaliste ici
certainement ne voulait pas encore dire renoncet a cette optimisation industriclle dont
les versions multiples, dans leur tripartition (ou encore pentapartition) jusqu'a present
avaicnt €i¢ porteurs.

La nouvcautc du systeme de production de Terra Madre etait dans Phabilete dorgani
ser la meilleure les potentialités de enregistrement sonnte qui. suttout pour co film,
¢tait connoté d'une forte présence de la chanson, plutot que d= [a diffsrenciation lin
guistique.

Si nous ddsirons affronter convenablement ce probleme. il faut remont=r au 3 octo
bre 1929, quand la Brigata di Lugo de I Canterini di Romagna dirizss par = macsteo
Montanari, c'est-a-dire le groupe interprete de la colonne sonore du film. s'exhiba a
Rome a I'’Accademia di Santa Cecilia. Le concert, grice aussia la presenceen gualite dfa
nimateur/compositeur de Balilla Pratella, le partisan du renouvellems

folklorique, fut un vrai succes et langa au groupe les honneues de [ chronijus

nale. Dans le répertoire mis en scene, il y avait des chansons ds p'.'::::';:: Teginns
d'Italie, arrangées, ¢t méme imagindes, sous forme de chanson rurals par plusicuss
compositeurs contemporains, Donc, evidemment, cette notoricte ajoutes aw ruralisme
anti-régionaliste et vaguement national, convainquit Pittaluga et Blasetiia cholsie, pour
la réalisation de la colonne sonore de Terra Madree, les sonorites du gro o i magnal.
C'était un choix auquel des le debut on decida de donner beavcoup dimportance,
comme on V'avait déja fait pour les trois versions de La canzone dellamoze un des titees

desdeux versions aurait du coincider avece le titre d'une chanson, 3 ajouter ensuite dans
la colonne sonore. Si Passa la morte ¢tdit en effet le titee du sujet oniginal de Mario
Apolloni, Saltarello, au contraire, ¢tait le titre de la quatrieme chanson de la colonne
sonore du film. Mais, voila la question, pourquoi cholsir cette fois ¢ deux titres si diffe
rents entre cux?

Deux articles du 1o janvier et du février 1931 publics dans le Cine gaszettinonous en
expliquent la motivation: les deux articles sont dédiés aux deux versions du film.3? Bien
qu'clles fussent mises en scene en meme temps, les versions italienne et allemande
avaient ¢n effet seulement en partie une colonne sonore identique. En réalitd, dans les
deux versions les chansons, neuf pour les deux films, ¢taient placdes dans un ordre dif.
fcrent,

Dans la version allemande, 1a colonne sonore aurait da terminer par la répetition de
la chanson Saltarello (1a cinquieme en ordre progressif a ¢tre ccoute), et ha version ita
licnne, au contraire, s'acheva par la répétition de I'Antica Laude di Natale, qui dans les
deux versions ¢tait aussi la chanson d'ouverture. En d'autres termes, le mixage (et cela
peut ¢tre confirmé, en outre aux deux titres cités, d'un article de Cinema Teatro <elon
lequel au montage pour Kennst du das Land, au mois de février 1931, il y avait scule
ment Constantin David)?3 ¢tait réalisé d'une maniere indeépendante. Mais il y a encore

-~
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unc autre chose. Les metteurs en scene, en effet, auraient cuadisposition, comme o ¢
ait toujours le Cine gazzettino, non seulement les chansons effectivement aisues,
dans la colonne sonore du film, mais aussi quatre autres chansons en plus comme réa.»
ve.3d

I Canterini di Romagna, en cffet, en exploitant le nouveau studio d'enregistrem::
qui avait ¢t¢ construit dans I'ex-theatre de la Palatino Film avaient depose chezla C::“-,
beaucoup de matériaux (enregistrcs sur disque? Ou sur la colonne sonore d' unz pell
cule?). Un de ces “matcriaux sonores™ (et dans ce cas aussionignore sil'ens 5 strement
de la colonne sonore ctait le méme: prnhshlcmrnt en ctait il ainsi) fait partic d'un pege
tres bref film composc de trois chansons et mis en scene aus hdm dvec une SCEnocT
phic ¢t unc chorcgraphic rurale, par Fugenio De Liguoro - d<ja assistant
pour Resurrectio - ot enticrement centre sur Pinterpretation dos Cantening, {5 oo
costumes traditionncls, d'une breve scene romantique pastorals quiss pasait au-r
du feu.

Le bref film, long de 158 metres ct passe a la censure e mois ds panvize s & s Is

litre Canti di Romagna, bien que d'autres sources le definissent Notfe musia’s entn
cn<u1lc cn pamc. avec un lrc*‘» bref I*.:d\cr.u*c dc a‘.cnn fL.J dis Landl dans h Riviita

\'.m a){mlc Tcrr.i 't!adrc', cn se lran:fnrmant ainsien un nouveaue

ment promotionnel. Mais, dans ce cas, ¢'etait unc seule chanson, faw /o chant s o
dcébut et ala finde Terra Madre.

Enregistrements sonores réalisés en envisageant une utilisation futurets bas oo
frais de production; ¢largicsement des pnwﬂ*lhlw de I‘u‘-’fi’ 3 B Sf" ISRE prodsis
exploitation multimédia des ressources en stock: voila, tou ~:‘..“.:;*'.:.'":.‘.,'. L3 2tk ol
Pittaluga, sa entelécheiasil'on veut. Simple, mais fonctioansile.

Terraarrivadansles salles, comme l'onadejadit, le 2 mass oy unmoisertr 50 s
avant lamort du génial producteur. Laméthode de doublazenfavait pasencoreprisp oot
et les projets de Pittaluga pour les films ne version multiple d cealiserencoprodinion
n'étaient pas acheveés. Dans <on tiroir, il y avait lisse en heritae o Pelearziniena

Yoot

Toeplitz Cecchi, Lartighio del diavolo, mis enscene pas 1[1.‘.J.:'.:*.i':\::':'(::: realies dises
teur de la version allemande, intitulé Die Pranke, quictait tour 3 fair Ly vers! i
pale) avee la collaboration pour Iy version italienne, ou plutor avee |

panalléle (pour des raisons linguistiques qu'on peut bien comprendre, los mot 1o
furent retouchés une fois de plus dans le sens mationaliste italien), do Nunzo
Malasomma. 1l y avait aussi La segretaria privata, mais qui etait déja, comme onle <3t
autre chose: en réalité un véritable remake,

De toute facon, dans le futur de la Cines, qui ¢tait destinee néanmoins auadclanntad
inexorable déclin, il n'y avait plus aucun espace pour les projets de coproduction, strl
tegies desormais anciennes ¢t probablement confinde en marge de son activite pas le
producteur ligurien. Peut-¢tre, simplement, ces propositions ¢taient elles trop lices 32
nomadisme du distributeur /exploitant Pittaluga (¢t 3 sa capacité d entretenir des 103
tions, des liaisons d'échange et de la gestion sans aucun effort) pour réussira su r‘----" :

nort. A via Vejo et dans ses environs, depuis ce mois davril 1931, venair dec 2

cnrhrc de producteurs “purs™. Ou micux, *monophysites™.

[Traduit par Paola Schiavone et Chiara



UN ET TRIN: LES VERSIONS MULTIFLES A LA CI%ES SELCY FITTALLC

;a

Fugenio Giovannctti, “Gli sviluppi della cinematozrafia in Ralia. 11 primo periodo”
Cincgiornale, IN.n" 6 (21 avril 1937). p. 3.

(':r.r.[:r.aff'. VIL n* 11, Tatti Sanguineti (sous la direction de). L'anoaimo Fittaluza. Tracce
carte miti(1G58). ‘
Glistabilimentidella*Cines™ et "Il primo film italiann della Paramount™, Cinema Teatro, IV,
n" 11 (16juin 1930), pp.sact p. 14,

Rivista Cines. Inscgna e diverte. Numicro speciale dedicato azli Stakilimenti Cines (plans o'
23-24): “Gli stabilimenti della *Cines™, cit.

=Siriapre la *Cines™, Film, XV, n" 36 (23 30 décembre 1929). p. 4: "La riapertura della 'Cines' di
Roma”. Lavita cincmatografica, XX, n” 1 (janvicr t929), p. 15: Umberto Faradisi, “La passione
di Giovanna d'Arco’ in un commento di Umberto Paradin®, La vita cincmatografica, cit, pp.
1716: "La ‘Fittaluga’ ncl 19297, Cine Mondo, 1L 0" t (5 janvice 1589). p. 29,

*l programmadi lavoro della 'Cines™, Cinema Teatro.a Iv.n" 1o (2 juin 1339) p
Ibid. p. 5.

Four une chronique de 1a progressive, mais rapide dispatition du mirazzindustriclde ces
sions, voir Umbcerto Faradisi, *Cines-Pittaluga™, Cine gazscttino. Von' 13 (125
*I prossimi film alla ‘Cines™, Cine gazzcttino, V,n” 29 (t juin t9320p 370 T
nazionale™, Oggi e Domani, I, n® 14 (21 juillet 1930). p. € "Nei gran i 3%
lavora®, Cinegazzcttino, V,n' 30 (26 juillet 1930). p. 3.

Umbcrlo Paradisi, *Una visita ai teatri della *Cines® durante lalavorazions i S0meo™, Gine
gazzellino, N, n® 34 (23 200t 1930), P. 3.

“L'attivita della Cines durante il 19307, Cine gacecttino, VILn' 1 (3 aneer

P.*Le vie dell'ltalia cinematografica: aiutare la gia rinata industaia’™, G
septembre 1928), pp. 4-5: “Ledizione tedesca del film Terra madse
(14 mars 1931), p. 6.

Le studio fut terminé au mois de novembre. Voir *Un nuovo teatrs doosin
L'imperodtalia(12 novembre 1930) p. 3: Cinema Teatzo IV, n'at{tdravembie 1y
Fttore Petrolini, *lo e il film sonoro®, Cinegazecttino, V, n® g2 (03 oetodre o
Ugoletti, “Petrolini ¢ il film sonoro®, Limpero ditalia (2 juin 1930, p o 3ensa
*Petrolini alla *Cines™, Cine gazzettino, Vo n® 32 (9 dout to3oh po 3 Uzo Maregs
film conoro‘Nerone' nell'interpretazione di Fttore Petrolini®, U Tevere (S no
Un film avec Eitore Petroling, gu'on a pru:r:c' mais qu'on n'a pas tdalise, ©
amoredal Casticamanti di Svetoni. Voir CAF X SIM [Maniano aGaroe Gio
*Fervida attivitd della rinascina®, Ocgie donani Ln® S (O juin ta3a) po o
U. [Ugo Ugoletti], “Che cos'e “Terra Madre', Intenvista ¢ol Direttore Antistico Alessandro
Blasetti® .(‘:..r*'ar:clr no, V1, n® 9 (28 feverier 1931),p. 5.

Cinegrafie, cit, pp. 148, 156, 166,181,

“Gli 2cquirenti tedeschi de *La canzone dell'amore” visitano L *Cines™, Limpero dinalia (23
décembre 1930), p. 3.

*Marcel Vandal e il Dott. Giacalone®, Limpero dTalia (28 2001 1932) pa3.
“Alberto Giacalone™, Cinema-Teatro, IV, n' 16 (1 sepiembre 1932) p. 3 Ciney
181,

"Notizie™, Cinema-Teatro 1V, n® 17 (16 septembre xq;,:?. P 10,

U.P. [Umberto Paradisil, *Un illustre artista alla ‘Cines’. Conversando con lean Anzelo”, Cis
garzettino, Vo n" 35 (30 208t 1930 . 3.
Evi [Earico Vidalil, “La Battaglia per la Cinematografia. Un italiano™, Limpero (5 6 fevrier

13:6), D3
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*tchidatutioil mondo”, Cinensa-Teatro. IV, 0" 17 (16 scptembre 1932). p. 12

U P [Umberto Paradisi), “Un illustre artist aa;la'c...‘, ._,",\ 12i¢", Cits *Perthe [aliten -
‘13 canzone dell'amore™, Limperoditalia (28 anut ::3~ P13

“lacanzone cclilamore’ ¢ finita”, Il Tevere. (2425 sepiem ‘.‘rc 1332).p.5

Cinema Teatro, IV, n" 15 (16 a0t 1g30), p. 7 1.
*U'na «cena delle tre versiont di un ”"'1 inte
1930), p. 2: Oggi e domani, I, n" 23 (22 scpt tembtc
1l vacto programma della Cines Pittaluga®™ G
rroprammadi lavoro della ‘Cines™, ¢it.
“Lacanzone dell’amore’ presentata a Parigi.”
Belgio™, Cinema Teatro,V,n” 2-3 (févrict 1931). p. 10,
“Corricre dei letton™, Cincisa-Teatro, V,n™ 2y (fevricr tagr). F’

tn > dTtalia (xv septemtes

S

“"i‘

rg)r

incgazzeltino N, 07 23 (18 1uin 1932)

3 R

LimperodTtalia(ve dzcembios

}I“"\.E‘ 1. '.‘l.::

“Ncomm. I‘llialuga aPetlino™, Limpero ditalia( octobic 1210 LensuitedassCina gy
;'c:m*rw \,n" 31 (31 octobrc 1930). p. 2

Morawski, Je representant de IAtlas, Im tendra ensuite la vizits dans [¢ teoisiomre semane
doclnhc‘,tn atrivant a Rome, chez la Cines, pout prendre les denizts acentis Vorr "las
ladcl cinema’ e Tascalamoente™, Limpero ditalia (22 ottobre tayoip s

“Saltarcllo”, Cine gazzcttino, VI, n" 30 (25 juillet ta3e). p.3.

“l cantcrini di Lugo alla ‘Cines' per il film “Terra Madee™, Cine gassettizo, Vin g mnes
1931), p. 4; “Terra Madie'. Le canfe escguite dai Canterini Ji Lug”, Cine gazssiinel b

(281cvricr3g931), p. 6.

“Corricre dei letton™, Cinema - Teatro, N, n™ 2 g (fovrier o), p. o

“Terra Madre'. Le cante excguite dai Cantening di Luzo®, ¢

Peutétre en secucillant avspice du penscurdravant gaade etancien metina ehscens bi'a
futurista Arnaldo Ginna, qui en fascur d'une fusion des industeiss dad el oo amaenl
laradio, avec un but erthetique, cconomigue et d'optimiation des prusousoes d el T gnns
entrejuillet et 2001 dansles papes de O i e Dormant, Vore Aenaldo Geana *Radodamsads
Vavvenire eteatrosonoto®, Opgie Domani La® 12 (7 juillet to o) poa b *Rat odamead
avvenise e teatro sonoro®, Opgie Domani, L a® ey (eg juiller togo) poec th i
dellavvenire e Jacrisi del teatro®, Oggie Domani Lon® 5 (28 juillzn gy, A LRI S TT
acusticaelamusicadellavvenine®, Opgie Domani L' to (paour 1y 0 poes L 00 .
dei teatsi per audizione delle pellicole sonore®, Osvic Pomani L n’ ¢2 (tr a0 03

Mais peut étre, Ginna connaissait dejale travail de Pirtalusa, o, au conteaioe, o
qui cunmi“ait le <ien, c1ant donne que, dans le méme mols de juiller, ua des i

Ginna ctait dédic a Pratella et aux Canterini di Romacnx: 1 =l fitm sonn
crisi del teatro®, Oppie Domang, Lon™ 15 (28 juillet 1y ,\_-}_ P,



WHICH MABUSE? MULTIPLE BODIES, MULTIPLE VOICES

wacsimiliano Gaudiosi, Universita degli Studi Suor Orsola Benincasa, Napoli

Das Testament des Dr. Mabusce (Fritz Lang. 1933) iz one of the most famous films in
Multiple Language Versions dating back to the beginning of ths sound era. Fritz Lang
<hot two versions simultancously, with German and French spoaking casts (le
Testament du Dr. Mabusc): the latter was released in Italy at the end of 1933, witha
dubbced and re-cdited version “suitable” for an Italian audience.

This version, on which this paper focuses, presents an interesting cass of carly dub
bing practices in Italy and, at the samce time, of the intervention of ths Censorship on
forcign films. In the carly 19305, dubbing and censorship wers arzas which usually
crisscrossed each other, producing texts which were quite distant feom the esnginal
ones. As for the talian version of Lang's Testament, a versionof a film whizh was "dou
ble” from its very beginning, we could casily talk about a "version ofa vession™ aver
sion which is rather “unfaithful,” but only onc of the different cuts deawn from the two
films shot by Lang. Both these different Mabuse run along two differeat eoutes which
lead 1o further conceptions of the original texts. Banned in Geemany by the Nz gov
crnment, the German version disappeared for years, Until the end of the Second World
War, the Testament was only available in the French verston, shot by Langin coopera
tion with René 813, edited by Lothar Wolff and released by Soctete des Films Ossat But
from these two initial films many other versions evolve,

Itisworth remembering, bricfly, the versions released in the Us A The fisstversion of
The Testament that appeared in Americain 1943 was the Feeach Linjua e verston pre
pared by Lothar Wolff, now retitled The Last Will of Dr. Mabuse, The subtitles had been
written in part from Thea von Harbou®s <cript, but were not translated directly, Instead,
the distributor al<o took into account what Lang <aid to the press about the criticism of
the Nazi government present in his picture, and thus produced subtitled dialozue that
was even more pronounced in its political sentiments than had been true of the origi
nal work. In 1952 the German version was dubbed and re edited in a new version: The
Crimes of Dr. Mabuse, In this last case, translator Leo RKatcher created a more explicitly
political film than Lang had in fact originally fashioned: Crimnes reconceived the events
from 1932 10 1939, placing the events squarely within the Nazi regime.?

Thus, the Italian censored and dubbed version is only one of many other transforma
tions of the original texts, In any case, compared to other existing editions, the Italian
dubbing stands out for the high distortion imposed on the German director's film, If
dubbing, as a “translation,” always shapes a new version, we also have to remember that
in the carly 1930s, at the beginning of this process, foreign films were not only “trans
lated:" in order to obtain total ideological control, very often technical limits and strict
censor cuts produced yet another different version.

i
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MATSIMILIANO CAUDIOST
The Testement and the Italian Dubbing in the Early 1930s

The Testament of Dr. Mabuse was approved by the Italian censor in October 1933.222
it was rcleased in February 1934.3 The film comes to Italy during a period of gre;
changces, both for dubbing and for censorship. Dubbing passes from a p.s:-:::i-;
moment into a professional onc;* and censorship passes from a stage of strict contss!
coinciding with the prohibition of all films in forcign languages, toa stage where td,
censor's cuts become preventive and hidden.s

Atthe end of 1933 Nalian dubbing studios had been open for only one year (accord:- =
to Mario Quargnolo, the first one \s.l.r:prnrrl inthespring 1932 by C l.’]:«.f';“;,“ ), J.:
was dirccted by Mario Almirante). And the very recent law of O¢ ctober 5. 1933 imnce2
duhhm; in Naly for all forcign films. Besides the defence of the [talan haon 172 -} W,
ness” promoted by the fascist regime, such prohibitionz alzo aimed to ...1\; cens -;:. :
of imported pictures much casicr.t

According to Sergio Raffaclli, from the end of ta3y censor dacisions disaproarcdfo~

ministerial bulleting, thus going unmentioned. Therefore, itcomsasn 9 suspsise iy
the Testament censor bulletin did not report directories: theonlyonzistho piokisr -
to show it to people under sixteen years of age. Few years eaclice on ths eonttary, con
cor bulletins imposcd every kind of cut and chang €.

If the ministerial documents lack data, we can find soms taformation i tis 1 -

newspapers. In Corricre della SeraFilippo Sacchiargues that “the Blmwillscema L

strange to the sanc audience.™ Much clearer is the acticls by Matio Gooms ia Ly
Sr.smpa. “The current edition, both because of some cuts aad because ofthz st e s
es’ (clever, but added voices anyway) docs not present the film inalits eostatiz poe’
and “sometimes the film docsn’t hold and it docsn't L’tllll"%»t:ﬂ:“‘.lh‘.“.:«: thstran
transferred to it by Lang. *8Therefore, criticism was well informad adourthe censonii;

ialatans

on the film. In spring 1933, the news of the ban issued in Geemuany assive.
an lalian “revision” could be easily foreseen.,
Veery often the press protested against the cuts in foreign tilms because the el were

so large that the films were defined “reductions.” This s 2 veey azcurate descripnon
because scome films were cut until they became unrecognizable Censorship .:.r::.!:z
favour the Italian production, and the interventions on foreizn tilms were of two Al
they were cither forbidden, or they were cut, the end was cha: wwed, and the n‘:l""‘
the plot altered.*© Usually foreign films passed throush the censorship in their dut

lalian version together with the script. If the studio preferred a preventive 0pinion,
films were presented in the original version together with the translated seript, h{“s

cases, films were then subjected to a new revision in their dubbed '.:.rx.un.“

Films such as Cimarron (Wesley Ruggles, 1931), Alleluja (King Vidor, 1931). Anni
Christie(Jacques Feyder, 1931), Morocco (Josef von Sternbery, 1930), are just a few titlss
transformed by censorship and dubbing. In 1932 Emilio Cecchi recalls these films,
“where different parts were cut off, and other parts were transformed, replacing the
original characters with fake ones.” As for Alleluja by King Vidor, Cecchi claims that

“the film was released in a censored Malian version and the. sense was twisted. Some
«cenes of religion hysteria became incomprehensible, and the audience laughed their
heads off."#2

Cimarron, probably the most censored film of that period, is remembered in [y oo
Eascisty: *The film presents less then thirty percent of the original film, which i 37

..f.
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ViHICH MABUSE? MULTIPLE BODIES, MULTIFLE VOICES

example of coherence and clarity. Entire episodes are missing in the Italian version, as
are come characters and about ten years of the main character’s life, who passes from
youth to death without any logical explanations.”*3 About the same film, Filippo
Sacchi argues: “In the Italian version, the evident cuts make the sense almost imper-
ceptible.” 4 In that period, these kind of comments were very frequent in articles.

The Cuts to the Testoment

The comparative analysis of the French and the talian versions suggests some keys to
interpretation of the principles adopted by the Censorship. Summing them up, we
could stress the following kinds interventions to the film:

Defense of the good reputation of the Tolice;

Elimination of stimulus to ctime and murder;

Flimination of references to hypnotic powers and will control.
Elimination or concealment of impressive images.

Infringing many pnncnp!cs of the Censor Code, Lang's film mads ths censor’s work
very difficult. We can imagine the climination of all instances of forzizn hinzuaze such
as the Police Inspector Lohmann's name on a doorplate; newspapes Readiines, letters,
ctc. In addition, many scenes which make the crime and the murder attracting
off from the Italian version. The Mabuse character is distorted: the lifr ef 2 criminal
genius who, through his hypnotic powers, commits murders with scizntific precisinn
and follows perfectly calculated plans was necessarily changed.

Some sequences stressing the criminal adventures of Mabuse's ganzare complately
cut out: for example, the sequence depicting the receipt of the stolen jawels In this
sequence, two gangsters who control the stolen goods talk about the purposes of Dr.
Mabuse's plans; thece plans are incomprehensible because there seems to be no finan
cial pain from their pursuit, This sequence involves a flashback which shows the dead
body of a man who tricd to discover Mabuse's true identity, Another bricf moment, also
climinated, shows the gang counterfeiting money,

The cutting of the criminal scenes transformed the opinions of the critics. In 1939
Massimo thnm argues that “Mabuse’s gang did not have very diabolical features:
cometimes the murders drifted into triviality,”+S

But most of the scenes couldn’t be cut without spoiling the logic of the plot. In order
to avoid this risk, the Censorship particularly worked on the dubbing. The interven
tions of the Censorship are evident in the first spoken sequence of the film, where
Police Inspector Lohmann receives a phone call from Hofmeister, the ex detective
trapped by Mabuse's men. In the original French version, Lohmann defines Hofmeister
s a detective dismissed from the Police because he was involved in drug dealing and
bribery cases:

L&)
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The Italian Censor Code stated that authorization of 4 film could
resented “scencs, events or subjects offensive to the good reput

tions, policemen and the Royal Army." 1%

For these reasons, the Malian dubbing transforms the amb ...,b"-'.;?- pastof Mo
intoa crollccs past. Whilein the French version Hofmeisterisad
the Police, in the Nalian one “Hoffmare™ (this is the [talian nams r:'
becomes a fool who docsn't take his job very seriously. Therefore, the 12!

doesn't offend public authoritics.

But we run into the real censorship when the characters talic about Do
these cases, the topics of the conversation are very often related tocnims
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In the French version, Baum describes Mabuse as a celebrated doctor used to hypro
tizing his paticnts and to committing perfect crimes. In the Italian version, Mabuse
becomes a celebrated doctor much sought by his patients: he plans crimes without e
truly carrying them out; his murders seem to be no more than a figment of 2 paranc~

delinum.



V/HICH MABUSE? MULTIPLE EODIES, MULTIPLE VOILES

Paum alco recalls the gunfight between Mabuse's gang and the Police. Mabusce was
arresicd only after several useless attempts by the Police. In the Italian dubbed ver-
<ion there is no gunfight, and Mabuse is directly delivered to justice, thanks to the
promptintery cntion nf the Police. These distortions changed the meaning of the film,
asiscvident in an advertisement of The Testament appcarcd in Cinema lilustrazione

in February 1934.'7 This advertisement is an interesting case of photographic novel-
ization: many pictures are focused on the arrest of thc gang, and on the triumph of
justice.

Further evidence of the climination of any reference to the hypnosis comes in the
scquence of the meeting between Dr. Baum and his friend Kramm. Here, Kramm sug-
gests that Mabuse, through his hypnotic powers, could transfer his plans to his gang,
In the alian dubbing, Kramm's suggestion is quite different: Mabuse }*J-n:.m hyp
notic powers, but could communicate his orders through an ambizuous "mysterious
power.”

The Italian Censor Code can account for such interventions. Anothsr part of the law
we have already mentioned denicd the authorization when the film r-—:;‘.'-:':-:.‘;'.:-,i “repul
sive and cruel scenes, events or subjects: impressive murders and suinidss: Aypantic or
psychic phenomena and, generally, scencs, events and subjzcts that can stimulate to
crime and murder.”

This pointis confirmed by the last sentence of Baum's lecture:

Le Testament du Dr. Mabuse Hitestamentodel De. Maduse

It Baum On peuteontiderer Jos conts e Matswecomme | De Paum A benconsiderars gloserionn I M =

vne ventalle '=r......_..rd.zar.."r Un enwcipnoment 63 veroe propiic ‘a'*h' ST T 3 o

tous des ententats imepinz¥les st oapoes avec S plame - datd incaliolatele i rglesue e 10

destelisation ou ricn et 1aissé au hasard duve (G0 sprrare ehiazo

Enplich tran<lation (FV) Enplish translation (IDV)

I Beem Mebuseswritingseen beconsidered aventatle | D Bagr Aaheses wntimscan becoraders Lavenats
FrLmer in crime, 3 i.,.‘r to all imepinatle criminal | clinse parad gou With tatally adausd promoies, he setiup
tians, esnh elahorste! \ if;'_'.rd‘ with pothing 2 Ir.l o'k :;f: sertidedativrawhersevenvid o faee i o be d 2!
e

thense

If the texts of the French Mabuse compose *une veritable pedagogie du crime,” the
Italian Mabuse's texts represent only a clinical paradigm, an "absurd thought.”

Al these changes are mirrored in the press. In 19438, Sergio lhmmn argues that the
I)r Mabuse «;undx his days noting incomprehensible thm,,a [..]. great undertakings,

and important discoveries.™® There isn'tany reference to a *primer in crime.” Mabuse's

notes have only ended up in criminal hands, and the doctor, as in the Italian dubbing,
only represents a clinical paradigm, quite far from the character who foresees the
Nazismin Lang's original work.

However the Italian press close to the fascist regime had a hand in the distortion of
the film. lH...cm.: Nlustirazione, the critic Enrico Roma recognizes in The Testamen
*a «atiric flavour [.). All the criminal plans of the gang are conceived by the leader of 2

subversive panty whichaims, inIhcnpiniumnl'hislc.ldcr both tosolve the social injus
tices and to establish a communist dictatorship.™*? In a few words, thisis a total trans
tormation of the film.
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hese strategies of the censorship are related to a series of interventions which, ;
tI'c 19308, W arncd about the criminal dangers connected to the filmic exp:r.:-.;:_
Luigi Freddi, director of the Italian Cinema Department from September
reminds us how many scientists and educationists showed “the influence of the
maon crim '.]I1d”‘i(‘]‘l"“r(hlc degencration.” The scientists stressed three different 1oy
cls of the criminal influence of the cinema: aesthetics suggestion, dialectical suzzes

tion, technical suggestion.

As for the first case, [cinema] works on a sort of moral justification of the murder,
producing a sympathy for the right murder and a compassion for the necessary
murder[...]. The dialectical suggestion [..] aims at showing the easiness of the mur
der concealment and to demonstrate the ceiminal infallibility, [.] The tecknizal
suggestion is shown through the attractive rn;‘l-nuh'rrn of the criminal methaods
used to commit a crimc. Cinema becomics a sort of primctinenmaoi’

We find a number of these characteristics in Lang's film sympathy
nccessary murder (the main character Kent receives all the audiznzs sympathing s
spite of his mutdcrous past); criminal infallibility; explanation ofcsiminal

we al<o find the same words used by Dr. Baum., primerin crr'r::f."r--_ NIsgiTuEenmy
The opinions recalled by Freddi represented some of the most i:‘l‘;f.*'. il

circulating in the 1930s. cuch npmmn: were also influential on ths Catk-':: e

and, of course, on the Italian Board of Film Censors. In The Testameone (s:-: 3=
rcduced all the rouﬂ‘le “criminal influcnces™ of the cinema. AMfilmvas Tre Teseg~—sar
focused on the murderous actions of a criminal gentus, had to be reozasaely con
cored.

For these reasons, the main character’s murderous past ts complanl, 2ot
Similarly, his role in Mabu<e’s pang is obscure, as shown in anothes segiznze whees g
pangster talks about the Hofmelster assassination,

Whenthe cencorcouldn’t cut,and when the interventiononthe du™ ™ in s Lt
the images themeelves were censored. In the sequence set at I::w.“.:t:::‘.,\n,". which s

Haumand Police Inspector Lohmann talk beside the corpae ot ‘U"':;..‘ thacensos dask
ened all the parts showing the criminal body. Maybe such asubjactwis const,
repulsive (Figs. 1-9).
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VWHICH MABUSE? MULTIPLE BODIES, MULTIPLE VOICES
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Pesides containing “repugnant and grucsome scencs, facts o7 subjzcts™ which proba
bly led the Cencor to adopt this original device of darkening imagzss, this sequence fea
tured an overt reference to Mabuse's eriminal plans:

Le Testament du Dr. Mabuse I testamento dal De. Mabuse

D1 Bagm: Ce corvesu pouvait andantie Thumanité. 13 Dr Faum: Questo cérvelio potdv pusleas Fu~a~ita §

repencrer. Qui, la punficn perla terrearat par Vangoied? tieenerasla S Punificadlapel dolors Jolle provwe s (gat o

Englich tran<lation (FV) English translation (IDV)

M feem:Thaymondoouldheve lsid watietohumanking D Paum: That mand could bave Liad woasts ta L sa='t, 20

Torave pupenew! Pendvatthroeh terror and an il Tov eande It up amew! Pasity i tesins tde 2o v odd ’
prowtd

Compromising expressions present in the French version such as “hid waste to
humankind,” “terror and anpuish” are cut to make room for words which make Dr.
Baum's monologue and Dr. Mabuse's social project, meaningless.

Conclusions

This essay has tried to highlight some peculiarities of a version of Lang's Testament,
aversion showing the destiny of many foreign films released in the carly 19305 in [taly.
A version showing, in some cases, the censor’s skill to go from the cutting of entire
scenes to changing the sense of the words through the dubbing.

Very often the audience had to watch censored foreign films, especially in 1933, when
the films were reduced from sound to silent. Sometimes reviewers, especially the
reviewers close to the regime, praised the *miracles” worked by the censorship, when it
reduced 3 film by more than fifty per cent without completely losing the lopical
sequence of the plot. Alessandro De Stefani, a very important screenwriter of the carli
est Italian cound films, and also “adapter™ and translator of some of the carliest films
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dubbed at the Ciné Studio, furm.lmp!c..‘ nous la liberte (Rene Clair, 1931)and L'ulsim
Lord (Augusto Genina, 1932) summarizes these tendencies:

When the censorship has some doubts it manages very often to solve all the problem;
by using the .*u.\_\m'_\JnJ(IJ-Im;UJU‘.l ~guilty scenes.”So the film “reduced,"mozc o
less mutilated, is suitahle forourscreens[..] It h. rpﬂcncrhz:mmn.’r.h., tcevenisare
missed, and some momentsare not very clean but such arbitrary (.:*.r.ry mentsare fro
quent even when there are nocuts; and the reason is because the di «n....n.ﬂmn lisa
the back of the director's mind. thus, there's not much to complain aboyt.ts

1 The author thanks Scrgio Raffaclli and Augusto Sainati for theie precious suzonti-=u i
likcly that the French version would have arrived on the [falian screenrat thrams e n of
the German version had not been banned: usually, in Rtaly. of the variouzsesmsc it
film, the French one would be privileged. This is one of the reazons wig thr Germasy 300 s
Hans Albers was little known in Italy, while his French “double” [zan Muritwis

famous with the lalian public.

Cf. David Kalat, The Strange Case of Dr. Mabuse (Jefferson, N. Ce MeFaslind X CoL tothpz fu s
3 Notes from Licnco deile pellicole cinematografiche approvate dal Mizisters Sl
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According to the Cencor's Certificate the film s 248¢ metres lonz r: > poing posser2d s

Cincleca Nazionale, Roma, is 2.465 metres lony
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esperienze del doppiatoin alia,” Pianco & Nero, no. 5 (May 1) pp. ¢
Cf. Sergio Raffaclli, La lingua filmata (birenze: Le Lettere, to02) p £,
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Filippo Sacchi, *1l testamento del dottor Mabuee,” 1 C orricre della Seea(Masch s ey 3
\Mario Gromo, “Sullo schermo: Htestamentodel dottor Mabei, LaStampa (Febeas dn G0N 5
Cf. Ertore Maria Margadonna, “Inchicsta nel cinema tedesco* Lasuampa(Aoal 10333053
0 Cf. Gian Piero Brunenta, Storid del cinema italiano, Nol 2, U cinzma Jo! FELm2 13238245
(Roma: Editori Riuniti, 1993), p. 34.
11 Cf. Luigi Freddi, H cinema(Roma; PArnia, 1949), pp. tog toy.
12 Emilio Cecchi, *Cinema 1931, Scenario, no. s (January tg32), ppoe 9
13 Unsigned antide, 1 avoro fascista(May 16, 1933)p. 4
14 Nlippo Sacchi, ™} piuninidcl west ".'!(‘ur.r"rrn.’cﬁ.: Sera(July 1, 8933).
15 Massimo Alberini, *Mabuse,” Cinema, no. 77 (September 10, 1939), p. 169
16 Repulations contained in the Royal Decree ’ipr:! 22, 1920, no. 3¢, published onthe Garzelld
Ufficiale (Official Gazette), no. 109 (May 8, 1920), on which are based all ather Fascist has
relating Censorship such as the law June 13, 1931, no. 857, CLL Ernesto Guido Laun, Lace
sura cinematografica(Roma: Edizioni di Bianco & Nero, 1961).
17 Cf. Cinema Hlustrazione, no. ¢ (February 28, 1954) p.13.
18 Serpio Romano, *Il testamento del dottor Mabuse,” Cinerma, no. 2 (November 10, 13430 -5

19 Farico Roma. “I testamento dJel dottor Mabuse,” Cinema Nlustrazione, no. it (March 14

1934), p.12.

Luigt Freddi, cinema, cit, p.16s.

Alessandro De Stefani, “Il pelo nell'vove (@ propasito della censura anematozmania!
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CHACUN PARLE SA LANGUE: DE LA NAISSANCE DU PARLANT INTER-
NATIONAL A L'ESSOR DU CINEMA SUISSE MULTILINGUE

Rié Kitada, Université de Lausanne

Introduction

Le 26 mars 2004, la deuxieme Gradisca Spring School se terminait r‘h h P-";“th“n
d'un film franco-allemand bilinguc dec Pabst, Kameradschaft/ La Trazodic de la min
(1931). dans la Sala Civica Bergamas de Gradisca d'lsonzo, au nord est ds l ftalic pres de
la fronticre slovene. Comme annonce dans le programme, il sagissait d'uns copic pro
venant de 1a Pracsens Film, maison de production suisse de Zurich qui s2ea [e pivot de
cet article,

Celuici traitera d'unce catcgorie speciale de films, derivee au debut du pasiant des

“vereions mu]nplcs . sujet de Ia \pnm' School, et rt.pruunh: pac e {*'T.;*T: par la

o=

Tragcdie de la mine 1l s'agit des versions "multilingues® ou "internationalas®, dans les
quelles “chaque personnage parle <a propre langue™ Dans ces versions, Tos dualoues
prononcés dans chaque langue maternelle peuvent nous montees f22ilement I matio
nalité et Poripine des perconnages. Grace a ce melange des lan jues dans un s ul film, le
cnema p:n]am a trouvé 'une de ses raisons d'étre, sans traduice les tatertitees de tous
les perconnages de nationalité différente dans Ly méme langue comme a Uepogue du
muct.?

Dans cet article, je retracerai notamment Phistotre de Pessor du cinema suisse multi
lingue qui développe de fagon subtile Fusage du plmilin--m\u::. ¢t s¢ lance sut le mae
ché international au lendemain de la Seconde Guerre mondiale, La Prassens Film est
alors au centre de cette activité prodigicuse a Finterieur et & Pexterieur de 1y Suisse
Fentreprendrai ainsi de montrer Pune des possibilites des films pas Im s incarnde I‘lrl:.‘
cinema d'un pays multilingue, en retragant Fevolution mmrqun le du procede “cha

cun parle sa langue® avec ses variations a travers L presse de Pepoque.

La naissance du parlant international.
Version internationale ou multilingue au début du parlant: Allo Berlin? Iei Panis!
ou “chacun parle sa langue et répete dans Lautre”

Larrivee du parlant souleve un important probleme de barricre linguistique dans le
cinema umw'un comme un art universel, 3 cause du mangue de techniques de pre
<entation des films en langue ctrangere comme le sous titrage ou le doublage, bic u:x
blics de nos jours. A Fepoque du muet, il avait suffi dans 1a p!up.m des pays de traduize
les intertitres des films en langue ctrangere et de les reinserer, 2 Pexception de cas

comme l¢ [apon ot le henshijowait le role de linte rprete.

sy T o : = - ) mams o3
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Lors que le parlant est introduit par les Etats-Unis a la fin des anndes 20, ce sont ¢y
bord des films amcricains, c'est-a dire des films parlants en langue ctrangere, qui s,
présentés dans la plupart des pays. Les spectateurs desirent alors entendre los fi ...ar
lants dans leur propre langue, ct de nombreux pays commencent a tourncr lcursr op
res films parlants, couvent avec I'aide des Etats-Unis. Par lasuite, ils passenta une cops
duction active avec les Etats- Unis et 'Allemagne, deux pays maitrisant alors le p'ogch
du parlant, dans le cadre des “versions multiples™ consistant a tourner un film en ply
sicurs langucs a partir d'un scul scenario et avee un budget plus reduit. Farmi ces ver
sions mult;plcq naitun groupe de films “PC(lflt]ll" oules personnages denationalite &if
ferente parlent plusicurs langues, unc version unique pouvant alors €tre présentée dasg
plusicurs pays.

Ce groupe de films constituc le sujet de cetarticle. Farexemple, un coust article (2 1€
poque presente deux films bilingucs franco allemands ds Pabst, edalizateur doveriio -,
multiples comme Die Dreigroschenoper ! L'Opéra de quat'sous(eaye)et Dic Herring 5
Atlantis  L'Atlantide (1932), en tant que vetsion "internationals” pour Westfonr 119

4 .
el |

! Quatre de l'infantcric (1930) ct version "unique” pout [d Trazediz ds [rmis

, S P
l-,. §l-

Résumons les caractcristiques de ces deus versions = "versions muip. s
multilingue” - par le tableau comparatif ci-dessous.

-~y -
LS B

versions multiples VETSIONV M UL N e
: plusicurs films tourncs dans chagque | unseul filmy tousre domslesd &
production languca partir d'un méme scenario guessontenplusionsslizgs

[ Pune version nationale dans chague une yetsion uaigae dassp!
| presentation P3ys pays

Le terme “versions multiples” designe Pensemble de plusicues tilms touenss chazun
dans une langue 3 partir d'un meme scenario, produits notamment dans lesanndes
apres lavenement du parlant. En penéral, chaque version est unilin iz et est presen
1ée en tant qu'uniquc version “nationale® dans chaque pays: ainsy, une veesion alle
mande est présentée dans les pays germanophones et une version frangaise dansles
pays francophones. La“version multilingue®, quant d elle, est unevariante ouunesyn
thise des versions multiples, et utilise plusicurs Lingues ou des peeionnazes pal‘.;'. 3
tes dans un seul film, Cette un:qucwra:nnc tdc»unccncuc presentce dans plusieus
Pays en tant que version “internationale® 2 1 fois au niveau de la production et de b
presentation. Dans le présent article, ces derniers films seront done qualifics de ver
sion *internationale” ou *multilingue®, tournes par le procede “chacun parle < lin
gue” ou chaque personnage de natmnalm ou de langue maternelle différente s'expri
me dans sa propre langue.3

De la méme fagon que dans les films de Pabst citds ci dessus, Allo Berlin [ci faris'ie
Julicn Duvivier (1932), présenté comme “soi disant parlant intcrmzin-w 1173 fors de 3
<ortic au Japon, ¢st un film bilingue frangais allemand. En coulignan H’l internat
nalite, le film commence par des conversations téléphoniques du monde enticr 7
nongant “"Allo%, “Oui, j'ccoute” ou*Je taime™ 'une apres Pautre dans Lx. proprelans=®

14



CHACUM PASLE SA LANGUE
:':.z::-3.55‘?-_'3”0“”"‘_‘*3_“- anglaise, italienne, japonaise, russe, etc. Comme nous lindigue le
titre, action se dcroule Jllcrna'u'\'cmcnt a Berlin ct a Paris, donc enallemand ct en fran
cais. En cequiconcerne lemultilinguisme du film, un article de Pour Vous explique que
“on avait d¢ja vu des personnages de nationalités différentes parlant chacun sa langue
ctde 101-!0 corte que le spectateur comprit toutes les paroles: mais reconnaissons qu‘é le
proccde fut rarement employe, car il exige, non sculement un sujet propice, mais une
sdresse ctun tact peu fréquents chez les auteurs de films, Réussite dramatique dans No
Man's Land. Reussite gentille et comique ct intellipemment <entimentale dans Allo,
perlin? Ici, Parisr.6 .

Le film relatc une histoire d'amour entre deux teléphonistes a Paris et a Berlin. La pari
sienne Lily ctle berlinois Erich e connaiscent par teléphone dans le cadre de leur tra
vail. ct Erich a intention d'aller renconteer Lily a Faris. Mais Fintervention malveillan
te de leurs collegues complique histoire. '

Dans ce film, Duvivicr utilise un procédé subtil: "Chacun paslz =3 hingue et repete
dansTautre™ Les personnages essaient de communiquer dans Isur propre langue, mais
par es expressions tres simples, ct répetent presque chaqus fois dans s hngue de Fau
tre. Pendant le voyage a Paris, comme des debutants en lanzus €iranzsre, ils repetent
lentement des mots simples ct profitent abondamment drautess mojens de communi
cation comme les gestes, les mimiques, le dictionnaire, etc. pour se faize comprendre.
De plus, I'action des deux personnages principaux se detouls souvent endouble lorade
travail: les s¢quences a Paris alternent avec celles 3 Berlin comme unz repctition, avec
un peu de variation. Ces repetitions intentionnelles servent bisnsde a traluin
caisen allemand et vice versaal'intention des spectateurs.”

Cependant, les films curopdens du debut du parlant nous doaneatsousent
<ion d'Ctre pourvus de dialoguces peu nombreux. Les versions mulitlinzuss d;
cont ¢galement peu bavardes pour une oreille daujourd hur® Diatlicuss Toss du passa
e du muet au parlant, la critique a tendance a appreciee les dialojues reduits comme
une esthétique hénitée du muct, ot clle vante souvent la quantize de dialozues plutds
limitée dans ces versions multilinguces, soulignant Ly ditference entee “0im parlant™ et
*film bavard™.”

Ainsi, dans La Tragédie de la mine ou Frangais et Allemands habitent pres de la fron
ticre entre les deux pays, il o'y a pas beaucoup de sequences ou des personnages des
deux nationalités apparaissent ensemble et communiquent, Dailleurs, les quelques
«Cquences on les personnages de deux pays s reunisient Jdecrivent leurs conflits plutar
que I'harmonie entre cux, En parlant chacun dans sa langue maternelle, les personna
pesn'ont pas vraiment besoin de se comprendre parfaitement mutuellement; il leur suf
fit de <avoir au minimum exprimer ce quiils desirent. Par exemple, Ly premicre séquen
ce ot les deux garqons jouent aux billes nous montre Ly nationalité de chacun et I'exis
tence d'une fronticre Jorsque chaque parqon se dispute dans sa propre langue, quien
frangais, qui en allemand. L3 séquence du bal ou Kursaal (panneau bilingue a Ventree)
ce pasee parcillement, Le refus d'une Frangaise a Ninvitation 2 danser d'un mineur alle
mand rend Fambiance du bal momentanément tendue. Pourtant toutes ces sequences
constituent un dispositif pour nous amener au drame final d'un secours inattendu par
des Allemands franchissant 1a frontiere lors d'un accident en territoire frangais.

Far 13 <uite, le cinéma suisse développera cette nouveaute de Pepoque, le procddse
“chacun parle <a langue®, apres Pinstallation et la maturation du pardant dans les
anndes 30 ¢t g0. Dans ces films suisses multilingues, les personnages parlent ¢t méme

{’ -’.l:.



bavardentdans lcur propre langue et se comprennent tres bien, parce que souvent pol,

plottes et manipulant couramment aussi d'autres langues. Dans la deuxieme partiz ¢.
cet article, en mettant en parallele I'histoire du pays et celle de son cinema, nous retr
¢ons I'essor du cinéma suisse multilingue et international.

Introduction au cinéma suisse international multilingue: Die Vier im Jegp
ou “checun porle sa langue représente le cinéma suisse”

Sclon la Constitution féderale, les langucs nationales de la Suisse sont Fallemaad 1
francais, I'italien ct le romanche. Dans ce pays multilingue, le proceds ch: uapales

e les ot r--

languce” se dcxc]oppc cnviron quinze ans apres Farrivee du p(lrlm, et notamment
dant ct apres la Scconde Guerre mondiale. Durant cette perinds p usisurs films plus

- e -
111

lingues ou internationaux sont tourncs en Suissc dans lesqueals dos person :,;::. ¢

licux ct des situations imposant le multilinguisme, ou un sujstinternationalsont s

-y

gneusement choisis. Laspécificite “chacun parle salangue™ caracterizera [: €inImis
se qui sera presente dans le monde enticr au lendemain de L gustre
A Tl'époque, au fur et a mesure que les présentations de films se rr.':?',;-'I: =t b o
F-. Famvio 4" P,

nalité des films ctrangers <e diversific dans le monde entice. De plus, [os fastiea’s

--..a.---.-.l g

cinémainternationaux qui, avec lareprise de celuide Veniseen to45.a7 7.
apres I'autre, comme ccux de Locarno ct de Cannes en 1946 ou de E‘-:rl..‘ Bt 1551,

LRRY TN L [

jouent le role d° expositions universelles et de marches des films dz toutes ratizaalind,
alors que le cinéma suisse y marque <a presence en tant que pioantes dos flms mul
lingues.

Un film suisse plurilingue, Die Vier im Jeep (Quatre dans une joep), e
¥ Traalia &9 WS

par Leopold Lindtberp, a obtenu I'Ours d'or au premier Festival do Ferlin
L'histoire d'une femme et de quatre soldats de La police internationals parrouiiant

2 P G S
IT250 doneetiwdeeive

une jeep se déroule dans la Vienne de 1950, partagee en quatee zonzs:
anglaise, francaise et sovictique. Lors de <a sortie, ll critique remargus aves tansede le
style “chacun parle salangue” avec des personnages de quatee I‘..lt:.‘:‘..l..'“- Fazex
la revue franqaise Cette semaine écrit que "Lindtbery a cu Uiatellicnce de labsera el
cun sa langue, de confier les roles a des acteurs des pays qu’iis représentent; cetee Civds
Sité, cette confrontation sst-un des €ldments du su;d t e ot 1.1 en belze Le Soi,
quant 3 lui, c\pllqm que "L indtberg a laisoé chacun de ses interpretes sexprimer dans
«a langue, ce qui donne 3 Quatre dans une jeep un caractere reellement internationd,
non «cuh:mcnt dans son fond, mais dans sa forme™'t enfin, le quotidien anZ2ias
'tf.Jr}(h:'\hrDJJf} Dispatch fait remarquer que "when ¢ mmdmmcmuu m.u.....t“
international appeal of the cinema like a knife through butter, cleaving the screen with
dialogue that had to be subtitled or *dubbed’ into Ulhcrmr‘l"uc\‘ for world consumption.
Twenty years later a Swiss company pioneered the multi-lingual film, un dubbed, un
cubtitled, leaving everyone to speak their own mother tongue. [...] Four in a feep could
be the pattern for the international language film™t2

Alors, pourquoi cette acuvre dont Imm"t.r. s¢ situe en Autriche ¢t qui ne contient
aucun pe rmn:m;:q. Suisse est elle présentée dans le monde entier comme rc;‘n entant
le cinema suisse de I'époque??d Les paragraphes suivants tentent de donner une exph
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cation de ce processus.
Tout d'abord, le cinema suisse est peu connu a I'ctranger comme 3 intcricur



CHATUN PASLE SA LANILE
raye, a Fexception de quelques cindastes comme Alzin Tanner et Daniel Schmid. Cect

avant tout parce qu'il ne produit que quelques fictions par annce. Le cindma suisie
connait alors <a fameuse période d™*ige d'or™*4 pendant 1a Seconde Guerre mondiale,
¢t notamment au debut des annces 40. Comme la filmographie en annexe nous le
montre, unc douzaine de films sont produits chaque ann¢e pendant la periode 1930
1942, <c qui ¢st beaucoup plus que dans les annces anterieures et ultericures. Mais,
apres ce court age d'or, la production tombe dans un ctat decrisedesavant lafinde la
guersc.

Ayant survccu a cette periode de crise, la plus grande maison de production on Suisse
de I’ ¢époque cst la Pracsens Film. Fondde par Lazar Wechsler en 1924, son metteur en
scene representatif est Leopold Lindtherg, realizateur ds Dic Vier im feep. Lindtberg,
autrichicn né a Vienne cn 1902, debute comme acteur 3 Beslin en to22 € continuc scs
activitcs au theatre en Allemagne. En 1933,1] passc en Suisie et travaills comme mcd
tcur en scene au theatre Schauspiclhaus de Zurich avant do doveniz ancasic en 1935
Dansunc liste des dix films suisses les plus prizes publissen 1316 danslarevuc deane

ma Schweizer Filmzcitung. 1a moitic sont des films dz Lindthers®s de mime, une liste
des cincastes favoris place Lindtberg en sixieme position apres Fniz lang, Aired
Hitchcock, John Ford, William \\\Icr et Reneé Clair.'® Cect monlrs combion Lindtherp
c13itun cincaste rcprcccnlanfuch Suisse.

La carricre cincmatographique de Lindtberg se divisc en deut perindsa 7 La premic

re comprend des films en dialecte tournces umqmmm« pour Iz mmasehe national, tandis
que la deuxicme <c lance dans les films internationaux dabord presentss 3 Nintericur
puis exportcs rlu&lardhl'é!rang:cr.l,c:‘-pruch‘zin:L‘h.lp;.r;%c‘\'.‘..".‘.:.".:.'_ atendstailchro

nologiquement <es acuvres ot leurs caracteristiques, et notamment plusizuss vanantes
du procédé *chacun parle <a languc®,

Praesens-Film ¢t Leopold Lindtberg.
Premiére période. Film suisse en dialecte: Fusrlior Wipf ou “chazun parle
con dizlecte”

En ce qui concerne les films suivies en dialecte, putigquiil est gene .-.1': ment ditque les
films nationaux se développent erice au pardant, Ly Suisee <o hince dans Ly production
2ctive de films en dialecte 3 Faube du sonoret™ Le 1' u ¢ suisse d&izne Fallemand
parlé en Suisse schwyzerdutsch par opposition au hochdeutsoh, Cest 3 dire Rallemand
littéraire et allemand parlé sous sa formestandand 22 Fa Suive alemaniue, Fusaze dos
deux allemands esten general bien distinct; onecniten hochdeurscheton parle endia
lecte, ailleurs que dans les licux publics comme Pécole, 'universite ou administration.
De plus, ces dialectes sont d'une grande diversité dans ¢e petit pays selon la region
comme Zurich, Bile, Berne, ete.s?

Un film de Pracsens Lindtberg bien representatif de cette rériu-\!c ¢st, entre dutres,
Iuw!.rr li:p!' réalise en 1938, Adaptée d'une nouvelle concernant la mobilisation

durant la période 1914 1918, Phistoire, tres nmpl-.. raconte I.l maturation du heros
\‘.1;~f. jeunc apprenti coiffcur, qui deviendra vrai soldat suisse a travers ses expdricnies

ans armde. Le film, sortid Zurich le 8 septembre 1938, attirera un Suisie :J'H’l-.- Jans
l:a <alles et dumnl le record absolude toute la production nationale.?t Lune desraisans
de cette reussite réside dans le fait qu'il s'agit de la premicre version frangaiie synchro
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rend plus fiers encore d'dire Suisses

Fipute 1

nivce on Suisse, Alors que les versions doublees frangatses ctaient en get
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de France pour clre presentees en Sutee romande. Comme b ;”" licite d'un quotidie?
laucannois le montre (voir la Figure 1),2% e 23 fevrier 1930, les deux versions, ofl Nl
en allemand suisse et frangaise, sont simultanément prese -1!.:':. dans une salle ¢
rente pour chague version 3 Geneve et 3 Lausanne,
Pour expliquer pourquoi ce film a cte prévente d ¢e point dans toute la Suica 135
lons bricvement histoire du pays et la situation de F'epoque. _
Sclon la tradition officiclle, 13 fondation de la Suisie remonte au ser anut 1235
composait alors des «culs cantens geemanophoncs., Plusicurs siccles plus tard. Fant
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109 de 1a Conctitution féderale de 1848 stipule que I'allemand, le frangais et italien
cant les trois languces nationales,?? avant qu'en février 1938, le romanche soit e.-;*;‘:u:.' 3
cn tant que quatricme langue nationale, obtenant une forte majorité au reférendum.?
En fait, le romanche ne concernant qu'environ 1%5 de la population a I'¢poque,?s ‘c"
<urtout la cituation sociale qui pousce a I'adoption de cette quatrieme langue nationale.
Avant tout I'objectif cst ucrcnforccrlcmulhlm*um...cm:.u;rcco:‘nm:.c.f'nme natio
nale de la Suisse en soulignant la différence avee les pays voisins unilingues, suite aux
reflexions sur la Premicre Guerre mondiale. Pendant celleci, la Suisse, divisée en
rcgions linguistiquement différentes, avait €t¢ sous la menace d'un cclatement malgre
<3 nculmhtc. parce que I'opinion romande appuyait la France, alors que I'J!émam.;uc
<outenait FAllemagne.?¢
En mars 1938, Hitler annexe FAutriche ot menace [y Suive voici

- ne. Le 9 decembre
1938, le Conscil Fédéral suisse (gouvernement de lafn... deration Helveli ;‘..)wn‘.

aux dcux Chambres Fédcrales (Patlemient) un mesiazs eoncetnant Ios r'"r.:r. sdemain
tenir ¢t de faire connaitre le patrimoine r-pirih;sl de h (r:..‘f,'-‘;'.: n.47 Destinee 3
encourager I’ apphcanon de ces mesutes, le 5 avtil 1939 “Fro Helvetia®™ o3t u-:'-"c en tant
que fondation suisse pour la cultute, active jusqu’a nos jouss, &:-'4-'"-1 pourtiche

cerver les valcurs helvétiques ct de favoriset les €changes culturels avsc I'etranger of

cnlrc les régions linguistiqucs.2S Ainsi, la Suisse se lance dans uas campazns appelie
“dcfence nanonalc spirituclle/geistige Landesverteidigunz™ La polutizus dr *dofense
nationale spirituclle™ a pour but d'éveiller la necessité dedelendre lzsvaisurssuisiesan

<cin du peuple, parce que la scule défense militaire et €conomiqus o
{zce aux profonds bouleversements que traverse alors Euro
envisagds pour cette dcfence figurent la litterature, [ theatee, |

le cinéma.:? Concernant la nmum de “valcurs suisses™, les te 'ﬁ...'-l cizlacastent extre

mement vagues, mais le film de Lindtberg qui reste aloss a aftiche donnsra uncorpsa
cette abetraction.3? Ainci, Fusilier Wipt, realise par une ;:*.:::;‘:.:: pusement privee”,
s'inscrira parfaitement dans la politique de "defense nationale spisttuslis™ quisen
posce au Parlement.??

11 et dit que Ja menace de 1a Scconde Guerre mondiale transforma la Sulsse en une
“nation”,33 tandis que jusqu'alors, le féderalisme favorisait Fattonomiz de chajque can
ton et que les quatre cultures linguistiques s'ignonicnt ense cotovant. Davant hamena
ce de 1a guerre, les échanges entre les differentes reptons hinjuistiques co a: h
s‘imcnsxf'c:rcl les médias, comme laradio uullprc‘“ s tllusteee, s'interessan :L \tement
aux cultures des autres regions, jouent un role :mpnfu:.t C'est dans ¢e contexte que
Fusilier Wipfdevient le “premicr véritable film suisse™ ' monteant une vraie identite
nationale.

Dans ce film, des soldats de différentes origines et des clients du coiffeur cher qui le
heros travaille parlent leur propre “dialecte™ alemaniquer il y 3 meme un client fr.}..m
phile qui y melange des expressions franqaises. En ce qu concerne ce mélange des dia
lectes, Jes intertitres ajoutes au debut de laversion francaise Pexpliquent en detail 3 l'in
tention des spectateurs francophones qui, sans cela, ne feraient pas la difference.?s Les
coldats traversent intentionnellement les trois grandes régions linguistiques du pay s ¥
ct I'on entend une chanson dans la langue de chacune d'entre elles, chantée tantor ,\.1r
les <oldats, tantot par les habitants. Le film rassurera ainsi les spectateurs de P'epoque,
ingquicts al'approchede la guerre, par ces soldats voyageant dans toute La Suise et prots
ales proteger Enconsequence, le filmavee son procéde "chacun parle son dialecte™ atti
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rera une grande sympathic de la part des spectateurs suisses ¢ rem;
remarquab le.enlesa prc.ant.1<c réunir malgre tout dans ce pays onzine
pa-é de régions de dialectes et de languces divers quest Ja Suisse.

Apres 1a réussite de Fusilier Wipfet pendant la guerre, Lindtberg soccupe dafin '
theme 1007 helvétique, commie I'adaptation de 1a littérature suisse 0u Thistoirs 4.
moyen dge ou du 17eme siccle. Rémy Pithon remarque ainsi deux caracter .‘:3:'*3*'-':?;
production suisse entre 1938 ct 1945 d'une part, Ie “choix du sujet™, comme la ot

classi;

<ation de :9:4-19:8 les époques historiques antericures et I JJJ;“!J.IO’I des clasiisny
de la littérature suisce, ot d'autre part le “rccours au dialecte”, qui presente des cang,
res propres a chaque région alémanique, en opposition aved les coproductions gorm,
no suisses tournces enticrement en hochdeutsch.t?

D'autres maicons de production cherchetont a suivte I'ex
durantI'age d’or du cinéma suisse. Cependant. le succes publicallinten d.‘:..: R
tains ﬂmf- conduizant a dec vraics catas 'rnp.. s financicres. ) Nindustis de lapeo
suisse tomberadansun ctatde crise ala finde la gusrre (un<cul Blmen tirs et en 1y
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Deuxieme période. Film suisse international: Die [efzte Chazze o "chauapalan
langue et chaque polyglotte manipule plusicurs langu=s en passant da fu=a
{'autre”

Le film qui sauvcra la Pracsens Film de cette crize et lut owvriza le ponts du ey
international cst Marie louise, tourne en tag3 et sogtien cort Cest bd v o2 -
petite fille frangaice, Maric Louise, refugice et heberg e pour ool mols dimy pos
famille suisse par Vintermcdiaire de la Croix Rouze, et '.t R K2 voLdal paasiestsamny
dans son pays a l'issue de <on court scjoue semblable a des vacances senfuitpourras
nir dans sa famille suisse d’adoption. H s'agit d'unc ansedote basde sus beepenizniz L
productcur]ui mi-mc nmi\ !c‘u;'n.ui te .m.-i.u.ur \.:1.'1. undamesniiedanir

3otz b

guerre (59 785 de décembre 19403 1y ; ;).“ .\m i1, e tilen sangioe
thie de Ja part des spectateurs de epogue,

g™ A -l-.‘:.":--';
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En ce qui concerne Je style du film, tout d'.ltnml cette histoite denfanss fransaise
rés dans une famille germanophone <e deroule en frangais et en allemandsuion
Comme Hervé Dumont, directeur de la Cinematheque sutaoe, le Qi comargussdinion
prand ouvrage Histoire du cinema syisse, "le melance des tlio e (franzaiser dialects

tee, le il foumizals

csusCesdu il

alémanique) annonce Vinternationalisme futur” 4 Fnoutee,
Pracsens Film Foccasion de s'engager dans une nouvelle t!ifﬁ.’l:zl"l Factaaliee? g
puiwmcnt des sujets nationaux, Clest le prcmicr tilm qui teaite de la question du *rel
pic”, personnage 1.‘1!30\1]11'4]11 Alors, 3 alors quil s'agit d'un sujet quotidien dans lavis el
le des Suisses. l) apres Lindtberg, son équipe avait totjours cu lintention de tournze un
film surl'émigration, sujet bralant surtout d partir de 1943, et Marie Loune futunballin
d'essai qui l'encouragea dans <a nouvelle mission s suivre le chemin de Pactualite ¥

Apres sa réussite en Suisse, le film sort 3 Londres le 15 septembre 1945 ouril c"‘" ¢
un succes imattendu (huit semaines 3 Paffiche), et un mois plus tard, le producteu 21
Pracsens Film, Wechsler, embarque pour New York avee les copies de Maric !fu.‘ e 5 1
<on film suivant, Die letzte Chance (La Dernicre chance) sous le bras, en siaant uof
rcussite internationale plus grande. 4

..1(
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Die letzte Chance estle film suisse certainement le plus universellement connu et e
rlus vantc.44 Apres un grand succes national (premiere a Zurich le 26 mai 1945 ¢t 14
<emainces alaffiche), le film <cra présenté dans le monde entier, 3 New York (27 novem
kre 1945).a Paris (19 dccembre 1945), a Londres (1er fevrier 1946). en Italic, aux Pays Bas,
en Tehdcoslovaguie, en Espagne, en Suede, en Autriche, en Allemagne, etc.4s

I'hictoire commence en automne 1943 dans le nord de I'Ttalic olt un licutenant bri-
1annique ¢t un sergent americain s'évadent d'un convoi de prisonniers. Arrivant dans
unvillage, licu de passage pour la Suissce, 1ls rencontrent un major anglais et un groupe
de civils en fuite de toutes nationalitcs. Cette troupe de fugitifs, guidee parles trois offi
cicrs, s'achemincra vers la Suissc, sa "dernicre chance®, a travers oS .\Ir. scouvertes de
ncige. De meme que Maric Louise, ce film teaite de la question deos refugics ici clargic a
un groupe de nationalitcs plus varices.

Concernant cc mclange des nationalités des petsonnazes, Dumont precise que "afin
d'accentucr 'univer<alite du probleme, chaque interprete rh‘f":;’i angus mateenclle;
allemand (ct suissc-allemand). anglais (6075 des dialoguss).italizn ngaiz, hollandais,
<crbo croate, russe ot yiddish™4% La plupart des critiquess dz Fepoqus, t.‘1. » e monde
cnticr, coulignent également le multilinguisme du film. d= fagon sousent lovangeuse
Par example, Jes articles parus lors de la sortic du film 3 New ork titrent *The Last
Chance, Swiss Film With Ninc Languages and International Casy™ 07 “Multi Lingual
The La<t Chancea Hitin All Languages™* et expliquent qus "evemyons ‘?f‘* shisown
language in The Last Chance and since it prnIqu i3 the most cosm o tan picture
over ﬁ]mc‘d the number of languages heard in it adds up to nas ir 3do -':.".’.” le flhfi
restant a Vaffiche plusicurs mois a Faris (s mois d° exclusivitd). la eritigue frangaise esti

cqu “ily a enfin unc utili<ation nouvelle du cinema paclant chagus _
prime dans Ja langue de con pays™s "Un detatl, entee autres, .1 nate chacun des por
connages s‘exprime dans <a langue: italien, anglais, tflu‘ 1'< potonais, seite, allemand,
€1c., e qui accentue davantage encore Fimpression de verite quise degase de Pensem
ble cans péner aucunement le spectateur™;st “poue la premuiete fois daas Fhistoire du
anéma, ce réait i discret estinternational parson lansase mame un lanzaze authen
tique, direct, vrai, depouillé d'une ttérature artiticic Ao, libée e toutes los concessions
spectaculaires. Kltalien parle italien. U'Autrichicn parle autaichizn, La Frangaise parle

frangais. LAnglais parle anplais, L1, par la scule puissance seatimentale de ce lanpage
intépral, avant de porter nos yeux sur le sous titre, ROUs Saons, noUs Comprenons.
Voila une grande ¢t courageuse decouverte quil convient de saluee® 32

Afinde micux se faire comprendre, certains personnages parlent exalement plusieurs
langucs, 1antot en choisissant une langue commune, tantot en jouant le role dinter
prete. Dans ce procede "chacun parle salangue et chague polyglotte manipule plusicurs
langues en passant de une a Fautre®, la capacité d'usage des langues caracterise chaque
personnage. Parexemple un licutenant britannique parle l'an;.'_l.nw. le frangais et un peu
d'italien, un pretre italien parle Pitalien et le frangais et un cocher italien parle Pitalien
t‘l Fanglais, Lorsque ces trois personnages communiguent, le prcm‘cr parle en frangais

veC lc deuxieme et en anglais avec le troisieme, tandis que le deuxieme et e trod deme
;um-m cn italien, Cette caracterisation des personnages par leur habilete linguistique
cstscrupuleusement respectee dans tout le film.

Les caracternistiques principales du film, 3 savoir le style cemi documentaire, I
Greors naturels (tournage presque enticrement en extericurs), les visages §

i
(film cansvedette). st e sujet dactualité internationale et le :.m‘hl:""u. me
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lisces dans la plupart des films suivants de Lindtberg.5¢ En ce qui concerne ces druy
films de la Pracsens qui traversent I'Atlantique au lendemain de la Seconde Guarre
mondiale cn visant le marche international, ¢t dont la MGM acquiert les droits d'ex

ploitation pour les Etats-Unis, la Grande-Bretagne et 'Amerique du Sud,5s Marie Louise

décroche I'0scar du mecilleur scénario de 'annde Ic mars 1946, le premier Academy
Award dccerné a une production non amcricaine,’* tandis que le 7 octobre 1946 Dis
letzte Chance emporte le Grand Prix International de la Paix au ser Festival s
Cannes.57

Des lors, Je succes des deux films poussera 'ambition du producteur Wechsler vers 1o
marché international. Bien que scs projets ne se realisent quen pastic, il proclame en
février 1946 sa volonté de collaboration avec Hollywond, fondant une firme productsi
ce aux Ftats Unis qui finance des coproductions ameticano sutssss a Hollywood, tandis
que des cincastes hollywoodicns originaires d'Futope eollaboreront paz lasuite a diver
ses productions zurichoises.5¥ En aout 1916, il annonce: "Dorsnavant by Faazaens poo
duira troisfilms paran:des films suisses d'interét gencral dos filmz eurplens
trent le visage sctucl de I'Furope et de temps en temps, un film am Stizaint s Encon
quence, visant le marche extericur, notamment an‘_{ln;ﬂ'mn:. ¥ Feassensdovedchnlulg
un sujet qui justific I'utilisation de Fanglais, tout en gardant un caraotore suie

Cependant, la rcalisation d'unc bande de format international f‘ 3 L2 systeme holly
woodicn, dont la production cst beaucoup plus cotteuse ¢ l €
tarifs douanicrs prohibitifs, exige une preparation longus et mi
graves cchees.? Clest pourquoi I.z Pracsens Film ne pe codui :u;:;: st :":_.'*" ventie 19
1952, tres loin des chiffres annonces.

Bien que 'american dream de Wechsler ne resta quiun téve, ¢vogions be
quatre films multilingucs de la Pracsens, dont trots sont coproduing zaes Les Frass Unls
ou la Grande Bretagne pendant cette pertode.*

Tout d'abord, la coproduction americano suisse watitulee Dox Gerelthnoren ke
Search ! Les Anges marques) est a lorigine basce sur une tlee do Lintehers mals réals
sée parun aumuma-u .mlmhu-n lml :’mmm N0, €0 b et

Ry a N - ¥ g
s Le XIS

o €

til
:\!ltmapnr aprul.l nerre, I .lwmclin toire t!u:f\l[“lt'..l'n.‘vtla una {::-1::.':-.::‘;.-:c:df
sunrnl’antpwduvlapha\lqut ctde lasympathie profonds ent [ ;
soldat américain a 1a recherche des parents du pargon. Ce filmy ot .
memes principes que Die letzte Ch. mu”tulcncxm documentaire, décors nature
s peu connus ¢t multilinguisme: anglais, alleman d, frangais et teh ;

La coproduction .uw.mtu avee les Etats Unis, Swiss Tour (1949), o5t un film que
Lindtberg accepte sous condition®* et malyre lui, ot qui raconte une histoire damour
entre une vendeuse suisse ¢t un marin americain se deroulant sur fond de lac Lemanet
de station de skia Zermatt. Ce film a vedettes®s de divertissement et de tourisme, guis
termine malheureusement en four, adopte également le multilinguisme (anglass, fran
¢ais, allemand suisse),

Enfin, ¢n passant par Die Vier im Jeep (1950) mentionne plus haut, Ly ders
cation de Pracsens Lindtberg, Luprudum. AVEC une sogicte lmmnm;a: L € t Unser
(Le Village pru du cicl) tourné en 1952/53. La scene du film st e =village dienfan®
Pestalozai™de Trogen dont la construction debute au [‘Ilnlt’"l]‘ L9 46 poutlesorpas
de guerret O 1 s"agitcpalement d'un film international multilin '
diverses des enfants duvillage provenant de toutes les parties ¢
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CHACUMN PARLE SA LANGUE

En plus des six films multilingues mentionnés (Marie Louise, Die letzte Chance, The
Search, Swiss Tour, Die Vierim Jeep, Unser Dorf), 1a Praesens eut un autre projet qui ne
fut pas réalicc, au titre provisoire de Funf Stadte.b7 1l aurait s'agit d'un film a ¢pisodes
tournc dans cing villes curopcennes dans I'apres guerre (Pologne, Russie, Allemagne,
France ct Italie),"* on peut des lors imaginer un film multilingue. Mais I'échec com-
mercial de Un<er Dorfentraina la rupture définitive entre le cincaste et le producteur.t?

vecheler sorienta avee d'autres cincastes vers le marche allemand plutot quianglo-
<avon. tandis que Lindtberg retourna au théatre.?”

Film multilingue en Suisse: Al canto del cuci ou "chacun chante dans sa langue

Pour finir, citons quclques films suisses multilinguess non realizes par Lindtberg.
Gilberte de Courgenay, considcre comme un Fusilier Wipfau feminin/frealiscen 1941
par le cincaste suisse Franz Schnyder de la Pracsens Film, grands reussite nationale pen
dant la guerre, st un film bilinguce en frangais et en allemand suisse, comme Maric
Louise. La scene se situe dans I'Hotel de la gare, auberge de ('.r:ur-.'-1 1. village franco
phone du Jura ou des soldats provenant de toute la Suisse arrivent, prennsat lcuscan
tonnement et repartent pendant la Premicre Guerre mondiale. Uh ..n... > (:."-::::. jsune
cerveuse francophone de auberge, est un personnage reel m‘,thm‘ adoze pasds nom
breux coldats g crmannphonc« parce qu'clle sait parler Fallemand ou [ '.'» wicerdulsch
apprisa Zurich. Le 22 février 1917, un soldat composa une ballade enson hoansur dave
nue la chancon principale du film, La Petite Gilberte de Courgenay (voie [y Bijure 2).7
11 s’agit d'une chanson bilingue ¢erite en dialecte et en frangais qui evoqus [es echanlos
bilingues entre Gilberte et les soldats, “rien de micux pour ressoudee 12 mation apees
quatre ans de tensions entre Romands et Alémaniques™/? Lasequence ol deucs rT.E,I:::.
le compositeur et le pamliur de la chanson, pn.' sentent La Fetite Gilbeets de Courenay
avec accompagnement au piano pour la premicre fois a PHotelde Ly gare et se te tmine
par un grand charur général des <oldats est le moment le plus emouvant du Gilm. Les
paroles du refrain écrites en frangais et repetant que “Cest Ly petite Gilberte, Gilberte de
Courgenay, ¢lle connait trois cent mille soldats et tous les ofticiers. Cest Iy petite
(.ﬂlwrlc Gilberte de C ourgenay, on la connait dans toute La Suisse et toute Parmee!, et
<on histoire, rendue populaire par la chanson durant la guerre 11y 1918, deviendront
un roman ¢n 1939, avant d'ctre portées 3 la scene la meme annce, et enfin filmdes en
1941.74 Le film, réalisé dans le but de contribuer 2 Ly defense mationale spirituelle et de
couder 1a nation multilingue, remportera un grand succes commercial grice d une dif
fusion maximale et transformera Gilberte, image de La Suissesse idéale, en une héroine
nationale pendant 1a Seconde Guerre mondiale,?s

Prenons un autre film suisse de la méme période pour dernier exemple, Al canto del
cucu d’August Kern,7¢ tourné dans la région italienne en 1941 par une maison de pro
duction dc Bale. Les personnages principaux sont un groupe de quatre optimistes tres
intimes d'origine différente (Bale, Berne, Geneve et Tessin), 77 et qui se comprennenten
parlant chacun dans sa langue, chacun représentant une région linguistique. La plus
grande partie de I'action se déroulant dans la région tessinoise, la publicité lors de 1
sortic souligne notamment qu'il s'agit d'un *film en dialecte™, 7 du “premicer film tes
sinois™¥ ou de 1a “premicre au Tessin®™ ™ Dans la mesure ou larticle de Pepogue
explique par exemple que “bien qu'entre tous, ils s'expriment dans les quatre langues
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du pave, il [sic] besognent ct vivent dans unc excellente camaraderie ¢t parvicanent,
gréce a leur labeur, a remettre en culture les terres en friche™ ¥t on peut remarquer un
P ommun avece Fusilicr Wipfdans lequel Ie mélange intentionnel de divers dia
lcmaniques renforce un sentiment de solidarite des soldats suisses de toutes les
n-',:lo ns, charpcs de la mission de defendre leur propre pays tous ensemble. Concernant
I'usage des !an::ucz on peut donc considerer Fusilier Wipfcomme une sorte de "ver
<ion multidialecic™ et Al canto del cucu comme une "version multi-languce®, develop:
pcecomme un (‘anm ement aux differentes regions linguistiques du pays. Preuve que
la cohabitation des régions d'origine de clmquc personnage est un choixintentionnel,
unc scquence impressionnante montre chaque personnage chantant joyeusement la
chancon principale Cuciztour a tour dans sa propre Ian"r'f:. enallemand. en frangais et
cn italien.™?

Revenons a Die letzic Chance. En plus de son multilinguisme depy mentionne, lacni
tique de I'dpoquc fait remarquer souvent une séquence emouvants ou deos refugies de
nationalite diffcrente chantent Frere Jacques, une chanzon enfanting populaite que
tous Jes Occidentaux connaissent, tout a tout chacun danz sa propre inzuc. Y Dans ces
films suisses multilingues comme Gilberte de Courgenay et .de‘:‘.,'_? ol cticin dont 1a
chanson principale composc le titte méme du film, la sequsnce oG plusizurs pesonna
ges de Ianguc matcrnclle diffcrente chantent la méme melodiz dans sa propie Lanjue
semble imprimer une marque “chacun chante dans sa lanzus" quisymboliss e multi
linguisme du cinéma suisse.

AI canto del cuct, film multilinguc en dialecte, realise pendant Vdgs dor du cindma
suisse, n'obtient pas le succes national de Gilberte, mtc':_n dans [2 cadse de la défense
nationale spirituclle. Pourtant ce film de camaraderic et de so 2':\!:.:.:: €t gestainement
incarnation des “valeurs helvétiques® ou de la “suissitud ™+ d'un paws multulingue
qui promeut principalement la coexistence des difféeentes culiuzes linzuistiques, les
¢changes entre elles et leur entente mutuclle, Re maruons desuscrolt ;LL. uns chanson
bilingue, La Petite Gilberte de Courgenay, dédide 3 une seeveuse bilinzue loss de
Premiere Guerre mondiale, un film multi dialecte, Fusilice WipZ eealise parune entee
prise purement privée dans un moment mangue par la menace de Ly Seconde Guerre
mondiale approchant, enfin un film international multilingue, Die lerete Chance, tour
ne¢ dans les conditions difficiles du temps de pucm- ct abordant une question quoti
dienne de réfugics, sont tous trois a lunymc des produits de L socicte suisse de leur
¢poque, empreints de “suissitude®, meme s'ils ont connu par L3 suite un succes Iégen:
daire national ou international. On peut dire que Cest grace a 'une ou Fautre des spéci
ficites suisses comme la simplicite ou la sincerite que chague film remporta un succes
brillant qui fit date a son ¢poque.

Conclusion

Pour conclure, résumons les caractéristiques du procéde “chacun parle sa langue™ o
deux ¢poques de histoire du cinéma. Le multilinguisme de la version internationale
audcebut du parlant présente avantage d'offrir des conditions financicres avant Jgeuse
dans 1a production et Iexploitation, parce qu'en tournant un scul film plurilingue, on
peut le presenter dans plusicurs pays de langues dificrentes. Le multilinguisme spdci
fique du cincma suisse dlapres guerre, quant a lui, 2 une double fonction. D'une part,
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dans le marche intéricur, il renforce I'identite nationale d'un pays plurilin-..,

rcunissant toutes ses cultures linguistiques ¢t en montrant unce nation r‘::.,:“:,h
telle quielle est. D'autre part, au p!an international. il impose une soste de marg:; J
fabrique de 1a Suisse, “chacun par]c sa langue”, meme lorsque I'action se déroy eyt
tranger. De plus, a la différence des personnages du debut du parlant, peu by _'
maladroits au niveau linguistique, ici tous les personnages se comprennsnt FJ.H.

nent, chacun parlant sa propre languce au cours d'une meme ::qun:c oubicacks,
sant unc languc communc lorsque T'un d'eux ne connait pas celle de Tautre Les pes
sonnages du cinéma suisse sont souvent polyglottes et savent manipules plusizus s
gucs en passant de I'unc a lautre sclon les circonstances. La difference dos '
le rdle d'unc carte de visite qui montre la nationalite ou lozizine dochagu
ct souligne sa ncutralite ct T'universalite du propos.

Dic Ictzte Chance de Leopold Lindtherg a teussi a faire reconnaitte [sGinimas
dans e monde enticr au lendemain de la guerre. Plus d'un rI-"“':r sizcle apres. uns
veau film dans le style “chacun patle sa langue”®, multilinzuz et muliag -«
(Portugal, Nalic, Irancc) Um filme falado (Un film parls) dz Manoct .
sorli en 2003. Dans ce film qui s passe sut un navire faizant unsceoivses g
monde, on trouve une scquence inoubliable ou quatre pefsonnazes. ol voizius

r "
4 - . 3 - ~ b
'

ct le capitaine, conversent au cours du diner tour a toue dans sa proges limoon iy

—
—
b

.

qaise, italienne, grecque ¢t anglaise, ¢t se cot npnnn nt parfailemen? T ey
tateur commence a sc demander s'il réve, F'un des personnazes, uns oo : Eatiiien
francaise, exprime con cmotion de ce moment meeveilleux ol tous se comgrantery

"
¥

il . pasy
¢
»

chacun s'exprimant dans sa languc. La critique daujourdhur efaprooo
¢équence multilingue comme unc nouvcaute ou comme une possiiice ol
par]anL*SDcnos;ours,lu salles de cinema reporgent de films r.:t;f:;'. s russclalos e
sonnages en voyage traversent le monde et ses lanuues varices comme o
previe, de sorte qu'il nest plus necessaire de soulipner L diveesizs dae lan;
cun parle et entend. Nous ne commes pas dans un géve, mats dans la e s ducina
offerte par le parlant ou un film parlant, comme Vindigus L2 0 B (el

Talking Picturet®

1 Parmi les documents d'epoque consultes figurent de nombrewy azniclas conien
enveloppe appelee "dossier de presse® 3 la Cinemuathe (e suisse l.""‘ ERLRINPTE CUTnetier Bt

] 1

r.-."‘___.aj

materiel varié, incuant des anticles decoupes ou des copies dasticles avee lareles >
source indiquee 3Jamain, voire des transeriptions darticles. Dans les caioujen i pu el
par moi meme 13 source ainsi mentionnee, la citation est refcreniee J"\I.l" e dvec S

cision: cite du “dossier de presse” de la Cinemathegue suise,

Je tiens sincerement 3 remercier M. Jacgues Ducasse pour 1y cosrection dans Ly redadtio® e
franqais. .
Voir parexemple un anticle paru lors de la sortie du film de Pabat =t Tragclizdelamsoee

po.:-nmtc 5 crnp!usdc-d:uxlm"ur- ¢s !unclnu\.ullr i.m u..i.(' jont des puincsd

. - $, g - " T e ’ . r fe "‘
con d'ctre”. Henn l.lupp.::. Dans nos cinemas (Au Mm.,;u.[r," Feuille d hm
(2o fcvricr 1932).p. 6. oo g
“atl $.mmy L6
2 Pabst (GAV). Allemand, - Realisateur de Quatre de infantesio, version intemnati 4270
L'Opcra de quat’sous, vers ons Allemande ot francaive, A taurne o sermon Lom”
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Treocliedelamine pour G.E.FA. Prépare pour 1a S.ILC. le film parlant frangais LiAtlantide”.
Amamveie, “Metteurs en scene ctrangers qui ont realisé dos films parlants frandais®, la
Cincmatographic frangaise, n” 636 (26 dccembre 1931). p. 49.

Farescraple, Jean Tulard explique que "comme Quatre de 'infanteric, La Trazedie de lamine
cst un film bilingue, chaque personnage s'exprimant dans sa langue maternelle, chose tres
rare dans le cinéma de cctte époque™ Jean Tulard, “La Trazédie d= la mine™. dans Guide des
film< 1l a Z(Pans: Robert Laffont, 1997). p. 11496,

Conccrnant le titre francais du film, jutilisc Allo Perlin? Ici !‘.J.‘- dans ¢ct article, suivant
ain<i Jean Loup Passck dans Particle “Duvivier * du Dictionnaire du cincma(Panis: Latousse,
1391). p. 208 Cependant commic on le voit dans mes atatinns o dzssous, les diffecentes sour
ces mutilicent pas toujours le méme titre pout ce film.

Tar exemyple, anonyme, “Pari Perurin (Allo Berlin? Ici Faziz)", Kincma Jumpo. 0’ b2 (2t
fcvnicr 1933), p. 28,

Lucicn Wahl, *De la gaité et du cincma, Ao, Berlinfei, Fariz™, Four Vousn’ zio(zinovem
bre 1032). p. 7. Jean Tulard cgalement fait remarquer que "la notveauts, pous Vepogqur. etait
gue chaque heros s'exprimait dans sa langue maternelle™, [ Tulard. "N Forlin? L Fanis™,
dins Guide des films A a K, cit, pp. 72:73.

\oir par exemple: “Allo! Berlin... Ici Paric [} On a. d'autec part, tess hatilemznt tourns hadid
ficulté de Ja langue cn un agrcable mélange dallemand et de frangais qus premel de suivee
Faction mtme en ne connaissant quune de ces deuc langues™. [ran RatatteL "Dans oot cine
mas (Au Capitele)”, Feuille d'Avis de Lausanne (3 octobre to2).p. 2
Concernant la quedtion des films bilingues ou multihingues du dedut do paslany,
Pzul Lesch, “The Transition from Silent to Sounad Film in a Small, Ml ls zual
Luxembourg as a Cace Study ®, Civnna& Cie, n° 6, Hans Michael Bock, Sim
(sous la direction de), Mulup) r‘!mf'.s e Versions I Versions multiples [1(570a2 2203) pp
42-54.

Voir Je méme anticle que Ja nate n® 7 ~Allo! Beelin.. [ci Pacis, [ B puis, autieehiose en
une grande qualité, c'ect un film parlant, mais pas un film bavacd. Linterpeenation est excel
lente”™. Concernant Alo Berlin? Ici Faris!, voie aussi un autee agticle: *Gedz a unzinzeniosite
constante, Jes dialopues sont €vitds le plus possible, suguéees, etee proced s nous ramene pas
fois cous une forme conore aux meilleurs moments du cinema muet®, Anonyme, *Spectacles
Concents Conferences (Allo Beelin, ici Paris! au Capitole)®, La Tadune Jr Lausanae (32 sep
tembre 1932), p. 4.

Pierre Leprohon, Cette semaine (6 juin 1951) (cite du*dositer de presse
suisee).

Olivier Delville, Le Soir (18 mai 1951), p. 16,

Maud M. Miller, Manchester Daily Dispatch (9 juin 1931) (cite du “dossier de presie™de la
Cinematheque suisee).

le film et prfw:mv: parexemple 3 Zurich (30 mars 1951), au Festival de Cannes (5 aval 1951),
3 Berlin (7 juin 1951), 3 Paris (8 juin 1951), 3 Londres (5 juin 1951), 3 New York (11 juin 1951),
ctmeme au Japon (14 janvier 1952) en tant que premier film suisse dapres puerre. Voir Henve
Dumont, Histoire du cinema suisse, films de fiction 1896 1965 (Lausanne: Cinematheqgue
suisee, 1987), p. 422: Anonyme, “Liste des films étrangers presentes en 19527, Kinema Jumpo,
0 56 (1 fevricr 1653), pp. 53 58 (. §8).

Rernhard Stettler, “Cinéma suisse 193019507, traduit par Roland Cosandey en collabaration
avee Madcleine Schmutz, Travelling, n™ 39 (novembre decembre 1973). pp. 33 41 (1 33).

1. La Demicre chance (Leopold Lindtberg), 2. Marie Louise (Leopold Lindtberg), 3. Fes Lettres

e
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damour mal employces (Leopald Lindtberp), 4. Manoucke (Fred Sunville), 5 ., ,

Jisparait (Jacques Feyder), 6. Maturarcise (Sigfrit Steiner ¢t Jacques F...I,, o2, Ly,
ved o

Stauffacher(Leapald Lindiberp), 8. Der Schuss von der Kanzel(Leopold Lindstesn; . o750
¢! Julictte au village (l'm.':'.r:cr ct Schmidely), 10. Dilemma (Ed""'-:‘d Heuberzen (.
par H. Dument, “Leopold Lindtherg et le cincma suisse 193516537, Travellinas o i

. :l (1) :"

(automne 1975). pp- 174-156.

7. lean Renoir, 8. Frank Capra, 9. Orson Welles, 10, Robert Siodmak 152 p. 154
H. Dumont, *Leopold Lindtberg et le cincma suisie 193519337, G . 27 28

Le premicr film de Lindthery réalisc en 1935 (co réalization avee Walter Leschy 7500
aus<i un film en dialecte. 2
R¢my Pithon, “Cindma suisse de fiction et ‘defense nationale spinituslisde i Cen v |
helvétique (31933-1945)", Revie d Bistoire moderne ¢t conlempotaine tom s XKW 0 .
1986). pp. 254-279 (pp. 272:273).

Koichi Maki, *Suisu no ge ngo mondai (Question des lanzniss en Sy’ disa g g, ;
Morita(cousladir. de), Suisu norekichito bunka(L'Hiztoireetlacultuo o la S0 cp oy
Tosui Shobo, 1999), pp. 308337 (p. 313).

H. Dumont, Histoire du cincma suisse, films de fiction 18351355 ait.
Feuille d'Avis de Laus<anne(22 fovricr 1030), p. 3

Yasukazu Morita, Suisu-Bencrukusu shi (L'Histoire de ls Suisze et d: Fem:27o0 0
Yamakawa chuppancha. 1998). p. 1:0.

K. Maki, op. ¢it, p. 334.
Par exemple, la population sclon la langue maternelle se eepastitcomme st en s i
mand = 63,7%, francais = 20,4%, italicn = 6.5, tomanche =03, auttes L roes = 5000y

=7 288010;cn 1943, allemand = 72,67, frangais = so M ttalien = s eomascte s 1

res langues = 0,4%, total = g 265 7o3. “Topulation residante selon la lan rue oo et

Annuaire statistique de Ja Suis<e 2003 (Neuchatel Zurich: Oftice fadezal de la st )

2urcher Zeitung, 2003), p. 731.

K. Maki, op. cit, pp. 332333

R. Pithon, op. cit., p. 254

\oir 1. Dumont, Histaire du cincma suisse, filas e fictions e¥p0 roog g et
vin Jee sohazin taall e

Schaub, Le Cincma en Suis-e (titre de Pedition onginale Folo
L

Urcula Gaillard) (Zurich: Pro Helvetia, 1%), p. 25
R. Pithon, op. ¢it, pp. 254255

1bid, p. 255,

Ibid., p. 271,

Ibid,pp. 270 271

M. Schaub, op. cit., pp. 2425,

1hid., p. 29. L

“Le film Fusilicr Wipf a été conqu en schwyeerdunsch Il montre dey soldazs du batd
quine changeront pointici leur numero, et qui, dans lavension orizinale, ;‘;.I::z:.;‘--‘- T
v e "‘__' we

¢t s¢ plaignent avee l'accent d'Argovie, de Saint Gall, de Schafthouse, et surtout e =7
Mais, Iu\:hrr " :;‘ff‘ld unt‘m plra!luntr!!cn'crltxun et laI!—-:'::‘..J. '.::. JSRUmEST

pour 13 Suisee l'm 1(aice et pour les ku,.ﬁm romands de ic.m A -
debut de laversion frangaise).
L Fithon, op. ¢il, p. 275

INd.pp. 273274
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CHACUMN FARLE SA LANGUE

13 fin d'un monde®, Positif, n® 513 (novembre 2003), pp. 43-49 (p. 49) ; “Lors d'un diner obcis-
cantalaccule regle de Vintercommunication polyglotte”, Helene Frappat, “Detour”, Cahiers
Zucincma, n” 583 (oclobre 2003), pp. 26-29 (p. 27) : “Unc scence polymorphe ol quatre per-
connages de pays différents conversent chacun dans sa langue en se comprenant parfaite-
ment®, Olivier Lemaire, Premicre, n” 320 (octobre 2003), p. 50.

Comme Fexpriment plusicurs critiques citant la "tour de Babel™ a propos du multilinguisme
de ce film, C'cst une conversation invraiscmblable dans 1a vie réelle qui se deroule pourtant
parfaitement dans la réalite du film parlant.
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Dés le début, un hilm pluriel

Prcmicr long mctrage de Jacques Tati, Jour de féte €3t toutns re gmri la ve 4
gucrre, cn 3947. Tati a alors qua..mic ans et unc cartictedopdcenlifs =t RS
ayant jouc dans le thdatre des varictcs et tealisd un cevtfain nom™ 12

Pour ce cincaste anticonventionncl. Ie soucide la techniqucest 3 b= o geenn. o
i .
4 bt & I

le restera tout au long de sa carricre de metteur €n scens €f mar jusralem it o, |
production. C'est bicn ce couci d'innovation qui amene Taf 3 comisy 20§ m wn .
leurs: le dcfi de Ja coulcur cst a ce moment la la veritable fronticec toor-mo o L0

R S OMMIS Yy~

dustric internationale ct les majorsinvestissent des sommes imzosti= oy o fia 5.
che autour dela :crmducl‘nn de la coulcur. et la ques ;wnj Eralarmeny dos gans =

esthctiques non negligeables. De plus, si le film etait ecalisc il sann s lu-r peoe
abcolue dans le cadre de la production frangatse. Un pe BN r_"I” EE £
Color, mis a point par 'ucine franqaice Thomson, ce qui l DRRY LIRS pesv s
ajoutce cO1é nationalisme - succite I'interet de Tatw il p.lru (e sd ‘;'i’ sl gen
re a celle des procedés concurrents, Toutefols, Tati ne se seat px °°°° JR3uE PATEL S
teme d'impression des couleuraal serait trop rique de toumee I: :'.“'. S §rem.at

film, avec une technologie qui B'est pas encore duies tentee, Clest 2insl s
nait - cas pratiquement unique dans Phistoire du cincma - comme ua im i e
Tati tourne avee deux cameras, Fune en couleurs aved e Thomaon ol !

¢t blang, pour avoir une copie de securite, au ¢as ou la technolosia feeais deiant
En effet, 1a technolopic fait défaut, et le sy steme Thonon we gy ol2 !;:':E.ﬁ:.z_; &
vue de Veaploitation mmmruu!c ¢ar il ne pennet pas d n’ renie Jos Copios poriind
couleur autres que celle tirée directement sur L pellicule du neand Tanere 500
£¢, au montage, 3 avoir recours dux rushes de la version de securite, etle 11::: surtes
1049 en noir ¢t blanc. Mais cette version, qui se troun e tinalement actee lapee ~“«
(o'

<ort 3 'ecran, ne satisfait guere son auteur, parce que tout Ic- trava tcongu p
leur n'y parait pas. 1l sagit d'un traval expres if et narratif, Comme le din T il 5
n‘;anmlqu;sanmcs plu»lard dans histoire racontee par le filn H(centree. .:..»"
1a vie d'un village, vue notamment 3 travers le personnage et les aventures de saa s
teur) mulcur arrive avee les forains qui viennent pour la féte, Ce sont eux guis

nent une touche de couleur dans 1a vie ordinaire plutor price de ce patitcoine < €I
£ne francai et Cet aspeet el Ltln‘lp!t!rmtul cffage par la version noir et blane *J‘___.
cst i insatisfait qu'il recdite le film, quelques annces plus tard, en poor eny &0 -
quelques touches de couleur. Comment cela est possible? 1 peint au pos hoit ‘
details it et 1a: un drapeaw, des ballons, les festons de a fote du villa e B0
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inégedun j cune peintre qui n'a aucune fonction dans histoire que celle
¢ dessiner: c'est probablement pour ]l.nhllEr les plam en coul urs que
Tatiajoute les scenes du peintre. Cette version differe donc de la premitre de 1949 ence
".::":;'L,'.’t.,.mrcn.r;n ce

ion adoptce cst loin d' clrc satisfaisante, mais il semble bien que le film soit
{ize a ¢e stade. Toutcfois, un troisicme volet de cette longue h: oire s‘ouvre apres la
mort de Tati, lorcque les rushes de la version couleur tournce en 19349 cl non montee
<ont trouves dans une cave:? apres de longues ctudes concernant les objectifs utilisss
pourletournage, les c.lr.lcttnstu]ucalcchmquc'- du neg ,hnch...c&m.hcriam sont trai
{¢s par un proccae numcerique ct finalement montcs comparant le montage de 1949 ot
cclui de 1661, Un probleme important se pose lorsquon slapergoit que cestains plans
(cnviton quatre minutcs) m.mqntnl dans les rushes en eouleurs: comment r cut on
trouver un remcede a cette absence? Apres quelques hesitations, on choisit de coloriser
numcriquement les p}am qui manquent, et qui nexistent donc qu’ €n no ir et blanc.
C'est cetie troisicme version qui fait apparaitee, de fagon enfin compiste. o jrusur la
coulcur pense par Tati.

Ccttce histoire cst maintenant bicn connue, et je ne Fai reprize d= fajon un poucava
licre que pour rappelerles aventures de ce film, ol le hasard. htu...‘. ;‘;: »:':l't:‘-:l".::é.;u:

ce mélent de fagon asccz hizarre.

Un film pluriel, une question théorique

Au-dcla des aspects technico csthetiques, Ietrange histoire de fous s e pose aussi
unc question d'ordre théorique. En résume, Jour de (éte mmp ':rnn versions qui se dif-
férencient selon Ja précence progressive de la couleurt De plus le film a ezalement un
petit film-matrice, L'Fcole des facteurs, un court metrage que Tati tourne en 1947, pau
detemps avant la réalicsation de Jour, et qui pour Pessentiel (Cest 2 dize dans by descrip
tion des peripcties du facteur pour livrer e courrier) est repeis \..1« o J::r‘.:-. film.
Quatre versions au total, dont une ~ la dernicre, de 1995 - qui semb! aplain titre
un remalke, puicquielle est réalicée avec des materiaux diffcrents parrapporta laversion
*originale”™ (mais comment delimiter le concept de version n:::m.l!: dans un €as
paml ). avee intervention d'une equipe (eruclIcmcnn differente, sur un méme p.ul
¢1, de plus, avee un fort souci de fidelite, souci qui dhailleurs margque parfols les remakes
(que I'on pense au Psychode Gus Van Sant). Mais peut on parler de remake pour lade
nicre version de Jour? Etquel est le statut théorique des autres versions du film? Encore,
peuton reunir ces différents etats du film autour d'une problematique du type, telle
qu'elle est évoqueé par André Gaudreault? Clest d partir de ¢ces questions que je m'inter

rogerai sur les conditions formelles du remake, essayant de proposer un ensemble de
conditions nécessaires et suffisantes pour la définition du remake lui meme. La notion
<cra ainsi reconduite et Jimitée 3 son cadre d'origine, car on ne peut parler du remake,
Ju sens strict, que dans le domaine du cinéma.

Avantde passeralamalyse de ces conditions, résumons une dernicere fois 'état des ver
stons de Jour de féte:

1)onad'abord ce qu'on pourrait nommer un film projet, c'est a dire le film Jourtel qu'il
est congu par Tati (¢t par ses co scenaristes Henri Marquet ¢t Rene Wheeler, mais
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au<si par son producteur Fred Orain, a I'cpoque president de 1y (.a,
Supcricure Technique, donc assez scnsible aux questions tecaniguey o
notamment d'un film (cncore a I'état potenticl) en couleurs, carcest bizn 100 4
couleur progressive qui structure deos le debut Ihistoire et laforme du fiin. 77 0
2) ce projet initial, a causc des difficulics techniques evoquees plus h;u:,q;_z.
moment du tournaze on (‘ﬂu: versions, I'une en noir et blang, autee en c.,:ﬂ ‘
film tournage donc se dédoubic B
) ce film cst 2 son tour le uc‘-r.nprr;..f*n. d'unc idce deja pasticllement téalisda a.
L'Fcole des factcurs - qui cotrespond a €€ quc | ‘appelleraile film genceate kh
quicnnccmcnntammcn:Irr:r"unm;? r-‘inil;’-ﬂ(?’.?-‘-i—f:?i? ctuncemtainna~t.

situations qui teviennent telles quelles dans Jour,
8) le filmy montage - qui finaloment n'cst tien dautre qus ls bl
respond pas (mis a part les aspects concrets de Pinfetve

A3 CE

tournage, mais sculement a unc de ses deus versinns,

s)en 1661 e film sort a nouvcau parles soinsdu cinsaste lui mimoquiaprontador: =
brcuscs variations (peintre, coulcur des objets, etc ) setait b un flm discat M
6) cnfinle film. apresla mort de Tati. cst monte encnulouss apastisdnnahnt s
3 I'époque. Le film cst de toute fagon attribuc 3 Tati. Sceait thun £/m sorma s
Huit conditions cu temake
!‘ourc.waycrd'('-dai:crllic'nriqucn:ﬂn!l’»‘-t.l!n:t.:' remale nows quons e iadaongy
rerdes conditions, ousiTonveutdes qualites quile dist :.".‘_‘.‘.:_‘:“,f_::‘i s AR
textuclles. Bien évidemment, on ne patle pas ici ni dw peoleme grartaldr izt
tualité (tout 1eate esta sa fagon ot pour plusicurs depec suniarestontyeids Fesiese
des phénomenes d'intentextualite (qui comprend ey :' any Lo snsives, liggerine
mais sculement des films qui renvoicnt explicite ment 3 tn auite s (e et
ment, par exemple, 3 un personnige d'un autee tilm, comme dans L eas des 070 ..
007, ou au style d'un autre film). Bien que Pesgquise de theone Qulon progose
ceptible d'cre ultericurement affince, on a e toste fagon tatzds 3t ,I.- Qi
1 % r‘ﬂ-‘l‘f =ad L

nées théorigues d'un probleme dans 13 mesuee ow elles pouws 20280 2 Gaemnet =10
th.‘lmpdﬂﬂt‘ﬂu}‘alluna Une C!u‘l:[m:l un das ['.1!{1. tlice, uncunte e "'.7" e ;

vi o}

n'invalident pas une taxinomie, mais ils 13 relancent, dans 12 mot s
perpetuel de la recherche.d 3 faiee

i
rr 25 Liaes

g aeenliccis -
o T T
Pie: "

Pas moins de hunt conditions semblent detinie le reomahe deu
plusdirrulcnwm;)1.1m.m-'ria!itémm:'"nicn;n—m—-; alogs que les sivde

'—! o 1;-

plutot de ce que jappellerai des negotiations textuellement conteolees.

"yl
D: ‘.

3) Pour qu'on puisse parler de remake il faut qu'il y ait une pessitanie maad sty
dire tout simplement que les deux textes qui sont lics par une relation dege®3y 7
vent etre des films, Le remakie est en effet un p!u-‘m.::w.c::: intertextusl e oo Sl
puistigue: ') n'en €13It pas commie ¢a on Aurait a faire 3 Paduprationoua ey
<tion d'un teate matrice d'un lanpage 3 un autre. C'est bien le ,::; fregaentss
adaptations dnematographiques des romans, mab Cet ey ’--:'::-:::3'»%5" ;
transpositions - dont la pratique ost plus récente - des jetix Vidcos ducinemd o

versa(Tomb raidercic.).

ol



JOUR LE FETE. CCULEUR PROGRESSIVE. POUR UNE THIQAIE

b )I.l deunicme condition matériclle nécessaire pour avoirafairc aun remake estl'evis
tence de deux textes origine. Cela peut paraitre evident, mais le cas du director’s cut,
de ;'—11:'. cn plusrépandu notamment grace a la diffusion des films en dvd, impose de
distinpuer entre le remake ¢t une variante du film. Ainsi la version 166t de Jour de
féte n'eet pas un remake, alors que, par exemple, la deuxieme version de The Man
Who Knew Too Much (1956) d'Hitcheock est un remake a plein titre, et plus precise-
ment un auto remake. Laversion 1961 de Jourcst plutot une variante, mais elle n'est
pas non plus la version director’s cut, parce que cc n'est pas celle que Iauteur decla
rait avoir voulu, Ni, par aillcurs, on peut parler a ce propos d'un final cut, vu la suite
des versinns de Jour. Par rapport a cette deusicme conditinn matericlle, on pourrait
pencer que Javersion 1995 de Jour cst un remake, car on a a faire bel et bicn a deux
textes oripine, cclui de 1949 et cclui de 1995,

Contraitement aux six conditions qui suivent, les deug premicees [aissent r:u d'espa
ccalandgotiation: tantot elles cont respectées, du prnnt de viie ds Faspact physigue

¥ -kh

textes mis en rclation, tantot clles ne le sont pasctonn'a pazafairc ados rem !L ;

-—
-
-

~
B

) Ve remake demande quil y ait une reconnaissance intersubjoctive de Ly stricte inler
u_m ndance formclle ct'ou thematique entre les deux textes, e nm imetemps ducote
dela yrmlmlmn ctducotedela rcccptmn Il s'agit d'une condition gu -::: tee plus
au domaine desinteractions <ociales quia la materialite des sctes. Cest potamment
Fencemble des «ptcmuurk le public en tant qu'entite socials et culiuzellz, Guientie
en jeu icl, a ¢Oté des autcurs du film. En effet, Fidce de la necessize duns teconnais
<ance intersubjective permet de du.p.l'- ¢t la question de lintentionaalite qui risque
de toucher plus a la psychologic quiaux dyn.unu[u:'. textuslles. Fag adllzurs, cette
reconnaiseance nieet pas necesairement lice ala visibilite sue l2s ectans des doux
films ¢n question, mais plutor a leur co presence dans Penoyelopedic partazee. En
Ialie, un film devenu mythique a partie des anndes go fut Spealduts nel buio, tourne
en 1914 par Nino Martoplio, et souvent ¢ite pae [ critique dos aanies 30 comme
exemple limpide deséalisme au cinema, Le film fut perdu peadantlaguesre.en togy

44, Joreque Varmdée allemande requisitionna Ly plupact des steuctures cinemato na
phiques de Rome. En 1948, lorsque le souvenie du lilm etait encore tees vif, un rema
ke < avee le meme titre - fut tourne par Camillo Mastrocingue avee Anna Maznani,
Dans c¢ cas on peut bien parler de remake, car a Uepogue le premicer film ctait bien
present dans Fencydopedie cnephile, comme le prouve le fait u'encore aux annees
50 les revues de cindma le citaient comme modele.s Bien evidemment, toutefois, l'ex
tension de la conscience de la dimension intertextuelle des filmis change selon les
cpoques. Sielle est aujourd’hui tees répandue parmi le public, notamment celui des
jeuncs, aux annces 4o elle ctait au contraire beaucoup plus limitee au public des cind
philes, vu la difficulté d'acces aux films, Pour revenir a Sperduti nel buio, si aujourd’
huiun trotsieme film etait realisé, il ne sagirait plus proprement d'un remake, parce
que Ly memoire des deux premiers films est maintenant beaucoup plus estompee.

d) Encore: le remake propose une double relation entre les deux textes, D'une past, unc
relation qu'on pournait dire de type statique, cest a dire une relation de rappel fart et
t'-itut dufilm A parle film B: l'c\n:mplc plus flagrant seraitace propos le sy chnde Van

ant.q zum ct presque refaita la lettre le film d'Hitchcock. Dlautre part, une relation

de type dvnamique, par laquelle des variations meme importantes peuvent intervenir,
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toute fzeon tou j0urs co presentes, a e diffcrents degres, et avee beayge

- & . Gunds .
mediaires poscibles (cf. les films de Brian De Palma). Dans les versi -‘d"l A
1G35 Ce Jourde :"‘c']'hi':r;ire. le scenario, cic. sont les mémes, mais I (j:-:.‘;-f}:'i
ferent notamment du ]arm t de Ve de la couleur, absente dans Iz ;;;,-;-'5:‘.{,';."'?‘1‘
dans le deusieme, ou des plans, puicque les deux films sonttournss avee dey o002

o) Un recouvrement textuel cst épalement ncceszaitc entre lesdeuz tontos tane, 2
A tantit le film B doivent étre essenticllement - Cestadite plus oy meia, . -

vt -_,:'l

mient - occupcs par la pr Miqt:c du renvoi textucl Stce et paslrcagonm,
"*'1' dans lc remake, mais dans la citation: Cest bien le casdz Jous 2 11 h‘ “"""f
3 L'lcole des facteurs, dont le premice film n'est pas un temake i T
f) Unc <inicmc condition pout qu'on puisse patlet de temake est i homolasta ot .
<ile film A ctle film B ne sc fondaient pas surf une méme dispa dfion £at
nautait plus remake mais parodic Cesthien ce quiarrive souventchay vra sl
dontlcs filmsne sont pasdes remakesdutexte dontil se mogizny, Dreep '_._
on peut concevoir des cas intermcdiaires, relevant d'une dispositisafor o
son strictement parodique: ce scrait notamment le cas des films s ___-—\g g 5
cpistre dronique tcls que les pactichics, qui ne sont pa. non plusdes fr—aies
g) Parfoison dit que e remake perfectionne ou elargit (o te p.‘:r'___‘_ CELYs 1o sy
d’'encourager Iidde d'un travail d'amclioration (quot q { Cul sinifizhcves ;;:'

remake, ce qui ne peut pas, de toute evidence, étre theosise. Fasconiertlsem2 ey,
judicicux de dire, de facon plus gencrale, que e remake pu Uil uoe snrlenremsy
tion du champ testuel englobant les deux textes: un eemake ajouse ton cus gl
choce, mais ccttcidt'cd'un(Ia:-,:i-'rmcm dts toxte premice nest pas foscementhp e
dre au sens quantitatif, Dans le cas de Jour de £éte, 13 version tog3 aiourz e e
1 “complete” par ce biais Je film.*

h) Enfin, le texte cecond doit faite vivie 3 nouveat son models L’.u..:_i.": dans e doshie
exposition textuelle qui et une condition eentielle pour qu'tl y atr remala e dis
tes termes 3 doit produire un offet de selict wue e file piktas ot
Shakespeare adonneé licu 3 de nombreux films. On ne potirraiz pas dize e le e
de cette lonpue <érie tient place de modele dont les suivants (y compeis, paset
I'H.Jmlrtdt: Laurence Olivier) seraient des remakes.” Chagque Hamlzise apponidd
piece de Shakespeare et non pas au film qui Pa precede. l!m. ¢e ¢as, commeea et
plus haut, an aurait a faire Jdrs.}dai‘uuun,umlu;\‘--, J'un méme texte Hpeulyde
toutcfois beaucoup de cas intermédiaires: 'il est vral quiun Famlerde faod &l
ment pa-ulurrm:wdm le modele du Hamlerde Laurence Olivies, tlestvaatduigs
ce demicer film est devenu une Lorte de modele, dontajourdhuiil et pas facite des
pascer. 1 faut alors décider - et C'est une question typiquement pragmatique - i !--'-_-
Hamlet ultericur par rapport au film d'Olivier, par nc:.zp'-- I'Hamler d2 Kennatd
Branagh, renvole (Cestadire donne du relief) 3 La picce de Shakespeare, 3u film o
Olivier, atous les deux, aun autre Hamlet de 1a tradition cinématographijuecte?

. o ¢ - " i ”Ll‘,..:r-;\'
Dcs huit conditions du remake enumeérées I'étrange cas de Jour de fetesemae i

remplir uniquement cette dernicre: le film de 1995 serait bien une x."ﬁu'-'lff;"--
remake parce que 1a cortic du film en couleurs a pratiquement eclipac le o e 3

puisqu'il a enfin revele Penjeu du projet de Tati,

-~
w et
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wOUR CZ FETE. COULEUR PROGRESSIVE. POUR UNE THEQRIE DU REMAKE
On voit facilement que les six dernieres conditions quon vient de décrire sont sou-
miccs a des nogotiations textucllement controlées. Cela implique que le remake cst
avant toute autre chose unc qucstmn d'accord social. On a beau ctablir a priori des
concitions textuelles ou matcrielles: si dans I'espace social il n'y a pas d’accord autour
delarclation quilic les deux films dont on discute, le remake n'existe simplement pas.
Par ailleurs, I'accord ne peut s'cétablir que sur la base d'un certain nombre de qualites du
teate luimeme: c'est bien cette fonction de guard rail de l'interpretation qu'Umberto
Fco attribuce au texte,? et qui rend tout a fait inefficace I'idce recurrente sclon laquelle
dans I'ere du post moderne tout produit est un remake de quelque chose d'autre, ou du
moins unc citation, un plagiat, un pastiche ctc.

Le remake et le type

Dans le d¢bat sur les versions multiples des films Andre Gaudeeault introduit la dis
tinction quc faitla 1111;'u1<-hquc entrele fypect le token. Traitant [a Guestion sus Fexem
plcucc films des premicrs temps, il precise que le type serait "la version i dselle et pre

micre, un genre de matrice, qui témoignerait de la vue telle quielle a ets imazin
fabricant.” Par contre, le token, ou plutot les tokens, seraient “chacuns d=
actualicces, telles quelles se manifestaient dans Tespace d'exhibition: d

remanices, donc, charcutdes, parfois méme plagices.”© Aloes que [a notion de folen
tran<posde au domaine du cinéma ct des versions multiples ne pose pas trop de ;‘. bl

me, la dcfinition du type ne laisse pas apparaitre clairement si ce conept 3 faiee
I'empiria(dans ce cas le type senait le film réalise par Fauteur, soumis pas Iz suite ades

\lCl'*Hudl'aqulJ]lLItTJ}LIﬂ*.] purcte”initiale); oubiensile typeseraitce quonaappe

l¢ |‘r1u5 haut le film projet, c'est-a dire le film congu par Fauteue. Dans ce deuxiame cas
le ricque <erait alors de tomber - via Fintention de auteur - dans une soste de concep
tion platonicienne aux conccquences facheuses.

Pour revenir au cas de Jour de fete, il est bien clair qu’ cmpm quement il 'y a pas de
type ctant donné le difficile parcours penétique du filmy; mais, méme d'un point de vue
abstrait, quel cerait le type? Celui que Tati a penseé au debut ouw celut quiil a progressive
ment congu, a la suite - entre autre - des difticultes techniques quitl se trouvait devoir
resoudre?’? Alors quion peut penser d un film projet, qui a une existence plus empir
quement controlable (déclarations du cinéaste, brouillons de scenario, ete), il est diffi
ale d'éablir quelle est la version “ideelle” d'un film,

Pourtant, la notion de type peut bien ¢tre utile, st on lut assigne un statut purement
mental, et on la situe non du coté de la réalisation, mais du cote de linterprétation.
Chaque fois que je construis une lecture d'un film, implicitement je le fagonne comme
type, cestadire comme modele. Mais ce travail de modélisation est lui méme histori
quement surdetermine, Four moi, aujourd’hui il existe un type de Jour de féte, mais ce
type change sclon les ¢poques, les déterminations sociales, langagicres, materielles
(cf. 1a sortic de 1a version couleur) ete. Mon type de Jour de féte n'aurait pas ¢té le
meme en 1949,

Quant au remake, la notion de type, pensée du point de vue de Pinterprétation, sTave
re utile - et peut ¢tre meme necessaire - pour la mise en relation des deux textes. Qu'est
ce quil v a precicement au point de jonction entre Poriginal et son remake sinon un
tvpe - qui w'est alors rien dautre qu'un outil curisthique - dont je fixe les contours et
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qui me permiet de faire le lien? Dans cette perspective, les tokens de ce type ..

lj:--.

¢onc Poriginal ¢t le(s) remake(s). Le remake. chaque remake, serait alors Iy = .0
tion du dcsir et de Fimpossibilite, et encore du desir d'ctablir un type.

i

1 Cf Ientrcticn avee Tati réalise par A. Y. Serge pour la revue Radiocinema, 15 355
. . o} a v - - “s lye
L'extrait contenant co passaze est repris in Frangois Ede, Jourde fetc oulacouleys pes..

(Faris: Cahiers du cinema, 1635), . 79. Tati reprendra plusicurs fois cette idde daay con e,
ticns autour du film. o
2 lesinformations concernant le travail fait autout de laversion en enulzuss - ainsi Gualss
toire des versions préccdentes du film = sont tirees pout Vessentisldz Dimpertanttegg
Ede dcja cité, auqucl jo tenvoic pouf tous les details techniques Edza il ey,
I'édition dc Ja dernicre version du film. Sut la question de 3 coulzut ds Jouedr i g
lement Franqois Ede, *Jour de fétc:i colori ritrovati™, et Luca Giulianr. "lenlonnds [oue 20 6o,
{ra anticipazioni stilistiche ¢ ritardi teennlogici™ in Ginrgin Flacessan Ba" im0 foc
ladircction de), Hl gesto conoro. Heinema di Lacques Tati(Wilazo HCaztes e ex L. :]
clpp. 6979. NS
3 Paraillcurs, cctte lente apparition des couleurs du filma Pecran se eezerinsr s oy
critique qui change completement entre 1049 €t 1a0s. Alors s Lice e des an iy .
insiste sur l'aspect réalisie du film, la critique desannces oo remar o gl ts v o e fyaey
tique. Ainsi, par exemple, en 1049 Marcel UHerbicr rapproche e £l (e :
De Sica: dans con compic rendu du film (Combat, o7 juillet copal Panizus e Diturs ot do
films de Tati ¢t De Sica. Etil ajoutc: “De Sica et Tationt fait des films pusy pasoe Gaedanylems
auvre, Ja nature o<t acicur, Vobjet vedetie, le studio s'abolit, [e temas, Pessice se con oo
ct se multiplient I'un par Pautie, la parole estvisage et visae immen e . sl ,i;_.,

&
]

re”. Par contre, en 3995 Annc Andricu (L' venementdu jeuds 3 janvies cog ) o reelystice
que Je film récenve au spectacle: "Flus quia une restausation, Cest a une ven e e i
te de I'univers de Tati que nous rommes cony i aujousd' i, avee ce my es ey i f "
un film en ‘Taticolor’, ou le traitement de 1 couleur est inepasa™ls Cuse v w oot

qui donne au spectacle une place tout 3 fait privilepide”

4 Commentant les commentaites de 13 Grande Syntazmanigus de Meze, Moohel €ca rema
quait qu'ils s'étaient Jimitcs 1a pluparnt 3 13 discuter en aliznany Jes contrreemyin g
contrairement 3 ce qui semblaient croire leurs auteurs, pe pousaar paretreconlialin

es preuves de falsification.” Cf Michel Colin, Crnema, e2l-v i cosninon(Naniv Fis
desp de falsificat Cf. Michel Colin, (€ t 3 X
Universitaires de Nancy, 1992), p. 47.
f. épalement ¢e emarque de Jean Claude Milner, ¢itee par Colin fui meme 7072
Cf. épalement cette autre remarque de Jean Claude Milner pas (
P, ai o 4 2 S
theorie quelconque ne saurait etre que parun fain, Cest 3 dige une donnee{u unenicms e
. . s . . - . = v O TP S e
ONNEES) trAces ethéoriealternative.” Jean Claude Milnes, onstitutioacs i

donncées) traitees par une theorie alternat an Claude Milner, *ta Consut s

J R P x . . 3 .

linguistique®, in Pierre Achard, Max Peter Gruenais, Dolores Jauhin (sous 13 s

Histoire et linguistigue (Paris: Maison des Sciences de PHomme, 1684). p. 1772,
s Dansun anticle o il demolissait les remakes (mais le terme tel quel pletdit pasenicreen™

»f

.
P
nap

- . . - - v . P T 4 rd

Assunta Spina(191s) et Sperduti nel buio, Roberto Paolella ecrivaiten 1o 70n e 328 _'1
. . . . . e $Far1 05,

rons de production romaines encore deux films ignobles: Avvunta Spina(1ger)esvds

propos duqueel il ne suffisait pas de constater 'abuence de Francesca Berting, herones NN
- [ A

1
ente, tendre et dédaigneure ot finalement victime des sens et de Ja pasion danss

)
willV

drame de Salvatore Di Giacomo; €t Sperduti nel buio (1948) de Malrocingue cu
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JOUR CE FETE. COULEUR PROGRESSIVE. POUR UNE THECRIE DU REIMAXE

lus oublier le terrible aveugle du muct dirigé par Nino Martoglio, qui plonge

=

witpasncap

ans le ':*-:;-.;-1!{ n 65 mMains graisscusces ou descend cn titubant I..s marches du galetas®. .

fobherto Panlella, “Assunta Spina uccisa da Mattoli™, Cinema, n' 74 (1931), p- 273. A notes que
pour Sperdut r! buio refcrence est faite au film de Martoglio, mais non pas au drame de
F-

. ,‘.wr::nha(c o duqucl le film ctait tirc.

A proposde ce désir de amcliotation qui anime le remake, Fink fait un temarque quiva dans
3 mame direction non purement quantitative: “Tous ccux qui projztent de refaite un film
precédent [L] doivent bien partir du désir, plus ou moins avous, dz lar'::'.-‘:'n.-cr. soit cn lui
sjoutant quclque chosc (e <on, 1a couleur, e grand €ctan, une plus grands franchisc liced la
possibilite de supposcr des spectateurs plus murs ou des censcuss plus tolerants et soiten
cupprimant des clements superflus®

Cf. Guido Fink, “Llogio dclla scconda chance®, Cinema & Cinema, n® 33, L'esteticadel renm
ke(igRa), p. 23.

C'est cctte cuticusc idce qui manifeste unce filmographie, pat aillzuss aszez detaillde, publice
dans un numcdro spcaial de la revue italienne ‘(},nncmf‘ma COTIIAEPE A% PN, U-l(inf du
film *“moedcle” on indique Fldamlct produit en [talic par la SAE FI‘ Dreeots d:: temakes on
cite «ix films, dont 'Hamlct de Laurence Olivicr. G Antonio Andestta, .‘. ~oito Castellano,
*Dazi primi anni dcl cccolo ccco la storia del remake”, Segnocinema. v’ 15, Film eomeremale
(1982), pp- 23-35.

Je semercie Ma<cimiliano Gaudiosi pour scs femanjues sue ce pni.".f

Cf. Umbcrnto Fco, Ihm:r:urfhn!rrr:cu ione (Milano: Bomptani, tgoo)

Les citations sont tirées de "Approche historiogtaphique des versions mul iples da film
Attack on a China Miccionteate de Fintervention de Nicolas Duluc et Andez Gauteaault ors
dela Nl Gradisca International Film Studies Spring School, Gradisca dTzonzoomars oos Far
zilleurs, Je rapprochement du couple de concepts type tokend la quastion des vessions mul
tiples avait deja €1é propoce par Gaudreault 3 Poccasion de Uedition soogde lasgrniazSchool.
Je temercie André Gaudreault et Nicolas Dulac pour miavoie communique leusteete et pout
les conversations qu'on a cues autour de ¢e probleme,

On «3it d'aillenrs que Tati avait Phabitude de remanicr ses Gilevs bienagees leursostie surles
cerans, celon Jes 1é3ctions que les spectateurs montaaient A certains seenss denices etre parti
culicrement efficaces du point de vue de Pefiet comigue,
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NFUSION SENSORIELLE ET MUSICALITE VIRTUELLE.
REPRESENTATION DE L'IVRESSE AU CINEMA MUET

Fhilippe Marion, Université de Louvain-la-Neuve

Dans certains films mucts produits autour des années 20 (Murnau, Chaplin), la repre-
<entation ct le rendu visucel de l'iveesse posent la question de la "confusion” sensoriclle.
Tantot, par la figuration métonymique des conséquences comportementales de Falcool,
1antot par unc convocation d'unc rhapsodic visuclle. Dans [cur exageration meme, €es
dispositifs iconiquces cherchent a depasser les limites de la seuls vision et s'ouvrent 3
d'autres résonancces sensoriclles. 1ls relevent méme d'un effet deo danse ancee sur une
musicalit¢ activée au scin-méme de la figuration, comme Fattestz [z cas exemplaire de
Dcrlctzte Mann (Le Dernicr des hommes, Friedrich Wilhelm Murnau, 1923).

Livresse, bon objet de la plurisensorialité au cinéma?

Pourquoi choisir la représentation de livresse pout abordzr [a problcmatique de la
p]un sensorialit¢ au cinéma? Cest que cet etat, a la fois physique et psychique, cette
expérience subjective, se trouve lice a la transgression, au depassement dos limites sen.
sorielles. Elle constitue un moment de suspension, d'estompement dz la conscience
claire qui favorice la confusion, 1a levée de disjonction entre les sens. Ells s"ouvre ainsi
a une sorte de synesthesic forcée. D'ou linteret de se penchere su ! x manizre dont le
cinéma muct tente de représenter cette confusion avec, a priori et p.lr contrainte média
tique, des moyens uniguement visuels.

Rhapsodie “Picce instrumentale de composition tees libre et constituce de morceaux
disparates”, voici une définition assez classique du genre musical. Dans sa fagon d'évo-
quer ivresse, le cinéma muet recherche precisément un tel eftet rhapsodique. Montrer
Fivresse au cinéma, ¢est souvent convoquer un emportement libre, parfois hirsute, de
sensations visuelles qui s'ouvrent sur les autres sens en sollicitant ceux ¢i de fagon plus
ou moins métaphorique. Rhapsodique, le visible de ivresse enappelle ainsid audible
¢t au tactile, dans une manicre d'expressionnisme chargé de plurisensorialité, Les
extraits de film que j'évoquerai ici relevent précisement de ce que I'on nomme parfois
I'expressionnisme du cinéma muet. Expressionnisme dramatique de Murnau (Le
Dernier des hommes) et, dans un sens peut ¢tre moins fréquente du terme, expression:
nisme burlesque de Charlie Chaplin (One AM, 1916 ¢t Pay Day, 1922). Dans le silence
mediatique et médiatisé du muet, la figuration de Iivresse en appellerait donce a des
synesthésies tactiles et acoustiques, relayant par 13, nous le verrons plus loin, un carac
tere haptique développé dans I'image. Nous verrons aussi 3 quel point le motif de I
vresse, chargé d'exhiber les dysfonctionnements et les ratés du sens de la vue, génere
unc <orte de chorégraphie, une manicre de musicalité iconique. Musicalité intense qui,

CINEMA & Cie, no, 7, Fall 2005 133



la musigue au picd sensoriel de la lettre, demeure forcé

i l'on prend ment mitgs .
i i"‘ 0. : I'on ;—-.:. cre, virtuelle, mais dans le sens fort que I'on p:u:c aferera: -:‘-f
cal *virtus™ ce qui doit s'imposer, ce qui recele par devers lui tout le potentie] po-.

advenir.

13 transition cst facile pour mcttre en contexte une particularite extratextuells domy
communication au Xle Colloque international d'ctudes cinematographiques dUdiny 1
cinque sensi del cinema / The Five Scnses of Cinema (2c04) et dont le present textere
pourra rendre comptc: ma lecture de cette virtualite synesthesique de Fiviesse s'est ey
cffct prolongce par un passag a I'acte, puisque j'ai cu l'opportunite d'actualiser ¢l
musicalite virtuclle par des improvisations pianistiques en ditect sur dos extraits &
trois films mentionnés ¢ dessus

Iviesse en quéte de représentation

Quincconnait I'ctat d'iwcucpnurl'amirIui méme expetiments oud boutlemais,
observé sur autrui? Clest-a dire: Iivicsse comme expetience subjocting wituses -5,
vresse comme objct d'obscrvation cur autrui.

En termes phy<inlngiqucs ct sensoricls, Iivresse constitus ¢
cstompement de Ja conscience claite ou le moi peine a preser
riale. Pour I'anthropologue Gilbert Durant,t relayant en uLa utie sensidiiane ol
chéenne, Pivresse releve sans contexte du monde dionysiaqua. Selon sa trem i ~cmws
clle apparticnt au rigime nocturne. Hanté par "limage fondamentale®, coezg e deoos
mine I'univers du paaccur,du mcdiatcur. Celui quuh rche a confon 'f:.Ll JRccalion
de relicr. A lopposé, le régime diurne tend 3 séparee, a eclaiees, & lincasises 03 [ dovs
ne, l'ivresse releve du régime nocturnc. Elle est confusion, dans tous 2
tique que couvre cette expression, Cette dimension confustoanells se Ceismal e s
plan des sens. Ceux-¢i perdent en ctancheite. Ou, peut étre, ne foat s quienacesberine
porosité que laraison consciente tend d neutraliser, Onsonge, pasanalogiz, deet
sité intersencorielle que vit le voyapeur occidental lorsgu e immetne pous [
re fois dans I'expérience epicee et confuse de Ly foret equatosiale,

Pour l'iviogne - si I'on prend ce terme au dela de sa limite pejozative, asocze
de répétition coupable - 1a porosite sencoriclle est, sans jeu de mots, unz quaston J
maintien de 'équilibre: le toucher vient au secours de lavision det '”J"‘" S lr'. ----- :
1\:1:.1h{:‘omdcpmlhcwstam]c,puurpan!-.r onequilibre, sonouiz estausisoliane
Physiolopiquement d'ailleurs, w'est ¢e pas Poreille interne qui de ;I.L..I 12 lh::‘d "
deséquilibre? En outre, le chant chaotique et maladroit de Pivrogne semble constitude
un complement aesez obligé de I'equilibre compromis et de a chore cpraphicinvolontl

re qui en découle. Comme le montre drolement Fay Day, Sortant d'un bae, I».» comyd
41 .i:' bLl..l

pevteae [ugnd s et
S .

~
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gnons de beuverie poussent bruyamment Ly chansonnette; tout a sa perform
le, Charlot place plusicurs fois ¢t miraculeusement sa canne sur la grille d'une l“ﬁ..
d'cpout; juste retour des choses et de la probabilité, sa canne finit par s'engoufis LfJ '
le vide, entrainant le peronnage dans une chute acrobatique.

Bref, Fivresse se presente comme une suspension de Ly conscience claire. Ceen qut
du reste, elle s'avere particulicrement parratogenique? Expliquons nous. Petat divees
s¢ ainsi décrit ve présente comme une porosité intersensorielle, comme une loveece s

separation relative qui différencie chacun de nos sens et singularice leur peneps
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respective, lorsgue notre conscience resie sobre et fucide. Cette confusion des sens cor
respond alors précisément aux principes gue la sémictigue structurale propose pour

définir le récit canonigue minimal
Selon Julia Kristeva,? notamment, le récit se caracterise par une suspeasion d'une dis-
jonction initialement posée. La fin du récit tendant a retrouver un nouvel equilibre,
dans la qucte de I'état de disjonction initial provisoirernent suspendu par le boulever-
rratif. De la méme manicre, Piviesse constitue une suspension “narmatosem

¢ I'équilibre disjonctif. L'étanchéité des mondes sensoricls habitucllement
lisjoint M perturbée, remise en question. “He! T'es bourre, tu disjonctes”” Toute |
confusion sensoriclle s‘exprime dans ce genre d'expression populairmil s’y :
dde de perturbation, de sus pcnt;rm de la percep ;.fn normalement disjointe - ¢'¢
dire s¢lective ct discriminantc - des composantcs de lenvitonncment spatio tempo
Commec le récit, I'ivresse ne tient que le tempsd'une rn'-’,':té.d'un melange.d’
tion, d'unc altcration fusionnelle. d'une chc' ptovizoire d'un equili
Indistinction panique, cstompement des normes. s “‘;:r'-i'-r'. d:t
transgression des interdits... On retrouve ici cette idde do passazo qui s H
appartient précisément au regime nocturne. Lalcool. comms toutss o5 dre
2¢cocic a un jeu, une reflexion, une tragedie déclinant I'etensi motif duszuils Comme
le réve ou I'érotisme - dans le sens radical et paradoxal que lui confers Georzes Rataille®
suspension extatique ct passagerement infinic de la finituds humains -, Fivresse ren
voie 2 laliminalité transgressée, au franchissement ludique d'unz frontizze. Cequisiin
carne dans cette confusion rhapsodique des sens.

Images et monstration ce livresse

Comment nos representations iconiques figurent elles Uiveesse? Precisement, en
transformant en signes visuels ce motif de confusion sensoriells, d2 perturbation inter
catégorielle. En termes rhétoriques, les représentations filmigques d2 I'ebricte sont han
tées par un double processus metonymique. 1l consiste tantot 3 convoquer iconique
ment les conséquences comportementales et axiologiques visibles de lexces: ivrogne
titube, trébuche. Désinhibé, il s'emporte, w Laisse aller, Tantor, et ceci nous interesse
davantage, le processus métonymique tend 3 montrer les conscquences sensorielles

“vécues” de I'ébriéte: ivrogne a du “chimi” dans la vision, sa perception est brouillée.

Pour parler comme les phénomeénologues: le monde que les sens perturbds du sujet
médiatisent subit des avaries. 11 s'agit alors de montrer les conséquences sensorielles
subjectives de 1'¢tat d'ebricté et d'en faire p.m.u ver le spc;ta\.!c. D.mx Le Dernier des
hommes, le spectateur est souvent appelé d prendre le point de vue de l'ivrogne. Notons
que ces deux formes de conséquence metonymique en viennent parfois 3 se superposer
¢t 3 s¢ confondre, comme en atteste loquemment P'expression “avoir la téte qui tour
ne”: par 13, le sens commun veut signifier que le monde tourne autour de la téte perce
vante, perturbée et disjonctee, de I'ivrogne. La médiation altérée de livresse confond le
tournis du monde avee celui de la téte qui est sensé capter "adequatement” ce monde.
Ici encore, I'cbricte confusionnelle prend en quelque sorte au pied de la lettre le princi
pe de la double identification spectatorielle, chere aux theories metziennes du cinema.

Ce travail mctonymique 3 deux faces revet toute son importance dans le corpus du
presentarticle. Recapitulons. Surle plan de la monstration, les effets comportementaux

-
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peuvent ¢tre externes, comme saisis par un regard extéricur, celui d'une caméra "cbjzc
tive™ (non imbib¢e) chargde de faire acceéder au montré I'ivresse incarnce par un per
sonnage. Ces problemes spatio temporels ainsi dévoilés sont logiquement li€s a un:
perturbation dans le bon usage de 'espace-temps; c'est I'écologie perturbee de Iivresse,
Par contre, pour représenter les effets perceptifs mediatises par l'ivrogne, on peut certes
convoquer ce meme point de vue extericur (montrer que l'ivrogne se trompe parce gue
ses sens sont défaillants) mais on peut surtout utiliser une subjectivationduregard can
tant. Selon la terminologic désormais usuclle de Jost, Vocularisation interns (primaise
ct sccondaire) peut, en cffet, étre utilisce pour visiter [e monde avec g filtre seningis)
perturbé de I'ivrogne, comme l'illustre la famcuse scene d'wvresse du Dernice o5 bom
mes.

En termes rhétoriques, voila qui revient a une sorte denclenchement min
au scin méme de la mctonymic comportementale. Car l'iveesse a rm;: con; it
faitque I'ivrogne semeta mclaphnnccr lercel:ilenvientaconfondrelssobian
stitution analogique. La mcdiatisation sensoriclle de Fiveogne lus f«.
sies pour des lanternes™ Dans One AM ou Fay Day. Charlot masests
des objets a cause d'une ressemblance grossiere: un portemanteau dovizn! _
Un saucisson pendu dans unc cchoppe ambulante se muc en pn‘"ﬂff G secusiis Sun

—— ey T
L3

tramway. Remarquons que dans ce dernier cas, la monstration demzuse

a-dire qu'elle n'embraye pas le point de vue de l'interesse: elle nese laisse pas o~
ner parla perception de I'homme ivre: la camera nous montee ua sausisson iz oy
les caractcnsl:qucs saucissonesques nécessaires a son identification pas lasqecniras o

non une poignée de sécurité. Mais, en termes cognitifs, il sagit di r‘.::.‘ e Tiniorse
lui, a bel et bien confondu I'un ct I'autre: sa perception perturbes a pris luapous laae

re. Telle est 1a “métaphoric attitude™ de Fhomme ivre. Ce qui, du reste, determing el
comique de la scene.

Secrets de fabncation

Avant de revenirau corpus traité ici, un detour rapide p ar l'image dite fixe peutapge?
ter une base de comparaison interessante. Dans le monde de la p.z licite, tout daberd
Les campagnes pour la vodka Smirnoff concrétisent bien cette manizre de montees
(mctonym:qucmcm) P'ivresse en conv oquant certaines confusions sensorielles comme
cn train de s'opérer. Le principe est simple et fait partie de lastratégie de la marque. 02
pause (pose) deux mondes: le monde “normal” et le monde "anormal®, celuique 12 &5
jonction alcoolique a, pour ainsi dire, réenchanté, La meme image (com;‘mi:ion ico
nique) présente un monde “out” ¢t un monde *in”, Le monde out rcprgnd celui el

“normalité réaliste™: New York, des gucpes, des moutons... Le monde in affiche [atrans
formation qui s'opere a travers la bouteille: la statue de la liberté devient Marilyn, jupes
de picrre retroussées, les guépes se muent en hélicopteres, les moutons en loups. et
L'espace de la bouteille devient celui de la disjonction sensorielle: on y renvoie au pro
cessus qui va transformerdes Xen Y.

Undernicr exemple, hors cinema muct, mais qui n'est pas sans accointance v c:ului
ci: la bande dessince. Soit le cas d'Hergé, apotre de la Ligne claire, dont le trait isole s
bien les donnces réferenticlles du monde en les rendant a la fois caricaturales ethapes
réalistes. Alors qu'il contemple un portrait de Tournesol disparu,” le capitaine Haddock

-
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ivre voit tout a coup son ami sortir du cadre du tableau et s"adresser a lui (dans la méme
cace, Tournceol est ala fois figé dans son cadre-portrait et, en méme temps, il deborde de
cclui ¢i pour se pencher vers le capitaine, spectateur cbahi). Le talent d'Herge réside
dans cette manicre de dévoiler ce strabisme place en coexistence dans une scule image;
lavision dédoublde de I'ivrogne est donc consignee graphiquement dans 1a méme unite
de licu mediatique, I'espace spatio-temporel arrete d'une seule case. Notons encore que
I'cbricte du capitaine, ainsi traduite par un strabisme divergent dessing, renvoic meta-
phoriquement au phenomence connu de persistance retinienne (fondatrice de effet fil-
miquc) mais qui se revele ici comme en train de s'operer...

Au dela des singularités médiatiques, ces monstrations de Febricte tendent a dévoiler
le sccret de fabrication, I'alchimic rhetorique de ces figures du substitution que consti
tucnt metaphore et mctonymice. Ce qui sc revele, c'est lepiphora d'Aristote. Cest a dire
le dispositif enfoui, ¢lide, virtuel qui constitue le laboratoire do la transformation qui
preside aux figures rhetoriques; ce mécanisme cache des comparaizons sous entendues,
cclui qui pose les ressemblances parfois forcces entre des tropss plus ou moins hetero
genes. Ce dispositif, dong, est donne a voir. Comme si le princips abstrait de comparai
son/substitution qui geéncre toute mctaphore s'incarnait semintijusmesnt en tant que
transformation ostensible. Les photo publicitaire de Smirnoff, comme Iy case d'Herge,
comme les scenes dlivresse de Chaplin et de Murnau, nous offrent comme un flagrant
délitde cette épiphora aristotelicienne. En ce sens, [a monstration ds Vivzesszauraitun
role de divulgation de 'opération de comparaison occultee qui doans vizaufiguresde
substitution. 11 existerait alors comme une "pédagogic™ de livresse representee: elle
pocerait de maniere plus radicale la participation du spectateur, via la diversification
ostensible des points de vue disponibles de Ly monstration. Impossidle des lors de trai
tericoniquement I'ivresse sans articuler un metalangage. Feut étee méime undes meta
langages décisifs du septicme art. Mais, pour tenter de developper cette tlee, revenons
aux extraits de Chaplin ¢t de Murnau afin d'observer comment y fonctionne cetle
“monstration de la disjonction”.

One AM. Une ivresse optique

Dans One AM (Charles Spencer Chaplin, 1916), ebricte du personnage se manifeste
massivement par des conséquences comportementales en expansion. Et le fait que ces
perturbations se déploient dans un espace domestique stable et ¢los (unité de temps et
de licu) renforce Ieffet comique. Livrogne nous est montre dans une chordgraphie
lincaire ou 'expression de sa confusion sensorielle se cantonne dans les ressources de
Pespace-temps profilmique, sans vraiment affecter le filmographique. Moment de
suspension, d'estompement de 1a conscience favorisant la confusion, la levée de dis-
jonction entre les sens. Cette définition déja proposce de livresse se manifeste notam:
ment, dans le besoin d'agripper tout ce qui peut aider 3 compenser la vision defaillante.

Dans ce cas, 1a monstration de I'état d'ébridté demeure lindaire et d'une clarté tout
optique, pour reprendre les connotations de glissement, de fluidité du regard qui sont
associces a ce concept pictural proposé par Alois Riegl® et reprises plus tard par Deleuze
ou Wolfflin, sous la forme de la dichotomie lincaire/pictural. Rappelons que, dans son
approche de l'art, Riegl mettait en relation différenticlle optique et Ihaptique. Uil
optique cffleure lincairement, ¢pouse les contours, non les surfaces mais les lignes qui
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Chez Chaplin, Iivresse nous est exhibee avec une clarte extérnicur h'.:: Cptizse
ctte clarté meme de I'ahservateur a icz:n dans unc sont d:li:t‘.:ch..cS‘Cr:::.‘f -

“
—

cur le profilmique.’? La quéte pertusbce de Fespace que constituz Texpdrisnze ¢a
vicsse est decoupde dans un syntagme d'attitudes montrees. Ferturbation qui, ¢: £
(n'nplr' nentaire, e manifesic aussi parlmg cotte de frendsictactiledy personng-s ."

Lad
]
'
Fod i ns pokt |

sctilité burlesque qui le conduit a s'agripper aux murs, a la tablz fuy ante, dunchy
aux clinches de porte, a tout cc qui fait relick. Bref, e teste da Onc AN 3 imganre.

cedu rmﬁ]miquc COMNIC UNC SCENC 01 <€ jotC URE !r:m;:t e Tchotdziankis pae:

Les dimensionsde pmﬁhﬁql.c dunc past et d'oplique diantes pastaczgione e f 70
nité clective dans lareprcs cniahﬂndclhrc"-“‘ff.,--_ : :If;';f:t:;: L T E T L

rapidement les deux, la compataizon avec Mutnau pousts msittz en ETTI o tin s core,
intuition. .

Murnau ou l'épaisscur haptigue de U'ébriété

Dans Le Dernicr des hommics, 1a chorcgraphic n,t.\l.: r-“._! 3 sTenoiar dams g
tique. Hpr;ur:cndrc]a monstration narration filmique opaque. leescouss aategis 17
mographique semble ici simposen il sagit dempite I.z panseaion. o s
pardes antifices d'opacite.

Un brinde rappel contextucl tout dabord: Ly sequence dlebeicze comaras s pan e,

P! -

-5

de drame visuel relatant Viviesce du heros, portice un grand kol guinels son el

grin apres avoir perdu l'emploi qui faisit sa ficeté. Cette telation de v oo et o m—s
p.ma;u- absorbée parl.:t.umm Lexpressionvisuelle *latéte quitonma® doiaévogis
ci-dessus <¢ materialice dans une rh.lp odie de sensations, un brouillaze pescepnt s
mondelnurnrauluurdupr: onnage ivee, Fifet mimeti e dalaatond
ciers: C'est comme si le monde cafouillait a la place de la consctense de buregna e

pretation métaphorico poctique). Comme sile monde vécu pag lutsimposaisolldiz
ment A celui que découvee €t vit 3 son tour e spectateur pasticipant (interpactatios
communicationnelle pragmatiquce).

Pour convoquer ce brouillage perceptif, le figure quitte 1a stabilite firuntive et se
métamorphose, les contours des objets s'embrument, ils se confondent et ;u.';.’:.‘:: feut
identité, metaphorisant ainsi 1a confusion panique de I'ivresse, Un =objectif déconter
te™: cette eapression de Bonitzer! ! resonne icl avee une imcn site ;ur::..-t.a;:r\. Lamans
tration acquicrt une véritable opacite haptique I'image se montre rét healafl '-::1'3 63
lisee ¢t delivre une sorte de ]mluralm mouvante, Elle invite 3 s'immiscer dans les s
faces vacillantes, incertaines, 3 depasser les contours ;un.:r.mprd:c..m. des textures. Ce

LRt
.

brouillage ﬁlmui raphique de Ja monstration convoque le toucher de Vail, Fepaisies

tactile de lavision,
eryrat § I“‘;r‘ s

11 st alors un paradoxe qui selon moi mcrite d'ctre lic 3 la mediagenic i
- n'est ¢a 633
nt v Las

iy Y S froe"

riclle du cincma. Clest que Pengluement perceptif requis par haptigue Ly
synoavme de fixite, darret comme Ricgl et Wolfilin le suppcraient pou i.:"l reses

sion des peintures. Ou, méme comme on pourrait Fentendre pour unc ban
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qui ouvrirail certdines de scs rl.‘mcl‘* 5 a une épaisseur picturale (\Iamra. Pratt,

Manait)co mpromettant ainsi la lincarit€ d'une lecture engazcde sous le mode d'un
ica de Poie lincaire et narratif. Ici, I'experience plurisens orielle a laquelle convoque le
mcdia ne provient gucre d'unc incitation directe a Farrét par manque de transparence,
comme dans un tablcau qui résisterait au fil du figuratif, 3 I'ecil optique “brouteur de
lignes™, pour reprendre Fexpression de Paul Klee, Au contraire, effet de consistance
tactile se construit malgre et grace a unc camcra tres mobile, dans une monstration tres
pliccante, fuyante: la camcra tourne, pivole, emportant le represente dans ses travel
lings, scs dirconvolutions et scs miscs en confusion. Rien ne se fite, tout sederobe sous
Femprice filmographique. De facon significative, plusicurs commentateuss du Dernier
Ces Bommcs omt crigé la caméra en véritable personnaze. Dans co drame visuel, la
€3mCTa Compos .crait ainsi unc subjectivité scconde du petsonnaze, sans aller jusquia se
cybstitucr a lui.

Nous commics €n 1924. On peut cmettre 1 h”pﬂfhf‘-“ quc poue [o s sctateur de Te
pogue. ce brouillage du réprésentd, cette sus spension de l4 teanspa rmie opt tiue, cetle

- f
opacite ﬁ]mngmp]nquc pnu\a:cm ¢tre assocics au travail insoupgonns de Penoncia

)

tion.’s du film, du dispositif ct de son potenticl expeessif, E'i;'?:":i'-"»-."-f".f'—'.., ¢ refus
d'unc tran<parcnce monstrationnelle traduirait alors noa seulement [z tI sgtaede I
vrcece, mais 3l introduirait aussi aux possibilites fictio sensorislls nouscau madia,
voireases capacitcs de porformance artistique. Ce qui. avee [= recy Lf:‘:;‘:‘.‘..t:r‘.-: evi
cence pour les excpctes du canema lorsquiils commentent cette scens.

Pour conclure cctte breve confrontation de C h.lplm et de Musnaw, constatons quian
¢ela des diffdrences en termes d'orientation optique ou haptiy qu, [es doux tepresenta

"I“‘
W

tions de Vivresce collicitent 1a dimension tactile - une .z.,xl-.': du vistdlie™, pour cite
cncore Pascal Bonitzer?® -, mais de maniere fort ditfécentes. Chez Chaplin le toucher
s'ascocie au comportement burlesque de Fiveogne. fLs'agit dune ractiline feénatic jue,
oxtcricnre et thédtnale, exhibée dans la lincarité optique de Leachainement profil
mique. C'est ]a chorépraphie profilmique de Piveesse, Les tessouzees du filma zeaphique
wintervenant pas ou peu dans cette representation. Avee Muenaw, Ly tactilite satuze les
moyens d'expression, Elle est traduite par la camera et ]‘.‘lfl‘ teavail du montaze, le tra
vail du film. 1] s"apit d'une choregraphie filmographique, plastique et hapiigque de I
vicee, Le meme constay, en termes de diverpgence et de converuence peut ctre opere sur
un autre motif que partage les deux auteurs: L spirale, circularité, les coutbes. La
représentation est littéralement hantee par ce faisceaun formel de la rondeur et de I
coutbe: Charlot, par exemple, ne parvient pas a sortir de L table ronde et tournante sur
Laquelleal narrcte pas de courir sur place, accelerant ainsi Ly vitesse rotation. Le porticr
de Murnau, tout comme le spectateur qui partage, “ocularise” sa vision, voit le monde
extericur tourner autour de lui, dans une sorte de long travelling “enspirale”,

Actualicer une musicalite virtuelle?

Le rescau formel omnipresent de la spirale ofire une transition idcale pour aborder I
question de 1la musicalite que degagent ces monstrations filmiques de Viveesse, Forme
de cloture ouverte, la spirale est par nature tres proche d'un leit motiv musical et de e
dynan iq\:-: singulicre, faite de répetition et de variation. Plus largement, cos deux fil
mages de ebricte exploitent une sorte de musicalite irradiante du visible, comme



Fillustre bicn 13 metaphore de la chorcgraphic ut |I.=ch us haut. ‘-.::'-::a., & Gosi..

Lincaire, dnublde d'une tactilité burlesque ct extéricure chez Chaplin: mysizy.

tique chez Murnau, doublce d'unc tactilite plastique intcriorisce. )
A noter quc le concept de musicalité est a entendre ici dans le prolon sement g

‘e \.
-

rc*narquc formulce jadis par le compositeur Ic.ﬂ P..]hppc..a'm:.] LA meetan, o8
"“l“‘::.-;

2it 1l en 1754 ~ nous cst naturelle; nous ne devons GU'au pur INSUNCE s cameie
qu'cl’ nous fait éprouver; cc méme instinct agit en nous a Foccasion de p_
res objcts qui rcmcnl!sm avoir quelque rapport avec hr"-l- ique.”i ]16153‘.‘:.:;'-‘.’,?_'",
unc musicalité nomade, intermddiale, qui peut travailler Ie film quand 5;-,':-_""
celui-a cst muct. Ceci rejoint 13 proposition €mise par Jost et [JF""....‘.,:'J.-..:__.";"'
mucicalit¢ du cincma. s suggerent ainsi de "mettre enavant los 1:;.'.‘.::::;;f '-'.f.' e,
resala musique (rythmie, intensite, formes.); les regles de compony M e L
musicales qui trav all!cm lc film [..] 1 ne suffit pas qu'un film contizans L”'rll‘_'_'_"'."'i'
pnurqu il coit musical.” B
Ce qui me permct de clnrc cct article sur le prolonzement noncend
tion a Udinc: I'improvisation au piano sut ces vizons ds I‘s?-::r'-: 82097 CRyntin b
e $.Y

=fye ¥ LT S

Murnau. Un des problemces principaux residant dans [= fait ¢ alisercetto pmoysy
t¢ qui demecure virtuclle’® ct cantonnce dans le visible. le musiziznrzsin oo
d'alicner cctte musicalitéladeslors quil tente de la realizer.ds T team s 22 iel s
dansune cnonciation sonere? Si la musicalite se suffitaelle mdmepous o spres!

- el e e -
. - 5 e

la traduire, lui faire violence cn la littcralisant? On tetrouve ict. dun s govti = s 2o

M P -

le paradoxe bien connu des adaptations filmigues dieet .»r;: L F hes T ol
<inces (voir I'éctonnante difficulte d'adapter a lecran los Aventuses J Fintn dr i
Selon moi, uncdcﬂmanii'rcsdcdc’pa"crccl'“ difficulte. voire ce pazadote.coniiizg

izl Comaaey Ea s

ciscment danslamice en pr.qu.c de cctte musicalite vigtusl
rant celle<ci comme un <cénanio d rcaliscr e film must dovicar 2t ss u s o

nique ¢t plastique, une partition 3 actualiser. Par Fimprovisation musicals [z

mique qui a fixé dans V'espace temps Iy representation de Viveesse devizatds s

jet d'une (ré)énonciation singulicre, unique parce que “histostjusment® marguez e

non renouvelable a l'identique,

1 Gilbent Durand, Les Structures anthropologigues de Pima sinaice (Pane Danod 1850

2 Par namatopénie, fentends 13 bonne disposition que possads ua theme cg uns sladn = "
¢poucer une dynamique narrative, 3 s'nscrire f 3 e fondee dans Lammiculanon ae? ’--“'
Cette terminolopie seleve d'une modelisation plus large deseloppee autous da ¢ ‘a

rerrelatioas compins eniit

medizpenie, qui envisage les affinites electives p:.—nih.t"' ux in

un mcdia et un projet narratif, Voir Philippe Marion, "Narratologle mediatique e ris
tion, n° 7, Le revit mediatigue (1ga)). pr- 0 2

tJJ

gic des 1¢cits”, Recherches en communic
Julia Kristeva, “Le Teate clos®, in Semefotihe (Paris: Seutl, 1909) ’
*Narratoremblable®, neologisme propose sur le modele du *vraisemblable®, a it pre=re
mot ¢t le concept quiil designe,
s Ih. Marion, op. cil.
6 Georges Bataille, L'frotisme (Paris: UG.E, 1977).

Heree, Les 7 boules de cristal (Tournai: Casterman, 1947). 1. 5

o

cipes fondamentaux de lhistoize de 12 ..(I.;... Gallimard, 1o51)

8 AlcisRicgl, Frin
Jelman, "le Toucherde l'atl®, Scalénen” ; (1694) p. 85

Q L] ude Gan
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phillipne on, Traces en casces, travail graphiqu
recieur (Louvain Ja Neuve: Academia Bs
ré e concept de narration oplique.
C. Gandelman, op. ¢it., p. 83.
*profilmiquc”, “Hilmographique™

~ .

¢. figuration narrative et participation Ju
rvlant, 1693), p. 176 ot sw. Jai. dans cet esprit, sugud

i g L Delin jc "CFr.cnd'. ici ces notions dans le sens que leur a donnd
Andre (mt,‘urcau » Du J:rcr.‘a:rf-axx filmique, systeme du recit (Paris: Klincksicek. 1938).
Fascal Donitzer, Peinturect cinema. Dccadrages (Paris: Editions de I'Etoile ‘Cahicrs ducinéma,
16587).

Par :».rn.i.),,rr?-f*. ] (‘!'iltnd SUnce imicnse Iﬂfcfp(‘nffr,;:]r)n cnire Ic rrl-;u"\:? du m:le ct I{- Prnlc‘
narratif mobilisc dans un genre contextuel donné (3 savnir ici la commemoration telévisce).
Pour pluc dinformations sur ce néologisme, voit Ph. Marion, "Natratolozic médiatique ot
mcdiagcnic des rcaits”™, op. cit.

Sclon une polarisation abrupte mais quasi classique en sémin pragmatiqus: la transparence
rcférenticlle (optique) trancsitive du dit (de U'énoncé) contee 13 resiztance reflzive de 'enon
ciation. Voir Francois Recanati, Ia Ttanspatence et I'enonciation (Fasiz Szuil 1979)

. Ponitzer, Décadrages, op. cit, p.7. Lauteut cite Faulhan pour qui "la peinture modene ela
bore un cspace tactile, un cspace que l'on appeehende plus pat [z toushze qus pashasue”
Jean-Philippe Ramcau, Obscrvations sur notre instinct pour la musi jus ¢f sus son prandpe
(Geneve: Slatkine, 1971 [1754)).

Franqois Jost, Réal La Rochcelle, “Frcsentation de Cinema et musicalize™, €IV MAS Vol y.n" 1

(1992), pp- 5-9.

Le projet d'improvisation sur le discours en direct du film etait de moduleze

1a faire ce révdler: 1a mucicalité peésente dans ces deux extraits erant const

scénario iconigue 3 2ctualiser. Jai notamment teate de deévelopper [z theme @

«pirale, du tournoicment. |3l en outre choisi une improvisation plus rhaps digue et hap

tique, tactile (proche de lamaticre des cordes, A travers i machinerie du pano) pour Murnau

(Ja machinerie du piano n'est elle pas une metaphore de la machinesis cinzmatoznaphique,
une machinerie hantée par la tactilite) et une improvisation plus kinzaiee et plus chiirement
rythmde pour Chaplin,
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LUCIA BOSE. A STAR ACROSS BORDERS!

o e, | o ersi A d ',.l'.— - '
i_..'.--e (d ) _d1 L aversiges »ruULC 3 .ﬂ ’ ::r-‘d

Claro quc, #i lopicnco bicn, o <€ porguc descon t0ds Loesy o
olreroy nicla de campesinos, pero posce Ja elegancia natuial y el pofimsmiomey o, o833
decuentos. Desde gue se instalo en Lspafia €n 15355, €n tind socicdad paleta g gosion b o9

Trgaud g 5

daporclfranquismo, lacaspaylaincillvca, Ducia Fosc fispucssteg g 215 ke I
sofisticada, laméds modeme, la mas curcpea v lucg '

Miguel Dominguin, fue la cncsimacion del mizl fosbismresssnton -
While far from having produced a stable flow of historical analises 12!
regarded as indisputable that the cultural phenomenon of the stz sustasy et g
pcculmh intriguing significance. “Stars,” Robert Allen and Douzlas Gosere weotsis
1985, “are complex images which contain multiple meaninzs” EI'-.::-.:_'.:‘:;J 43 o

whichisintrinsictotheir cocial existence, as Allenand Gomeey eecicon s acta o
andis organized as a strectured multi layered system, '.‘.;.‘.... Can Be geoomitronty
ho]“tfu!l\' deciphered,?tothe joy and thallof film, and social, Ristosians B smsian
therefore at the cross roads of diver.e, socnally signiticant mezaniazs X
embody what could be reparded as fipments of the vistal euliuge of 2 oo

With that puiding ideg, the following cisay endeavouss to J‘.“ B
myth of l_uua Bosé, whose poly<emic career includes 3 steon iy coansi
tional transition within different Furopean countricsd 2 well 23 2 defiaie us
American identity, As the winner of the 1947 Mi=s ftalia contest, Boscentas
to stardoms in Maly in the early 19505 through the works of Giuieppe De Sanlis (M2
' pace tra pli ulivi, 1950, her first feature film; Roma ore re, 19320,
Antonioni (Cronacadi un amore, 1950; Lasignora senza cameliz, t933). Luaan yEmmes
(Parigi ¢ sempre Parigi, 1951; Le ragazze di piazza di Spagna, 1932), and Magio -r'.f_JT-f-'
I'amor che mi roving, 1951), making her appearance in rather popular” 'L...l.... " films
Recruited by Spanish Communist filmmaker Juan Antonio Bardem, to actin Mueris riev?

\-I no

un ciclista(1955), she would later work between Spain, France and Italy, afterthenis
ruption of 3 marriage, which coincided with her temporary retreat from the s

Yool

with bullfighting star Luis Miguel Dominguin (both the marriage and the a8sens
camctoancendin 1667). lis therefore possible to read her carecr as the re sultofap®

a..

gressive acquisition of transnational traits, through the mediation of a crucial pros
sionmal and personal, c\er.crcl: in Spain. _
As far asthat process is concerned, what could be considered, in Lucia i"‘ $ 1o Ll

as a public image, is a European (Southern European) version of modernjty manes

14:: !":l.'l!'{ u 1: o
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wibly, accurate: A portsant of 3 pravely independent woman, who, a2 anw moment, will
decide where she stands 1 selation to male power and teatinional valuzs 2 womas
whote body significs a modermity beyond time and space, the peetect witness o2t
tic and intellectual queries. The ultimate aum ot this essay s to ascertain towhatentzns
and under what arcumstances, that cultueal image was abls to ceculiaze and 2l
iteelf to the visual and cultural panorama ot Franco's Spain

With that object in mind, the following pages will deaw up a schemaric approatht
a<hont fragment of Lucia Bose's life as astar, covening basically the fisst taenty yeafs
her carees, up to the late 19705, but with a preater emphasis on ker Spanish films. 182
hypothesisis thatitis in those years that her life as a tilm star reveals the compleutias
of female modernity in Southern Furope. The sources to illusteate this hypothesis iz

the film teats, integrated with references to popular press.

T ve vnirbbs flemas W84
terms with Upper M:i222

(renaca ¢ un cmore and Muerte de un ciclista. Coming to
(lass Culture, Social Values and Emotions

s

If Lucia Bose’s ancema debut®™ was as a shepherd Lass in Non ¢'e pace tra gli wlisias
| [P Do

later insist in characterizing her 3¢ an underprivileged girl in K073



LUCIA BOSE. A STAR ACPOSS BORDIRS

ore 11, the Ntalian actress’s most enduring image is associated almost from the outsct
with <ocial and'or cultural sophistication, and with the psychological and moral crises
which <cem to go with it It is quite remarkable that contemporary reviewers were
unanimously puzzled by her first appearance on the screen as a peasantin Non ¢'¢ pace
tra gli ulivi: “Her sensitivity docs not fit the role of a primitive and violent woman,” it
was remarked.” Indeed, her characterization as such by director De Santis was widely
interpreted as a cort of contrasting usc of her outstanding attributes and potential
range.®

Itisnosurpricc therefore thatin her next film, her character would be quite different,
much more consistent with her public image, and her beauty would be clearly partofa
complex perconality. Cronaca di un amore, het fiest film with Antonioni and her sec
ondimportant role, cstablishes Bosc fitmly in a boutgeois character. ina modern urban
milicy, well dressed in expensive fashionable clothes, which emphasize her modern
figure, far from any primitivism. As could be expected feom Antonioni, though, the
film'sview of its charactersis not merely socinlogical. whils accuratzan derucial for the
corrcct understanding of the film, social citcumstances only represent a starting point
for amuch deeper, psychological analysis.

Far from any kind of social realism, Cronaca di un amoree eclates “a ':'a'.;:n:'; meant tn
highlight the prismatic and illusionistic games between being and appearing.™
Thercefore, it was cscential to depict acmr.ﬂclvcwry character.an :5.-‘. ¢ the : ¥ mack of
authenticity. Paola Molon, the character played by Lucia Bose, pesfrrms a contna I toloin
therepresentation of the cssence/appearance game. ;\nh'lninr‘.i,:‘!.r;" ananalytical gase,
and no <ingle <hot in which Bose appears sugeests any Kind ln" final 1“:‘:A.~ al The way
inwhich sheisreprecented in the dramatic conversation which s rakin ; az h:v. cen
her and her former lover, Guido, in the first part of the film, whan shz cealizes that her
past is being investipated, is, in this respect, quite illuminatinz, tn""‘c'.:r‘..: n,i:h her
uninepired .mnudc in the preceding scene, when she s shown amon s her bourgeols
friends, in this ccquence Booé abandons herself toan impulse of warm humanity, which
the decolation in<pired by the cold setting, the Ideoscalo in Milan, emphasizes. Through
her eyes, the emotional impetus is seen as 2 desperate, blind, chi!.!;-:?x strurele against
the hypocrisy of her life as the wife of a rich and powertul industeialise,

The intensity which Antonioni pave her was so stronz that, accordinz to our hypoth
c<is, it would later become a permanent feature in Bosc’s roles. The firmness, of the
integrity, or the rigour, as it has been variowsly described, with w hhh cr characters
\\uuld sinive, as l'.m]'l Molon does in Cronaca di un amore, to be consistent with their
feclings, can scomehow be considered an enduring trait of Bose’s image as a star.

Im,rcd as soon as Cronaca di un amore began its commescial career, it became clear
that a new star was born, who was going to establish herself in the Italian cinema firma
ment, beside Silvana Mangano, Sophia Loren and Gina Lollobripida. Indeed, Bosc's
entrance into stardom coincides in time, space and purpose with an ongoing, no matter
how <clf conscious, attempt at building up "alternative” star systems in Europe. It can be
no coincidence that her first film had been with director Giuseppe De Santis, who is con
ddered, along with Alberto Lattuada, a particularly sensitive director in discovering tal
ented beautics who could differentiate thems LI\ufmmlhurl!nllv'.\:m-'!crw"n'r'r;'m': A0

Significantly cnough, though, while Mangano was compared with, for instance, Rita
Hay worth or Jane Russell, Iucm Bose was (and still is) ascociated with Louice Brooks,
probably “the most significant example,” as the Ialian film historian Gian Picro

.
o~

(6 ]



e ————
i
i
4
1

"EMPEZAR ES DURO, PERO REGRE-

EXCLUSIVA

PRIMERA
ENTREVISTA CON

RUE

A BOSE,
| Z I EpC

SAR ES MAS DIFICIL TODAVIA”®

w1 (LT . LAY . L . L
atwlg yoar en svelidad o4 wn d e ¢ s LS I
e Tl ora il i o bt 0 P o P - .
' v sIE e T ey e i w T )
sta e T by nia latoe - o5 pbu ‘e
. (R & T i e = e % is"« @ .-

1O maibal w oae - . CL I CEEL I -
L e AW w or N r L= L . . # . *
R R T I S R e oae -

i e ot ws vimyernil e L I L * -

IR B # s i swed 1 Lag t * o9 Fiy “
. ooe [bu (T 2 L O Y ] . . v e
¢ twle e O Ll TR R B S IR I ¥ % 4w Jaa i
bt g e parilgl & Laesw, e ia N v lela 9w, u
@ ' ' 8 mrale . “ i seymoa

. * ety L T I T B R A .

i LR I BRUIE D I ®: & € 8 A sua -

L PR LIS RS dio % B re . LRSI

" t La @ N 8 ¥y efide jcam s le e
ot eigs Moy | ab e tiaea e e

» " ® . & Twrjods e ove .w
HE I T P ® ‘da w te e e .
.t Ew ‘4s ‘0 @ P e L} e 3 @ P geig e P ]
g ., .

‘e ha prwtend.de ¥oeniger gve pe he
oyt e Pseniy For tu de o woporesdn da Leis [ Jee—
b oarw Bigares bl ws bpn sni ity el mog e ebogenas s,

A dee e

taspe givh gy yee bpn Topades s lvee 8 vy 1 hgugios

e wn shiwlle myy bon msmpnipldy pars spumiplgr mi rgomsgs

\nantenicwin Fotopramas(Apnl g, 1635)

pur e 4l v L Tue @ sre 8 e g oavimd ' s Bie g

- e
L]

Hads el we Jrediascs aaal Me Ol owbe , .

Pe 8 pusied Uil B0 Tk g e ilie pav @ lbear a0ve pw s §

bk buedailan e sdeinas ' Popoquie eni g Lo que g ba e Y

woihem il e ihmila v 8 diuar @l e B per mir Pe W

Yom dvadie P arviies P N P R T TR SR T

sebh L wlaw 8 wdlin s gsiiamn gl giam Ml Jur gl B VeEAe

daa MO pur NelGer oge ssadl Tubie es'id  wipbings ek 0w

Pah b e s die P g e s dun Ve giaaia Blors BoW®
Void 2 Figcninasd Puis aniie gn siid o pti g
" . 2 ) = I *
CIERE SR AL B »owiog ¢ S A d ) '
' ¥ w LIRS o .9 i - 8 BT TN E
- " - LEE | » o 4.8 ' ’ " g
- 2. # - " ’ » 5 8 - perEy
28 W ww'y ¢ . ® idy 42  hy
. w: la C R o 8 - 4
: ) » wi ow w s = - 1 2 ‘ e
v » 9, o ' ] v " 4
- 4= € 4o
P 4=t
s 2 .

LR B I T ,,
Eotw on w10 e w Lo ahgalueg siwaes’

-
phoganein gor €70

-
.
whiges winay Jdu = ogdeg wu o g adieir o 0% 4 -

. Te "

Tion B s o gom duads o 30 Dol o ae A3 plees 478 * sl

L] -

He® 40 Puades sav igdig g wils § L} w v @ e #ice T8 Faiid
L

waden Comi ot buosug migdoe Biw g M ogow o ar i
¥ ot

1O Lonna puy pasve gi.iag buy Bul 3 gucey oo Eaie 9ed T -

B as W
Pe madew pusds dwoariwy veous buopoce gms 200 00




LUCIA 8058, A STAS ALRDSS ROADERS

< —, L YT— . o
A ud 1 ‘. Yy
é r - y]
- : »
(] . L -
\ b - / - f}
. i e _' re
p = e [ g . - ~,
¢ I ENE B B .
|_-‘ "l.n. 3 g -{-_:
* » 4/ L L,
& el AN A (5 .
s a2l 4 'J'.’ ¥ an - ]
’ # §' T e P At - O~ .
- oAy
o . 2 - '
f e i - b - i a2
® » 2 LY - }- RSO -
B - s e Gy
\ > o - : TRy i o
p e ‘- .y P Y “’ T, ‘.l_._ ¥
g o & i b B ' S - Y ¥
s “ - ¥ L] ’ - A
‘¢ o 4 o - J
‘/ e ‘_“l f A r,
i ¥\ )
: v 4 v s
- I "- - 4 " |
1] - - » - —
- -
- s {‘ N sl , &
- o . - 11
‘." . ." ‘
a4 - & r'\ I"
-~ L] L] . -
. P &
- ’ 1 -t' & s
- "
e *|’ p 5
T2 Y . ra
P i Ll A FLAE
L h e e r “
AR _ -
i y S li ' 4y \
- h -
£ = , - e Ll
Nt P o o
-— & Lo .- -
- - - ™ . »
N -
- Y. i - ¥
- - - 2 B ) ¥y
& oy »
RS S g ¥ .:‘ e iy
i
.:‘!\n_ V) L . -
\ .
- - { - <
- % - N
5 qt}\‘h‘r‘ "y
d A A>T -
-~ . g " " ol
.
- { 'L -
Jhr e )
L el 2 ol

1

Nociurno 29 (Pere Pontbella, 14608)

Brunetta puts it, “of an aspiration tointellectual acting” ¢ Since the early Filties, then,
locé occupied “an intermediate zone where the specitic professionalism of the film
actor receives recopnition,” < and her impressive physical ag PPeAsInse was A cordingly
framed within an appreaation of her charactens’ actistic o intellectual value

Nevertheless, the colid determination which seemed to go with it could be interpee
ed in different ways, Five years after Cronaca de un .u.:u.:_ when Juan Antoato Basdem
asked herto interpret a similar character with supposedly similar problems, 3 the rash
firmness in asserting her feelings evident in her tirst cinematic appearances, was in fact
turned into a remorseless epoism, In Cronaca di un amore, Paola Molon sets forth an
ingenuous attempt to go back to her first love, so strong that it can bring hee character
to plan to kill her husband, but at the same time relentlessly true to her emotions, In
Antonioni's films, *homicide, disappearance are elements which unify the main char
20ters’ loneliness; they cement their sentimental alliance.”3 In Muerte de un ciclista,
Maria José/Lucia Bosé is selfish, irresponsible, weary of sincere feelings, not only inca
pable of fighting against hypocritical social conventions, but ready to use them to pre
cerve her social power in the face of the sufferings of the underprivileged people.ts She
is only superficially interested in her lover, and is unable to feel authentic emotions,
Bardem's film doces not explore, it asserts. Characters serve a strong political message,
and no other room is left for a more private dimension.

-
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LUCIA E0SE. ASTAT ACEDAS EO5DIRS
ihe jurtaposition between the two main characters, Juan/Alberto Closas, and Maria
<c.1ucia Bosc is clear, with social responsibility established as the dividing ling

vacen the two. Juan, while deeply cnrrumcd by his social role, is still capable of lis
¢ning to hisconscience, and is depicted as shocked by his own moral feebleness, when
.o docs ot force hislovertores cucacych twhom she had knocked down. Be stdes, this
diccovery «cis forth a painful crisis which is lcading him to a "regeneracion™. On the
contrary, Maria José, is represented as a monolithic character, who dogs not change all
through the dramatic story, and is shown 45 uniquely and obsessively intent on pre-
venting anvonce from discovering her crime, in order to avoid not only a possible pun-
ichment, but alco her exclusion from het social sphere.t® So, within "onc of the most

emblematic political films nfkpam h film history."#7 Lucia Bose is mads the "bad girl®
character.’® and her firmness is sharply dissociated from emntional mt srity, and
linked to its opposite, injusticc and emptincss of the bourgenisic.which she ffi"fﬂ‘m‘

P R ae—
"~

=

Atcrwards. Leaving Behind Muerte de un ciclista and the "Bullfightes™i?

To what extent Mucrie de un ciclista would change herimazs a5 astasin Spain was
not to be scen for a decade. As soon as the film shooting ended. ia Masch 1955, Lucia
Posé married Luis Migucl Dominguin in Boulder City. Nevada. Shoztiy aftsrwands, she
became pregnant. After her marriage, and before hee fiestson's bisthu shrwored intwo
nore films, Gli shandaty, dirccted by Francesco Masellr, in Ttaly, wiizh could beinter
preted as a return to the image De Santis had created feom ke and E clasappelle Fau
sore, a Yrench Nalian copreduction directed by Luis Buauels” aal :"::.'T‘.:J i:l France,
where her character has been described as an example of “leminins tatezanty.,”t and
then disappeared from the <creens, '

Indeed, she had hardly reached the screen at all in Spain befose her welling. When
Muertede un ciclistawas relesced, in September 1955, she was still largely uaknownas
an actress in her husband’s country, and her celebrity did nothave much toda with her
profescional activities. “Latest actuality has brought the lalian tilm astist Lucia Bose to

-
-

qln'i-

tothe forefront,” an article in the popular Cine mundoannounced in March 1933, relat
ing the news of her recent wedding with l)u:mngmn and it continued, “alth nu.'h itis
hard to believe [..] we know very little of her cinema career, since oaly two of her per
formances have been seen here,”?? Nostatement could be more definiterin Spain, in the
mid 1950, Lucia Bose acquired her status of popular star as the wife of the bullfighter.
Cix months later, Muerte de un ciclista established the features of her film character,
but only very briefly.3 It is sipnificant that she did not play an important role in the
launching of the film, as rcpurlcd in the popular press.#4

Apart from her silent apparition in Le Testament d'Orphee, cited above, she would
come back only in the late 19605, accompanied by the noise of her separation from
Deminguin, and the enforcement of the harsh laws which dictated the fate of women
'.-.}m-:.par.mdfmmllmrhuah.mdxmlr.lnun‘sp.un Negative feclings against her sep
aration must have been very strong, if still a year after her return to pru&mmml life,
<he was reported as saying: *1hate journalists, If T could kill them [would [ Thad had
c'"nu"h: we parted and there is nothing to talk about. But they go back to the same
topic, over and over again.™*s Then, between 1968 and 1969, she appeared in five films,
four of them shot in Spain, one in Italy. A short description of them will demonstrate
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how little her social image had changed since Cronaca di un amore, and, at the ;~,
time, how perfectly it could fit into dramatically changed cultural circumstances, wirs
in and without the cinema world. Bardem’s interpretation stands, in this regazd, 35,
particular rcading of the same factors. Marra Jos¢/Lucia Bos¢ is the product of astron;
will to control the narrative and avoid nuances, on the part of its director, but it egua]
ly reveals the difficulty implied in coming to terms with changing femmw*p.:::.. 508
behaviour which did not fit, in the carly 19505, into established le .tl»laﬂp:m...,\"

in the late 19605 the cultural context had changed, rather radically. in spite of the f e
coist regime's cffort at containing modern habits and values. Now, cven in cathon

strongly conscrvative countrics, a film character did not need to kill her hushy- 1, £y
fight for her identity, and prescrve her emotional and intellectual authenticing A-1

dlrcctorq poselhlyldcnnﬁcd with .\cnhquc oflhc pnIm. ,llan !'n H.CI.‘{L.’T‘.:: 13ces

a different atmudc to lhc fc.uurcs pccu]mr to llh.l.l Pﬂ 5€'s i.":: :;-:: :....5‘..... ":,::,: fe
authenticity, a modern, untraditional, attractive look. '
Bosé's “first contact with cinema after thirteen years™ is inan unzonsentional o
cct, strongly stressed within its historical context as a “modarn” n‘::lzt..:, s sizni
cant that Pere Portbella, onc of the great innovators of Spanish cinsmainths 150
been thinking about a film with Lucia Bose for quite a long timas"and thae
ally chose her for his first feature film. In Nocturno .‘u(F‘LrL Fo.._ _Zf:_ L I

ly designed, experimental film of the "Escucla de Barcelona™ ts whaes Boass sionn
canceasastarcan bestbe scen. What is made immediately elear s that Pose '
ly established in the cinema firmament. During the shootinz, Nusvo o0
film fan magazine, announced: Portbella’s new film, *is goingtobeasures
Bosé is a guarantee. An absolute guarantee, not only in Spain, butalioiam .‘-:'E::.';»_-;_
countries.”?8 Not only she is still a certain attraction, but she is also expectad to fus
tion exactly in the same way, with her strong European ima e, which is an0ther .1_. cf
saying, beyond Spain but firmly on this side of the .\tl‘\nu\.

Besides, insofar as her character’s function within the tilm s concerned, thesame linz
of continuity can be observed, perhaps with the only considerable difference of amuch
better definition, a superior clarity, as if the time was a ripe for revealing all Bose’s
potential. In spite of the film's adoption of 4 complex narrative form,* w here ro claur
action can be detected, her character does play a crucial role in the definition of the
film’s meaning. Indeed, as she undergoes a recognizable evolution, it is that process
which marks the succession of shots. This interpretation is supported by thc strong
characterization of Bos¢'s role as defined by the mise en scéne. Step by step, the spect
tors discover that she is a socially established wealthy lady, that her lover is a busines
man, and that they are experiencing a crisis. Both of them are shown as engagedina?
interior journey trying to understand their intended direction. All through the film, wp
to the sccond to last sequence, she is consistently associated with straight ll..u and
modern, minimalist sets and dresses. It is quite significant that Portbella would declare,
before the shooting: “1 will certainly use to a great extent her personal \\Ju-n'{'-'—
because her clothes, quilc timeless, fits the character.™ This particular is highly <2
nificant, as confirmed in a revealing conversation between Bosé and Gabriele Fereeid

(her fictional husband) taking pIJcc just before the final sequences. After a < a_--"
vhop it is

allusions to the being/appearing conflict, she states: “I do not know whether
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LUCIA BOSE. A STAR ACROSS EORDERS

this person standing here in these clothes.™3 Almost immediately afterwards, she is
<hown in a cloth shop, looking at fabrics with striking colours and pop drawings. At the
end of the scquence the allusion is made more cxpllcn. when she is shown while look-
ing at fabrics which carry the drawings of different national flags, a prelude to an even:
tual cscape, which seems confirmed by the following images, showing an airport and
take offs.

Her enigmatic presence, under the unprecedented guise of a nun, in No somos de
picdra (Manucl Summers, 1969), docs not scem to add much to the recovered image of
Rosc as analvsed until now. Her character appears to be not much more thananallusion
to a more modern world which would be capable of dealing differently, in a more
mature fashion, with sex and itsimplications. The friction between her imaze and what
nuns are supposed to symbolize is rather inspiring. That very contradiction might be
rcad as a probably involuntary allusion to the ultimate consequenzes of a cinemato
graphic progressive definition of an cducated, urban, European woman striving to
transform herself without getting lost, and which is shown as trapped in anunchange
able world.

After a short appcarance in a scquence of the Fellini's Satyricon (157;), she was
required by Basilio Martin Patino for a film where all the stereot u;‘:.‘ associated with
her are once more put to work. Del amor y otras soledades (1959) d=als with a hizher
middle class couple passing through a deep crisis due to a prolonged Lick of communi
cation and a growing, but also somchow momentary, distance arisen betw veen hushand
and wife. T ]1{3 film's upcnm-' sequence marks the central role played by hee chasacterd?
as she is shown seated in the office of a (woman) psychologist, and she s t.!..\..._._ about
the opportunity to put an ¢nd to her marriage. Then we discover that she lives a bour
geois life in a rather luxurious house, that her husband is quite azgeessive to her and
she does not show any interest in him, but that it was not always like that. [ remem
ber,” she tells the psychologist, “that Lused to feel comfortable with him: his leadership,
his ideas. He was very mtc]llgunt. at least then, more intelligent than Twas, of course,
but we had something in common, he would tell me his problems, we shared them."™3?

Although the film is not completely coherent in its narrative structure, in the follow
ing sequences we are shown how Luciais being increasingly drawn away from the more
traditional milicu which her husband works in, and towards some sort of modernity,
and cultural openness. Through clothes (she normally wears very simple and elegant
black, white or black and white clothes) and personal possessions, 3+ she is associated
with a sophisticated sensibility (she is a craftswoman). As an indication of her charac
ter is the decoration of her house, described by a rather old fashioned, extremely rich
couple (heis the owner of the firm where Bosé's husband works), as “very modern”, Yet,
this docs not imply any drastic or radical conflict which could threaten her emotional
balance. She does not seem to be interested in establishing a new morality, but only a
new way to face life, which, according to her, will flow spontancously from a fight for
dignity and authenticity. It does not really matter whether she will eventually leave her
husband for good, or not. It is the questions she poses, her relentless effort to be true to
herself, which occupy the centre of the action; indeed, her very commitment to truth
might imply that she should stay with her husband as he is part of her life. Whatever
the ultimate choice, it does not really matter. It is the process, and not its result, which
is at stake. And. what is really more relevant within these pages, at the heart of that
search Lucia Bose stands firmly true to her image as a star, perhaps less explicitly than
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VALERIA (AMPCREST

matico,”¢? as she herself describes it, was intensified. It might be interestin Itors

i bl

thatit prompted her to work more often, and more wcccssfu.n in Ital 1y andFrynzy .o ¢
in ﬁp.}:n No other Spanish film which would include her was going to &..J. v

s

able social visibility, while in Italy she would work with Mauro Belo; Zhink, Fe ,__“ {
Rosi, and Ferzan Ozpetek 43 and in France with Danicl Schmid and Iﬂ.;-mn T
Somchow, she disappears as a significant symbol from the p..h..c sphere inSnyis -‘-\.‘

L TR

all the complexities which Patino, and his work in documentaries, would asuma i

carly 19708, itis nevertheless shocking that seven years after Delamor w.u.c o, r‘j

when democracy was beginning its uncertain existence, he could L..a. .1‘“;_. :~ T
without even mentioning Lucia Bo<é 4 Political issues wete capiuningz thy gres o

the directors and creative people who had been interested in the :....o..l ie's .
of her starimage. Apart from minor reappropriations orchestrated by s * s
marginal dnctlurc such as Almodovar, who re used her as a nun in F.“,':: Parot
(Fedro Almodovar, 1083), or Agustin Villaronga, in El nirio d= h!’:r:rfr, sl siaa ‘-;
only come back in a main rolc on Spanish screens as a witness of Bunusis pre

.
v ol .

recently published authorized biography docs not constitute asiznillzant el - o- v

this regard, and, one might add, serves as a confirmation of an absence ofmag- - - 1y
the quote at the beginning of this essay states, her mythical r:-.c:nir._:: It B,

. -
- e e W
b

another time within Spain, or to different places at the same time. Sha v _
charming, clegant, beautiful and intriguing, still Francoism had conlemnel b

wnr Bee losty Boud

perdition, and democracy has not been too interested in rescuing e Lusa S
transnational story as a star would then lead one to think that the maaniazs s
with her could only partially work as undercurrent, unifying Southem Susjean iz
and in this respect, crossing the Pyrences did mark a change, inthe dizectioneda ru
rigidity, and a minor degree of complexity.

1 Thisanticleis partof acollective research project financed by the Spanih Min v of
and Technolopy whose title is “Cultura visual; Ly consteuccion de la memenaen

comtempordnea” (BHA 2001 0219; main researcher; Jesusa Vega)

“In fact, if 1 think about it carefully, I do not know why Ldid not believe ia Luaas ged i

Sheisthedauphter of aworkerand prandchild of a farmer, but she holds the natunal ez s

and the refinement of a fairy tale princess. Since 1955, when she established henelfia$in

in a provincial, autarchic society, suffocated by Francotsm, dandeuffand ek ofeultuze, I-.-

Bos¢ has been our crown jewel, the most modern, the most Furopean, .:".!.4':::' bW He

her separation from bullfighter Luis Miguel Dominguin, she was the embodimentofenlind

lust for the conformists, a terribly attractive symbol of perdition®, Rosa Montero, “luca foe,

una seductora original,"ElPass Seanal no. 1379 (March 2, 2003), pot2,

3 Robert C. Allen, Douglas Gomery, Film History. Theory and Practice (New York, Me Graw
Hill, 1985). where classic amalyses of film stars such as Morin®s and Dyer's are reflerred to

s AsGundle supgests, the “Europeization” of film stars is hardly an exception after the endef
the Sccond World War. See Stephen Gundle, *I1 divismo nel cinema curopee, 1545 607 8
Gian Picro Brunctta (ed), Storia del cinema mondiale, Vol 1, L'Furopa. Miti, g5 &4
(Torino, Finaudi, 1999). pp. 754 786. -
\What isinteresting about Lucia Bosé is the fact that she lives throush the changesintiod =&
in the tetos, analysed 35 2 new star system, “made up of anti diviwho walk, ik an d
Like ordinary people.” Cll nuovo divismo sard f..ltmdi.n::l divi che camminano ome &7

L]
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LUCIA BOSE. A STAR ACROSS BORDERS

*Fenomeno Ge sobriedad, elegancia y, notablemente, de espiritu joven.” U.Z., *La nueva ctapa
de lucia Pocd,” Nuevos fotogramas (December 31, 1971).

It is quite remarkable that this is still pretty much the same image, almost the same words
which Resa Montero uses in the very recent interview quoted as the opening paragraph of
this ce<ay. What is new, and it can hardly be a surprise, is the appropriation of her as a sym-
Lolof what Franco had tried to suffocate: values which until 1975 had to be kept implicit,can
now be uttercd outspokenly. Sce R. Montcro, op. cil.

A parallclism between the two films is also suggested in Carlos J. Plaza, Jose Luis Rebordinos
(cé<), I'l humor y la emocion. Fl cine y 1a television de Antonio Mercero (San Sebastidn:
Filmotcca Vacca, 2001), . 26.

This is how Eva/Bosc describes herself in a conversation with her hushand in the film's first
half: “Ya <abes, no coy una mujer tradicional; no me gustan ciertas costumbres.”

“En alpun momcento de mi vida he conocido a gente que me ha confesadn qus, mas que mi
bielleza, le ha llamado la atencion una cspecic de halo enigmadtico, una barrera protectora
hacia los otros, hacia ¢l mundo que al parccer, desprendo.” See her authorized (and disap
pointingly uninspircd) biography: Begona Aranguren, Lucia Bose. Diva, divina (Barcelona:
Iancta, 2003), p. Go.

Her postagys filmography includes: Per le antiche scale (Mauro Bolognini, 15735). Cronaca di
una morte annunciata (Francesco Rosi, 1987), Lavaro (Tonino Cervi. 1950), Farem suare
(Ferzan Ozpetck, 19g9).

In Violanta(Danicl Schmid, 1977), and Lumiére (Jeanne Moreau, 1976). She had worked with
Moreau in a film directed by Margucerite Duras a few years earlier, Nathaliz Gran ez (2972)
*Habla Patino®, Dirigido por, no. 38 (November 1976), p. 27.

In A proposito de Bunuel(José Luis Lopez Linares, Javier Rioyo, 2000). A writteniniznisw on
the came cubject is alco included in Cuadernos de lr Academia, cit.
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CONTRIBUTION A UNE HISTOIRE CROISEE DU CINEMA

ET DE LA PSYCHANALYSE.

FONCTIONS PARADIGMATIQUES DU DISPOSITIF CINEMATOGRAPHIQUE
DANS LES THEORIES DU PSYCHISME ET DE LA VISION AU XIXE ET XXE

SIECLES
Mireille Berton / Ph.D. Thesis Abstract

bl

Iniversité de Lausanne

Cette these <'inscrit dans le cadre d'unc recherche mence, entre autres, par la Section
d'Hictoire et csthétique du cinéma de F'Univetsite de Lausanne sur dz nouvelles metho-
desd'analyse historique destinées as'affranchir de modeles d'ecriture prisonnicrs de pos-
tulats globhalisants instaurant Ihistoire du cinéma comme continus, fidsle a une logique
causale ¢t pourvue d'une cohérence interne. Si le tenouveau historingraphique impulse
¢epuis vinglcing ans a permis de remettre en question [es tics dr pensee et de langage
lics a Ihistoire panthdon, la nccessite de trouvet des alternatives aus discours lincaires
c1 pencalogiques saisissant Phistoire du cinéma dans uns continuits et unz homogenci
1¢ fictives semble toujours de misce. 1l s'agit donc de participer a unz eatesprise visant la
canstruction d'unc histoire ¢pistémologisce du cinema qui s'interrogs el reconsintue les
fondements qui organisent la réflexion sur le cinema, ainst qua ses Giazss ef 585 pra
tiqucs, tout cn respectant sadimension pluriclle et son elasticite temposells.?

2*hidtoire geéncrale”™ proposce par Michel Foucault dans Ldechzolozic du savoir
(1969) sertici de cadre méthodologique a la detinition d'un “epistemologiz du cinema”™
fondce sur une démarche qui rend compte de Uinsertion du scheme cinema dans une
trame historigue précice. En tant que phenomene historiquement coastitus sur labase
de multiples déterminations relatives 3 un soubassement cultucel et scientifigue varia
ble selon les époques, ce ccheme specifiquement cinematographiques doit étee compris
camme une entite abutraite mettant en reseau des realites discussives prenant le cine
ma comme paradigme, ain< que des réalites non discursives, 2 Pinstae des appareils,
instruments ou spectacles optiques jouant sur le principe de L reproduction d'images
animées (ou fixes) concommecs sclon des modalités diverses, Procedar 3 une analyse
cpistémologique du scheme cinéma revient alors 3 retléchir sur son historicite et ses
conditions de pousibilite particulicres, notamment en observant comment il fait fonc-
tionner aJa fois des objets de savoir et des machineries concretes qui parfois peuvent se
rencontrer dans certaines configurations, On tentera done de problematiser Fapparte:
nance du cinéma 3 un ensemble de relations liants différents types de discours et de
dispositifs effectifs renvoyant 3 une histoire du regard fagonnée par le contexte de 1
modernité,

Autoricant 1a mive en dialogue de champs du savoir hétérogenes, cette perspective
historiopraphique permet de déployer un “espace de dispersion® accucillant hiatus,
chevauchements, multiplicites, singularités et dénivellations historiques, toutefois
colidaires d'une meme formation épistémique. Tel est le cas du cinéma et de la psycha
nalvec dontles histoires peuvent etre articulées en dehors des imperatifs comparatistes

t hicrarchisants <ous tendant les ¢tudes traditionnelles qui envisagent souvent leurs
¢changes «clon un axe bien détermine soumettant le cinema a la doctrine psychanaly

~n

CINEMA & Cie. ro. 7. Fll 2005 €1



-

tique - invitant ainsi a penser le film comme un support didactique CEIJ..a-n
teres de I'inconscient. Cette ctude tente de revisiter leurs rapports sur la by-p o
approche specialement attentive aux faisceaux de relations qui entrelacent 135 ¢,

ct les pratiques circulant a une ¢poque donnée, et qui peuvent tantor se réflis., )
contrebalancer, s'appuyer, tantot se distancer, s‘opposer. se contredire. b

Cette ¢tude se focalise plus précisement sur les fonctions paradigmatiquss ¢3¢
sitif cinématographiques au scin d'une scrie de theories psychanalytiquss tea .;::3- :
question du fonctionnement dcl'apparcil psychique dans Fexercice (:"h\'i"‘:j.",::‘f".lf
globalement, du travail de la pensce. En p.ncm:rantla litterature dedicealaps; 2
lyse de la perception, on constate que le cincma - entendu sous laformodun e
(audio)visucl composc d'un apparcillage, d'un licu representationnsl et dun o enn
cevant - apparait comme unc figure modelizante destinge a souteniz I3 thaa 2,
teur. Si les nombreuses refcrences explicites ou implicites au dispositf ¢z i
phique confirment la pregnance d'un tel paradigme au sein d'un domainz sy S
comprendre les mécanismes de la pensce, de la payché et de la mimaien il een o
néanmoins d'opcrer les distinctions qui simposzent afin ds reperst et drer == v,
diverses fonctions (¢pistémologique, heuristique, illusteative, mataptos i ese oo
assume dans les documents sclectionnes. On doit. parexemple. faies T particr e
emploi purement thctorique du paradwmc qm place le cinema a la pesizeziz e Ion
jet du discours, ¢t un usage théorique qui vise a Fassimiler dunc afes de laco == g
ceouil dcucnl I'exemple privilcgic d'une reflexion. A lidentification darer =2 i
tionnel assigné au référent cinematographique. il faut joindee une miseemeel 2 s
ments constitutifs du ditp(witifmn!\ili'é ¢s dans les ecrits (la p:; pection. Vectaa Bt
le mouvement, I'état perceptif, etc), ainsi que les mentions a dlautees .:_?;:.‘:":l.l pass
ou scientifiques, autant qu'a dautres ensembles discursits ps \\' s pad dey sciencs
contemporaines.

Basée en majeure partie sur Fexploration d'un corpus de te «tes guelanalinge
cette recherche deborde les frontiere: .llumnuim et chronologiques imgoseey gaie
croisement de deux histoires tiseces par le cincma et la p yehanalyse, § fedlzn A fars
des possibilités offertes par cette dernicre, on s'integesie At A L o8 e
nes” ou voisines comme la ps }"Lhu]u"ir Lape sychiatrie, [a psychopathologie, L3 e
physiologie, la parapsychologie, mais aussi la philosophie, les theosies duraa s
taines théories esthétiques. On prend notamment en consideration Ly periods &e@e
gence de la psychanalyse, 3 la fin du XINe siccle, en examinant les anteceds i‘"f?-":
mologiques de la pensee freudienne formant une sorte de “protop .a.'m alyset, pu
ailleurs située en repard de Phistoire du pré cinema consideree aussi bien dans s eer
posantes techniques que wmcmudlc- Ainsi, si le tournant du XXe sicele reqoit e
attention particuliere en raison du role charniere joue par Pepisteme de IJ m ‘.!"“
dans l'apparition du ¢cinéma et de la psychanalyse, on n'hesitera pas a etizer le cadie st
I'étude afin d'embrasser, en amont, une période ol les notions de psychisme, desprite
d'inconscient occupent le discours intellectuel et s mntuult'c et, en aval, les devens i
ments ultéricurs d'une histoire aux multiples chassés croisés. 1 s"agira, en definitive. <
retracer une pensce du cinema qui a pris forme dans des » I‘}IL.L s extrinsequ J*f:-_{"
ct qui ont ¢t¢ amences, dan»l;urslmnu'mnm-url.lpp:mlI .;h.n,l..t:p reephd
apprchender le dispositif comme outil explicitant de manicre plus ou moins pios”
leurs considerations.
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CONTRIBUTION A UNE HISTOIRE CROISIE DU (INEMA

.7 a ce propos: Francois Albera, Maria Tortajada, “LEpistéme *1g00™, in Le Cinéma, nouvel-
cchnologic du XXe siccle, Actes du colloque Domitor 2002 (Lausanne: Payot, 2004), pp- 45

faria anm;,da “Archcologie du cinéma: de I'histoire a I'épistémologie”, in CINCMAS,

(‘
\ol. 14,07 2 3 (automne 2604), pp. 19-51.
KKie _‘(1 Im,cauh L'Archcologic du savoir (Paris: Gallimard, 2coz [1953], p- 19.

-
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IMAGES OF THE SPANISH CIVIL WAR IN AMERICAN CINENMA:
1936-1939

Scnia Garcia Lépez / Ph.D. Thesis Project
Universitat de Valéncia

This dissertation is a part of the rescarch project “Fresencias ©panoas ea o ¢ix,
nortcamcricano / Spanich presenecs in \r.;rr: an cincma ;-‘" LR “ ""-.7 M R
de Ciencia y Teenologia de Fepana (Spanizh miinistey On SCiEecs @ J0n0.c o
which i<, in turn, the Spanich (rmtnlm! on to the Eutopean and US Bildtend] my
project, “Film Studics Program Furope/ Hollywood. I‘ - Fu rapcaAns 1IN 0T Amonzg-
Cincma”. This macraproject based on la Maizon des Scisnces d Vibvmme s .
studics the influences and contributions of "Old World™ counfrizstoths Az aqg
preduction from the invention of the medium until today. Thizeswraethin o s
biographical data about film professionals who migrated to ths Unitsd Srpas oy L
dircctors, v.'rjlcrs.1cchnicianc...)and the representation of Eutnoean stoese sy fon
acters, myths, types, landscapes...) in Hollyvwood studio films -

The Spanish civil conflict was the first war in which the lones £ Bt TG TN
filmmakers captured imzgesin the front lincs. In additi ::.i:::_;l tsrizal et g enomn

in as much asimages of civilian pain circulated inteenationally frstae Fogrrima ooy

ing, as a consequence, a great impact that did not I:.z'. canyclzaspezcedins ool
pointin time.

Undoubtedly, the camera’s mechanicalapparatus isabletoceviirze s musis e i len s
that often escape the human cye. Morcover, the documentary tmazs bett 3 ron 2]
ep:ctcmolo;z:cal status 3s an indexical secord of the real, tas beyon ttha kogra 1 15 0s

1¥ "

inrclationto the uce of cinema 35 propagandathatwereiny suzinths tgyoe Whiths
more, this ruthless war was happening in a buropean tesaitony, eve :

the press and cinematic images distributed daily, and w
'.\or]d'.l.ldf:(unﬂm lhcnt:-'hhu:mg dr:: mum states were

i.

a preat dcal uflmt:rmuuml colidanity fru.n countrics sug
the majority of Latin America. In the United States, the ¢t
non intervention official policy of the state) was remar ;-.z:-.:,.;:-..i, fungtion
erful point of reference that bound cohesively 3 serics of emeryent political movem™
that had come to existence in the first years of the 19304

Multiple stories that, one way or another, m}-:hu'm;'cd, .1.-ui. .'.."-...—.;-.:::-!"

imized avaricty ufpullllcal practices around the significance of the SCWWan f
national <olidarity in relation to the Republica have became an o enti :
Spanish civil war as a discursive construct within the United States, More than B
strugple to support a social and political cause, what was atstake was the s need tadoin
a scries of US. symbols and national values. : -
From this angle, my dissertation attempts to analyze imagpes of the Spanieh G2
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IMAGES OF THE SPANISH CIVIL WAR IN AMERICAN CINEMA

in US. filmmaking. Cinema, as a mass media, is particularly suitable for my object of
study for two reasons. On the one hand, it is the very medium in which the 1930s
milieu’s modes of representation and social problematics crystallize. In this respect, I
have not chosen the list of films that compose my object of study following aesthetic
criteria. Instead, each of them reveals a specific sct of key issues in relation to the socio-
cultural discourses at work in this time period. My goal is to re-construct the “epoch’s
eye” (following Baxandall’s term) and trace a series of connections between these films
and the tradition from which they spring in order to understand the historical condi-
tions that enabled their emergence in U.S. society. I will address the use of images in
relation to a series of diverse processes of historical reflection: the embedded contradic-
tions of the documentary film, the possibility of using images as documents and, final-
ly, the close relationship between cinema and history.

On the other hand, cinema, as a discursive apparatus (that produces stories), is
endowed with a significant capability to create cultural models in as much as it feeds
diverse communities of spectators with a series of stereotypes, cultural prejudices and
representations. From this point of view, it is important to study the ways in which cin-
ema produces meaning, and, ultimately, the variety of manners in which these repre-
sentations intervene in the social field.

I take as a point of departure the understanding of films as cultural objects (analyzing
the production history of each of them). In addition, I will pay close attention to their
formal characteristics, and, from these detailed studies, I will attempt to reach a con-
clusion that sums up all my historical, cultural and cinematic analyses.

I have organized the study of films in two sections, one dealing with New York pro-
duced films and the other with Hollywood. These distinction is based on the fact that,
as it is known, each of these industries works with different criteria, marking their
films with a characteristic imprint, whether they are independent features or not.

Thus, the first part of my work deals with the study of images of the Spanish civil war
in New York-based filmmaking. I will pay close attention to films such as Spain in
Flames (Helen Van Dongen, 1937), Heart of Spain (Herbert Kline, 1937) and Return to
Life (Henri-Cartier Bresson, 1938) as long as to other independent documentaries about
the war in Spain.

For my purposes, it is fundamental to address the formation of a public sphere in rela-
tion to the war and the political debate regarding the U.S. non-intervention policy in
order to analyze the films from the perspective I have outlined above. Consequently, I
will emphasize the role of writers and journalists that took part in the Spanish waras a
way to trace their influence in the creation of this political forum within the United
States. The Francoist repression in Badajoz, the Gernika tragedy or the systematic
Madrid bombings from the very beginning of the war are key events that deserve close
examination.

Likewise, I intend to consider the work of graphic journalists such as Robert Capa,
David Seymour or Henri Cartier-Bresson in terms of the dissemination of images of the
war and their relationship with the cinematic ones. Then I will proceed to scrutinize
the ways in which these images became an emblem for the Spanish civil war, con-
tributing to the myth making that surrounds it throughout the 1930s and nowadays.

Through a close analysis of The Spanish Earth (Joris Ivens, 1937), I will demonstrate
the issues outlined in this first section. I will study its production history and its circu-
lation as well as the different mechanisms of symbolization at work in the film.
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The second half of my dissertation focuses on Hollywood-produced films deq;,
with the Spanish civil war. I will analyze Last Train from Madrid (James Hogan, 193))
Love under fire (George Marshall, 1937), and also Blockade (William Dieterle, 193)
film independently produced by Walter Wanger.

The detailed study of the latter film will allow me to address the politicization of h,
film world in the beginning of the 1930s as a direct consequence of the Grey
Depression, the arrival to Hollywood of European émigrés fleeing Fascism and Nazisn,
and the partial migration of the New York intellectual class — Dorothy Parker, Lili;
Hellman, Dashiell Hammett or Ernest Hemingway — to work in Hollywood motion pic
ture business.

Through the study of The Spanish Earth and Blockade, I will try to identify a series
elements that allowed the discursive construction of Spain and the Spanish peoplei
the United States during the New Deal. Ultimately, I would like to trace the nature of
the discursive practices that exist between a country in war that has been constructef
as a secular space for myth-making and legend for U.S. intellectuals and travelers and
later the mass media, and a nation living a historical time in crisis, such as the United
States in the era of the Great Depression, which was in the midst of re-negotiatingits
own identity as a country.
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DU MANIVELEUR AUX “MESSIEURS EN GANTS BLANCS”
HISTOIRE DU CHEF OPERATEUR EN FRANCE AVANT LA SECONDE

GUERRE MONDIALE: NAISSANCE D'UNE PROFESSION, INVENTION
D'UN ART

Priska Morrissey Lopez / Ph.D. Thesis Abstract
Université Paris I Panthéon-Sorbonne

Cette these, entreprise sous la direction de Jean A. Gili, a pour but de retracer les
debuts d'une profession, celle du chef opérateur, des origines du cinéma a la mise en
place du systeme organisationnel des studios au cours des années 30 et tel qu'il persis-
tera au moins jusqu’a la fin des années 50. Le propos est centré sur la figure du chef ope-
rateur qu'on peut définir selon deux criteres: la prise en charge de la facture technique
et esthétique de I'image (notamment les éclairages) et la direction de I'équipe-image
(composce dans sa forme la plus aboutie d'un second assistant, premier assistant et
second opérateur ou cadreur).

Les sources utilisées sont de plusieurs ordres. En premier lieu, bien sur, les images ani-
mées et fixes nous aident a rendre compte de I'organisation du travail de I'opérateur, de
repérer le matériel utilisé (photographies de plateau) et de confronter ce savoir au resul-
tat final (analyse de I'image filmique). Le non-film - textes théoriques ou pratiques
datant de I'époque observée, archives de production (par exemple, contrats de techni-
ciens, devis et budgets), de tournage (correspondance), archives syndicales ainsi que la
presse spécialisée - sont indispensables pour écrire une histoire du métier qm prcnd en
compte son role, sa place et le type de reconnaissance auquel il a droit au sein du cine-
ma. Malheurcusement, rares sont les sources orales permettant d'accéder directement a
la période. Quelques entretiens sont réalisés mais la plupart du temps il s'agit d'enfants
et/ou petits-enfants des personnes concernées.

Cette étude utilise les apports fondamentaux de la socio-anthropologie au service
d'un discours historique. Les outils théoriques de la sociologie des professions, notam-
ment artistiques (voir les écrits de P.AI. Menger), les criteres de rémunération, recrute-
ment, formation, promotion sont analysés autant que le permettent les archives dispo-
nibles, dans une perspective chronologique. Mais plus que I'établissement d'une liste de
faits et dates, d’'une succession de personnalités, I'opération historiographique centrale
est celle d'une recontextualisation, visant a établir, par la connaissance, un processus de
construction, ¢laboration et transformation d’une pratique qui peu a peu s'institution.
nalise. La recontextualisation, comme mise en discours significative, s'effectue d plu-
sicurs niveaux: histoire des techniques du cinéma (par exemple, le passage de la pelli-
cule orthochromatique a la pellicule panchromatique), histoire du cinéma (par exem-
ple, I'apparition de la “star”), histoire de la lumiere dans Part (par exemple, le discours
sur la lumiere dans les années 20), histoire de 1a notion d'ccuvre et d'auteur...

La premiere partie de la these est consacrée aux conditions d'é¢mergence du métier.
Dans une perspective proche de celle ¢laborée par Andrew Abbott (The System of
Professions, 1988), on cherche a retracer le possible du chef opérateur en rapport avee
I'évolution des autres professions cinématographiques: 'opérateur de projection, le
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metteur en scene, le peintre décorateur qui devient architecte-décorateur, I'apparitig,
de nouvelles professions telles que le maquilleur ou le photographe de plateau; maf;
¢galement la progressive composition de 1'équipe-image (apparition d'assistants)...
cotés de cette interdépendance professionnelle, si décisive dans la naissance du ches
opérateur, d'autres conditions, techniques et esthétiques, ont permis son apparition, |]
s'agit par exemple de I'introduction de la lumiere artificielle comme lumiere d'appoin;
a la lumiere du soleil lors des tournages en studio ou le fait d’avoir choisi des lumigr;
mobiles et donc maniables ct flexibles.

Une deuxieme partie est consacrée a la décennie fondamentale de 1916/8-1928, E5
cffet, a partir du milicu de la Premiere Guerre Mondiale, une attention accrue au dispe-
sitif des ¢clairages et la prise en charge par I'opérateur de ces effets entrainent un chan.
gement significatif dans le savoir-faire et statut de I'opérateur. Le passage au studio noiz
dans la premiére partie des années 20, le remplacement de I'orthochromatique a la pan-
chromatique, la création de I'ETPC (Ecole Technique de Photographie et Cinéma, ditz
“école de Vaugirard”), I'évolution des associations professionnelles vers un véritable
syndicat mais également le changement de statut de la lumiere dans I'art et tout parti
culierement dans les discours et pratiques avant-gardistes (voir les textes de Dulac,
Epstein...) vont bouleverser le métier d’opérateur, ses responsabilités techniques et
artistiques. C'est durant cette décennie que les termes de “premier opérateur” et “chef
opérateur” (ou “opérateur-chef”) s'imposent.

Enfin, dans une troisieme et derniére partie, il est question de I'évolution qui s'¢tend
de la fin des années 20 a la fin des années 30, a savoir la consolidation d’un modele et
d’unc image qui survivent a la Seconde Guerre Mondiale et dont on peut d’ailleurs tou-
jours retrouver des traces dans les discours et pratiques actuelles, et ce, malgré les
secousses et remises en cause qui surviennent avec la Nouvelle Vague. Le passage au
sonore et la redistribution des roles et statuts qui en découlent et surtout les évene
ments politiques des années 30 (établissement de contrats-type, d'une convention col:
lective) conduisent au renforcement de I'identité professionnelle du chef opérateur. Sur
un plan esthétique, c'est la naissance d’une véritable école de la photographie frangaise,
un art subtil du noir et blanc. Lapparition de pellicules plus sensibles vers 1931-1932 ¢t
surtout l'arrivée d'opérateurs en exil politique, vont jouer un role fondamental dansh
constitution de cet art d'ombre et de lumiére. Venus d’Allemagne et plus généralement
de I'Est, ces opérateurs arrivent en effet avec un savoir-faire technique hautement
apprécié et un discours nouveau sur les responsabilités artistiques du chef opérateur.

Cette étude d'un groupe de personnes rassemblées sous un méme dénominateur con
mun (un savoir-faire, une profession, un imaginaire) offre, entre autres, la possibilité &¢
penser les relations entre le singulier et le tout, et, partant, de réfléchir aux notions &
transfert et formation, d'écoles, de réseaux, de familles et de généalogies (fictives ou
réelles, directes et indirectes).
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FILM STYLE

XIII International Film Studies Conference
Udine/Gorizia, March 28-30, 2006

When looking at the question of style what strikes one immediately is that the mean-
ing of this notion seems to come from its use, without it ever being really defined organ-
ically, especially when it comes to the sphere of cinema. References to the style of a peri:
od, a genre, a school, a movement or a director (where the notion of style merges with
that of work and poetics) are in common use, but the definition of “style”, as a way of
identifying a method of analysis suited to studies of this concept, remains vague and
lacking in effective systematization.

The XIII Udine International Film Studies Conference is dedicated to the analysis and
study of the notion of style in cinema. The variety of approaches to this notion and its
different fields of application, as well as the continuous updating of the forms and
modes of cinematic narratives within a framework that is increasingly intermedial, all
indicate that a study of this kind could lead to original results at a historiographical,
theoretical and methodological level.

If style has traditionally been approached from a prevalently author-based perspec-
tive as a complex of typical and recurrent expressive and formal strategies that distin-
guish a film maker immediately and point to a clear identity, this Conference proposes
to systematically abandon the sphere of “author-based styles™ and focus its attention
not on the individual dimension but on macro-systems. In line with the tradition of the
conference we will also be paying particular attention to early cinema, without, how-
ever, forgetting the new directions suggested by the contemporary scene.

Here are a number of different directions studies could consider.

Defining a concept of style

There is still no definitive explanation of the notion of style in the cinema sphere, It
we trace some general theoretical definitions in an “archacological” sense and relate
them to the context of film communication, what we find is a rather static framework
that is not particularly useful for the purposes of analysis. If Roland Barthes claims that
style is the antecedent of any linguistic problem, to such an extent that it becomes
almost a biological entity, Susan Sontag is of the opinion that it only becomes visible in
works of art when it reaches the extent of excess or stylization. The need to get away
from a certain degree of epistemological vagueness goes hand in hand with the need to
establish as a reference point the certainty that cinema products acquire their position
as works and texts only when they construct a relationship with a communicative sit-
uation, every part of which is already defined. It is within this structure thata typology
of film style must be looked for, by considering the need to analyse films on a cultural,
textual and productive level. The fairly frequent recourse to notions of style formulat-
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ed in the sphere of history and theory of the figurative arts has, after all, not prodyce
particularly convincing results.

Standardising procedures intended as the consolidating and stabilising processes of
linguistic-expressive strategy systems, that identify and become typical of a period, ;
movement or a school undoubtedly play a central role here. But at the same time hoy
are we to explain the relationship between standardization and innovation in relation
to style? Can style be conceived as a negotiation site?

Referring to formal strategies clearly draws attention to the importance that the leve]
of expression acquires with regard to the concept of style. But what importance should
we give to themes, t.i. semantic formalisation?

Early Cinema styles
In no other phase in film history has style been so debated over as in the origins of

film and the phase that led to the cinema becoming institutionalized. The notion of
style overlaps that of “genre” and in this direction a lot of work has been done to con-
struct distinctive features and therefore to appreciate production companies and single
products. Under this respect, there are many aspects that have yet to be studied in

depth.

Style and technology
What are the effects of the development of cinematic technology on style and its

notion? How does an established stylistic system incorporate new techniques and
assign them a specific and original expressive functionality? And in what way, to move
in the opposite direction, can the introduction of new technology change style?

In the framework of the wider question of technology, the study of the relationship
between style and modes of production is without doubt one of the most explored top-
ics, so what perspectives will future studies take? What is the potential of this
approach, over and above the production context of the classical Hollywood cinema?

National/international style
Style can be seen as the expression of a culture, the expression of a national cinema

(as shown in Barry Salt's studies). The foreshadowing of a national film style raisesa
series of considerations involving not only the moment of production but also that of
the consumption of individual films. In the area between these two poles four funda-
mental analytical criteria have recently been established (Andrew Higson, Steve Neale)

In economic-productive terms it is important to establish how and to what extenta
domestic cinema industry is required to construct a kind of cinema that is seen as being
national.

On a textual level, the formal contents and structures of a nation’s film need to be
examined to establish the intertextual relationships in the context of a “national” cul-
ture expressed in other systems, such as music, literature, theatre, etc.

At the level of consumption, the nationality of films released in a certain period can
be analysed as well as the type of paratextual products that activate and nourish these
cinematographic practices.

Last of all, on an ideological-discursive level, the critical, theoretical and popular
issues raised with regard to national cinema can be looked into.

Can these four guidelines alone cover all the issues involved here? Can the national
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style of a film or group of films be defined using other parameters? Moreover, with
regard to the processes and discussions that emerged in the first few years following the
introduction of sound to cinema, is it legitimate to think of European cinema as “essen-
tial”, in comparison with American movies, for example? In other words do¢s European
cinema belong specifically to Europe? Is there such a thing as a European film “style™

Cinema and the other arts: matters of style

The question of style can be a particularly fertile terrain for refining studies into the
relationships, exchanges, contamination and crossover between the cinema and other
communicative and expressive spheres. From this point of view, to what extent do
intermedial interaction and influences contribute to changing the notion of style and
its parameters of identification? In 1919/20, for example, in Germany, style was a major
factor in terms of economic competition as well as critical and theoretical analysis.
Why have we forgotten these stages? The relationship between cinema and new media
is another particularly interesting area. Ads, videoclips and short films are often recog-

nised as influencing contemporary cinema, but in which contexts and what shape does
this influence occur?

Style and genre

The film genre is the sphere in which the criteria of audiovisual recognition, shaping
and repetition are regulated. Genres are always constructed with hindsight and their
historical and social existence is based on pragmatic (i.e. the effects they are supposed
to reach with regard to their audience), semantic (the constant themes that are referred
to in their texts) or syntactic properties (the formal characteristics that regulate their
communicative principles). Recent theories (i.e. Rick Altman, Mark Jankovich) tend to
see film genres as mobile entities, constantly changing, underlining their relative char-
acter, dictated by material contingencies. Is there a clearly defined, certain, insur-
mountable boundary between style and genre or should both terms rather be ascribed
to the same discursive family of narrative and linguistic “macrosystems™?

Style and acting performance

Just as we can speak of acting styles, acting itself can be considered to be part of a more
general stylistic system: so what changes and influences result from acting perform.
ance? And how does the “general” style contribute to determining actors’ performance?

Reception

Studies on cinematographic reception can make highly original contributions to the
notion of style. Can style, like genre, function as a system of the audience’s expectations
and abilities? And in what way do factors such as criticism and audience affect the way
a style develops? Can style, in its role as a communicative category, contribute to the
definition of the spectator? What implications can be derived from comparing the
notion of style to the notion of taste? What role does the paratextual apparatus of the
film play in the construction of cinematographic style?

Closing date for proposal presentations: November 15, 2005 )
Any proposal received after this date will not be taken into consideration.
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For further information and contacts:
Dipartimento di Storia e Tutela dei Beni Culturali

Via Petracco 8

33100 Udine (Italy)

fax: +39/0432/556644 or +39/0432/556789

e-mail: udineconference@gmail.com
www.damsweb.it/udineconference/x

* N.B. the e-mail address and web site of the Conference have changed.
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MULTIPLE VERSIONS: CINEMA AND CONTEMPORARY VISUAL ARTS

IV MAGIS - GRADISCA INTERNATIONAL FILM STUDIES SPRING SCHOOL
Gradisca d'Isonzo, March 31 - April 9, 2006

MAGIS - Gradisca International Film Studies Spring School is promoted by the
Universita degli Studi di Udine, in collaboration with: Universiteit van Amsterdam,
Universitit Bremen, Ruhr Universitit Bochum, Universita Cattolica del Sacro Cuore di
Milano, Université Sorbonne Nouvelle - Paris III, Universita degli Studi di Pisa, Univerzita
Karlova Prague, Universitat de Valencia, CineGraph Hamburg, Cineteca del Friuli,
Cineteca del Comune di Bologna and with I'Universita della Svizzera Italiana di Lugano
(ITeM). MAGIS - Gradisca International Film Studies Spring School is an Intensive
Program financed by the European Community through the Socrates Erasmus Program.

Starting from 2006, MAGIS - Gradisca International Film Studies Spring School will
become a major activity of the International Ph.D. Program in Audiovisual Studies:
Cinema, Visual Arts, Music and Communication (Dottorato internazionale di studi
audiovisivi: cinema, arti visive, musica, comunicazione), established by the Universite
Sorbonne Nouvelle — Paris III in cooperation with Universita degli Studi di Udine,
Universita Cattolica del Sacro Cuore di Milano and Universita degli Studi di Pisa.

From 2006, MAGIS - Gradisca International Film Studies Spring School will take
place in conjunction with the secondary level Master Program in Conception,
Preparation and Preservation of Contemporary Visual Arts (Ideazione, allestimento e
conservazione delle arti visive contemporanee — DAMS, Universita degli Studi di
Udine). This Master Program is organized in partnership with the LCC Department
(Literature, Culture and Communication) of the Georgia Institute of Technology.
Atlanta — USA and with the Contemporary Arts Centre of Villa Manin, Passariano,
Udine (Centro d'Arte Contemporanea).

The 4 edition of MAGIS - Gradisca International Film Studies Spring School will
focus on the relationship between cinema and contemporary visual arts, maintaining
its carly intent of offering an international occasion of debate and dialogue among aca-
demics, archivists, preservers, curators, critics, artists, students and young rescarchers.
The Spring School intends to be an important contribution to international research
projects dedicated to contemporary visual culture and the training of experts in the
field of audiovisual and contemporary arts.

MAGIS- Gradisca International Film Studics Spring School will consist of lectures
held by university professors, as well as meetings with artists, curators and galleries
directors. Several workshops will be coordinated by international scholars and artists,
while video and film screenings, contemporary art exhibitions and work groups on spe-
cific topics will also be offered. The Spring School activities are designed for Ph.D. stu-
dents, graduate students, young researchers and young professionals in archives, muse-
ums and art galleries.
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MULTIPLE VERSIONS: CINEMA AND CONTEMPORARY VISUAL ARTS

The scientific purpose of the School is not simply to think or re-think the idea of i,
ema as art, but also to investigate cinema as it is present in the contemporary arts: i
performance and interactive installation, software art and mixed media, new forms of
authorship and the use of practices typical of the cinematographic avant-garde, suchas
cut and paste or found footage.

What is at stake here, is the analysis of the transformations that involve cinema and
visual arts in the Google era. That is, in the era of tele-presence and the crisis of the
museum exhibition, the hybridization of subjective creativity (authorial and artistic)
with Information and Computer Technologies, and the end of traditional modes of
reception and consumption of film and the other arts.

The main fields of interest at IV MAGIS — Gradisca International Film Studies Spring
School will be:

Technologies and materials: variable media, expanded cinema, mixed media

Multiple forms of the same event: performance, video-performance, video, videostills

Re-mediation processes of a language, text, and visual art work

Current relations between “artistic production” and “theoretical reflection”

Aesthetic concepts: multi-expressivity, synaesthesia, tactile dimension, interaction
between the body of the work and the spectator’s body

Semiotic definitions: text, discourse, work/work of art, author, artist, spectator

Exhibition, preservation and restoration, the archive: know-how, institutions and
cultural politics

Direct and indirect impact of new aesthetic forms, the effect of the apparatus on
social practices: the complex and articulated process of production, circulation, trans-
mission and reception of the work of art

Philological and historiographical work: methods and theoretical instruments

A section of the School will also be dedicated to the topic of multiple versions at the
beginning of the sound era, developed and investigated in the three preceding years of

the School.

For information and further details please visit our website:
www.damsweb.it

or contact us at the following e-mail addresses:
info@damsweb.it

masterdams@damsweb.it
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SELECTED BY: RICK ALTMAN

Giusy Pisano, Une Archéologic du ciné-
ma sonore (Paris: CNRS, 2004)

One of the oldest human dreams is the
desire to store and reproduce sound in the
same way that images can be replicated.
Unless sound can be reproduced, it can't
be properly studied, stored, or sold, and
thus must remain unavailable for scien-
tific and commercial exploitation. The
history of attempts to domesticate sound
is thus rich and fascinating, as Giusy
Pisano demonstrates in her archaeology
of sound cinema. This is not a history of
cinema sound like Harry Geduld's The
Birth of the Talkies: From Edison to Jol-
son. Where Geduld concentrates on those
who applied existing ideas about sound
to cinema (De Forrest, Case, Sponable),
stressing Phonofilm, Vitaphone, and
other 1920s sound systems, Pisano offers
acomplete overview of the ways in which
the Western world learned to document
and reproduce sound events.

The book’s first section explores the
sound-oriented myths and dreams of
antiquity (the statue of Memnon) and the
Renaissance (Rabelais' paroles gelées), the
magical approach of early moderns
(Athanasius Kircher, Giambattista Della
Porta, Etienne-Gaspard Robertson), and
the 18" century’s increasingly experi-
mental science of sounds, with its empha-
sis on the production of automatons
capable of reproducing the mechanisms
of the human body. Moving into the 19"
century, Pisano concentrates on the all
too neglected figure of Thomas Young,
one of the first to devise an adequate
method for transcribing movement,
eventually successfully applied to tran-
scription of the vibrations produced by
sound. Though Pisano makes it clear that
her principal domain is France in the 19
century, the international nature of
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reflections and experiments on sound
regularly takes her far afield. The clarity
of her summarics of important develop
ments is most welcome.

Once Pisano reaches the mid 19 centu-
ry, her carlicr broad coverage joins the
more familiar history of phonography.
The usual suspects thus make their
appearance here: Léon Scott de Martin:
ville, Helmholtz, Marey, Muybridge,
Alexander Graham Bell, Edison, Berliner.
In a final section, Pisano provides in-
depth coverage of the many late 19" cen-
tury attempts to synchronize sound and
image.

Based on substantial new research into
a wide range of documents and materials
(patents, laboratory instruments, projec-
tion systems, contemporary claims and
reviews, catalogues, technical docu-
ments), Pisano’s work adds substantially
to previous work in this domain. Her abil-
ity to handle technical writing in several
languages gives her work a breadth not
seen elsewhere. Whether she is dealing
with myth, magic, or science, Pisano does
a first-rate job of explaining not only the
details of cach theory, but also their gen-
eral import and relation to other theories.
The book also benefits substantially from
several dozen well-chosen illustrations.

SELECTED BY: THOMAS ELSAESSER

Kirsten Baumann, Rolf Sachsse (eds.).
Moderne  griBe/Modern  Greetings.
Fotografierte ArchiteXtur auf Ansicht-
skarten r919-1939/Photographed Archi-
tecture on Picture Postcards 1919-1939
(Stuttgart: Arnoldsche Art Publishers,
2004)

One of the most famous examples of
international modernism in architecture
is the Weissenhofsiedlung near Stuttgart,
a housing complex designed in 1927 by
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Mies van der Rohe, with purpose-built
homes by Le Corbusier, Peter Behrens,
Bruno Taut, ].P. Oud and a dozen other
renowned architects from the r920s.
Weissenhof's fame rests, however, also
on its notoriety: it became well-known
partly thanks to a photomontage which
denounced the white, flat-roofed cube-
shaped building ensemble as an “Arab
village,” depicting it complete with
camels, a lion and burnus-clad Bedouins.
Besides the fact that this anonymous,
racist image used the typically left-wing
technique of photomontage, what strikes
one is that it circulated as a (hand-
coloured and sepia) postcard well into
the 1940s: playful, insidious and finan-
cially very successful. Yet for there to be
this cartoonish “take” on the Weis-
senhofsiedlung, there must have been an
“original,” presumably also a postcard.
And so it turns out to be: via its diffama-
tory “faking” of a famous urbanist land-
mark, a visual medium of modernity
comes into view that has so far largely
escaped scholarly attention: the architec-
tural postcard.

Modern Greetings, the book under
review, allows us to re-assess what this
medium was capable of, with respect to
modern architecture in the inter-war
years. It is in many ways an eye-opener.
Originating as the catalogue of a touring
exhibition in 2004 organized by the
Bauhaus Dessau, itself based on the pri-
vate collection of Bernd Dicke, a German
designer of note, the handsomely printed
volume comprises 180 reproductions of
mostly black-and-white or sepia post-
cards. They show some of the outstand-
ing monuments of the modernist move-
ment in Germany, focusing among others
on buildings and housing projects by
Peter Behrens, Otto Bartning, Erich
Mendelsohn, Bruno Taut, Hans
Fahrenkamp, Ernst May, Hans Poelzig,
Fritz Hoeger, Otto Hasler and many oth-
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ers, but here grouped according to loc,
tion and city, as one would expect wi:
picture postcards: Stuttgart, Frankfus
Cologne,  Dortmund, Disseldq;;
Hanover, Bremen, Hamburg, Berlin ap j
Breslau (now Wroclaw, Poland).

As a film historian, I was captivated b;
what the volume told about several unax.
swered questions that had puzzled m:
over the years, while working on the cin
ematic representations of modernist
architecture. For instance, why was it that
so few of these landmark buildings and
housing schemes of Das neue Bauen (the
new urbanism) were depicted on film?
Why were there, with the exception of
Hans Richter’s Die neue Wohnung, virtu-
ally no films, either documentary or
avant-garde, that celebrated this key
aspect of modernism? What had hap-
pened to the famous alliance between
CIAM, the Congres international des
architects modernes, and CICIM, the
Congrés international du cinéma
indépendant moderne, meeting in La Sar-
raz in June 1928 and 1929 respectively?

Somewhere, I felt, a link was missing,
a factor had been overlooked, our prem-
ises were misconceived. In trying to
account for the lack of the landmarks of
modern architecture recorded on film, |
eventually came across statements by
architects themselves, notably Bruno
Taut and Walter Gropius who, while in
other respects enthusiasts of (avant
garde, as well as popular) cinema.
nonetheless expressed reluctance to
have their buildings filmed. In cases
where they did allow a film camera, they
tended to use only certain shots in order
to illustrate their books, articles or pam-
phlets. The reason was in one sense sim-
ple enough: it was a matter of power and
control. Architects felt that with film
they could no longer control the angle or
point of view from which their building
was viewed. Hence their marked prefer-



ence for still photography or single
frame enlargements.

In another sense the issue was more
complex and revolved around an unre-
solved tension between movement and
stasis in modernism in general. Mod-
ernist architecture, with its reliance on
straight lines, on geometric forms and the
grid — in contrast to expressionist archi-
tecture - did not always come to terms
with motion and mobility, those key sig-
nifiers of the city and modern urban life.
As counter-example confirming this
point one could cite Pierre Chenal’s film
L'Architecture d'aujourd’hui (1931)
about three of Le Corbusier’s villas, and
especially his masterpiece, the Villa
Savoie in Poissy. There, one sees the archi-
tect himself arrive in his car and rapidly
traverse the entrance, before taking
Chenal's camera on a guided tour
through the rooms and on to the balcony.
The editing — at once Russian montage
and continuity editing - creates a kind of
cinematic equivalent of the architectural
promenade, providing a carefully con-
trolled way of experiencing the building
with one’s body, but here led and con-
trolled by the architect himself. After see-
ing the film, Siegfried Gidion is supposed
to have said: “Only film can make the
new architecture intelligible,” a quote
more often used to bridge the gap
between architectural and filmic practice
rather than to explain it.

Part of this gap is indeed addressed (and
filled) by Modern Greetings. For it seems
with the postcard, the architect could
have it both ways. A popular medium,
with a potentially wide circulation, it
gave the architect a medium of motion
and mobility while not obliging him to
relinquish the control over how a build-
ing is seen. The brief historical excursus
supplied in Modern Greetings by Rolf
Sachsse explains the place of the architec-
tural postcard within the history of the
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postcard, focusing on questions of cco
nomics and printing technique as much
as on acsthetics, taste and fashion.

The modern postcard goes back to 1870,
when the single printed picce of card
with specified dimensions was licensed
by the (German) Post Office for private
use. A by-product of the military (its trial
run was as field post in the Franco-Pruss.
ian \War), it was cheaper than a letter, and
permitted messages to circulate more
quickly and more efficiently. But the
postcard also opened up a new communi-
cation space between the private (break-
ing the much-prized confidentiality prin-
ciple of the letter) and the public (the text
was now as accessible as the address). The
ambivalence of public and private can be
extended to a similar ambivalence con-
cerning sender and addressee. Postcards
soon became  kitschy, frivolous,
“naughty” and often enough pornograph-
ic: ways of teasing prying eyes, embar-
rassing the addressee and daring the cen-
sor. The visual riddle, the rebus picture
and the photo-montage were favoured
visual modes. Thus, precisely because of
the public nature of an essentially private
communication, the message on a post-
card has always a particular rhetorical
thrust, being as much a meta-message asa
message: boast, boost and self-advertising
are never far, especially when the holiday
postcard is sent from fabulous destina-
tions to those unlucky enough to have
stayed at home.

A similar principle perhaps obtains in
the architectural postcard. Rather than
showing a beach, a cathedral, a local mar-
ket or the hotel, on which the sender has
figuratively inscribed his own presence,
in order to gleefully or regretfully under-
line the addressee’s absence, the architec-
tural postcard obeys a symmetrical, but
inverted semiotic rule: the general
absence of people makes the building
into the dramatis persona, while its
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sculptural prominence invites curiosity
by invoking the invisible-visible presence
of the building’s creator. The architectur-
al postcard thus functions as much as a
visiting card identifying an architect as
author, as it is a card recording a visit to
an architectural site.

For what the images reproduced in
Modern Greetings quite insistently raise
are questions of scale and of human pres-
ence. Scale: the architectural postcard is
recognizable as a distinct visual genre
because of the quasi-uniformity of the
perspective chosen, in particular, the rela-
tion of horizontals to the vertical axes
and the function of the white margins as
a picture frame, suggesting depth and
recess, but also isolating the building and
turning it into an abstract shape. Given
the diversity of the photographers (some
known, but many anonymous), it is
remarkable how consistently the posi-
tion of the camera takes either a bird’s eye
view or assumes the street-level as eye-
level, tilting upwards. Equally typical is
the emphasis on the diagonals, and the
over-angle rather than head-on position
generally chosen for the exterior of a
building. Taken together, these stylistic
choices lend to most of the sites a for-
ward-thrusting aspect, reminiscent of
Lumiere’s train, roaring into the station
or a ship's bow and thus perhaps not
unconnected with the decade’s craze for
ocean-liners — an effect emphasized by
the choice of blue skies, with just a hint of
attractively picturesque cumulus clouds.
Ernst May's Romerstadt building in
Frankfurt or Fritz Hoger's Chile House in
Hamburg are icons of architectural histo-
ry precisely because there seems to be
only one angle under which they can be
viewed — the one immortalized by the
postcard.

Human Presence: virtually every build-
ing is set in streets that are all but desert-
ed of traffic, people or pedestrians. This

18N

absence of human figures i
C

tie fgr the “new way of Seeinos et
architectural photography g, *i
from the New Objectivity anq ha::{n in
mon with the minimalist trengs ;, ;"
ern photography generally, As th, bﬁ,}
cover puts is: “Credit for the sl1re\u.-d[.jﬁ.i
culated effect made by this visigy,.
architecture is due to the photograyt..
[...] whose ‘camera eye’ staged fact;;..
and high-rises as radiant cubes and scu:;
ture on a superhuman scale.”

The sculptural aspect - achieved at 3.
price of voiding the site of the hums;
user — is in some ways a provocation, b
also that which most fascinates the ¢;:
These postcards already appeal to the
lector, rather than invite to be sent 4
fetishism of possession creeps into ones
gaze that Jean-Luc Godard so brilliant}
satirized in Les Carabiniers(1963): forhi
heroes postcards are the spoils of war,ty
have the image is to own what it repre
sents, Architectural postcards, we leam,
were mass-produced to be handed out
trade fairs, sold on site, or given away by
the architect. Pioneers in this resped
were Erich Mendelsohn and his clients
the Schocken Brothers. For their depart:
ment store chain in Germany, Mende:
sohn not only designed distinctive buil
ings, whose elegant curves, white bands
of masonry, alternating with broa
expanses of glass virtually defined mod
ern shopping. By incorporating the letter
ing into the facade and making sure th
building looked as spectacular at night
lit with neon lights, as it did in daytin2
he underscored the tendency of archite
ture to become a visual medium in i
own right, over and above it being bull
space, and functioning in a multi-med!
context. Indeed, Mendelsohn’s Schocke?
buildings, made famous through "
postcards, on sale and on display at th
checkout, could be said to be among
first conceptual forays into an all-enco™



passing corporate dc§ign (.aftcr Behrens
and his AEG factory), in which the thrust-
ing yet modulated outlines as reproduced
on the postcards are the key clement: at
once trademark and advertisement, with
the logo the building and the building the
logo. It required the pictorial isolation
and monumentalisation as enacted in the
architectural postcard, to generate such
animage culture around these modernist
cubes, with their soaring diagonals.

Thus, the mobility of thrust and recess,
and the energy of elevation and scale ulti-
mately rest on an almost baroque trompe-
l'oeil effect. Such mise-en-scéne mimics
elements of the cinema, while keeping
the human figure at the edge or altogeth-
er off-frame. However, the point for us is
surely to see the postcards in context: a
popular medium serving another, elitist
medium, while not forgetting their ironic
and even anachronistic relation to each
other, with an older medium “borrowed”
by a new age, as if to subtly allude to the
traditional juxtaposition of “the old” and
“the new,” of “before” and “after” so
stereotypically employed in advertising,
in instructional films and when propagat-
ing social progress. Perhaps one of the
first successful blends of avant-garde cul-
ture and popular culture, the architectur-
al postcard did so well in the late 1920s,
because by then, several of the technical
media - photography, design, architec-
ture, typography, printing and publishing
- had begun to discover their mutual
interdependence. Leading figures had
become aware of synergies that could be
realized when industry and the avant
garde, commerce and high concept design
worked together, however warily they
might have eyed each other. That the cin-
ema in all this remained so marginal is
still something of a mystery, and seems to
indicate that it was probably not yet per-
ceived as the medium of urban modernity
we now tend to recognize it as, Metropolis
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(1927), Man with the Movie Camera
(1928),and Berlin. Symphony of a Big City
(1927) notwithstanding. Or perhaps, mak-
ing films was simply too expensive, and
the chances of distribution by then too
uncertain for architects and their clients
to invest in them: the postcards as estab-
lished mass-medium at once substituted
for the moving image, and sacralised the
sites and buildings they so theatrically
put on show. Even as they reduced them
in scale, they made them circulate and
kept them on the move. An ephemeral
medium, but mass-distributed, the post-
card raised the new architecture’s recog-
nition factor, which in turn was the
ground on which its images grew into the
clichés and the icons they became.
Which brings me back to the ambiva-
lence I noted among modernist archi-
tects, with respect to movement, mobility
of the gaze and the human point of view.
Ambivalence, more than outright rejec-
tion. Le Corbusier, the very embodiment
of the plan, the grid and the cube, and the
man who famously said that the modern
house was a machine to live in, was also
acutely aware of the dilemma of how to
“take in" modern architecture. He once
remarked: “Arab architecture teaches usa
valuable lesson. It is best appreciated on
foot. Walking - you have to walk through
a building with a changing viewpoint to
see the articulation of the building
deployed. It is the opposite to that of
baroque architecture, which is conceived
on paper around the fixed vertical axis. I
prefer the teaching of Arab architecture.”
Could it be that by calling, among others,
Le Corbusier’s contribution to the Weis-
senhofsiedlung an “Arab village,” the
photo-montaged postcard was not so
much proffering an insult, as paying a
compliment - if utterly unintended? Did
it speak truer than it knew about how
modern housing should be perceived,
experienced, lived in - on the far side of
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either the God'’s eye view or the frog's cye
view, but at the scale of the human body,
and at the pace of the human foot? Or put
the other way, was it the “naughty” post-
card - as the medium of a more popular
but also more populist-demagogic imagi-
nation - that took revenge on the mod-
ernism which had appropriated it, by try-
ing to ennoble it? Evidently, the battle
over European modernism and moderni-
ty had only just begun, and the fact that
the word “Arab” should be at the centre
must strike us today as uncannily
prophetic.

SELECTED BY:
ANDRE GAUDREAULT

Irene Bessiere, Jean A. Gili (sous la direc-
tion de), Histoire du cinéma. Probléma-
tique des sources (Paris: Institut National
d’'Histoire de I’Art/Maison des Sciences de
'Homme/Centre de Recherches sur I'His-
toire et I'Esthétique du Cinéma et Asso-
ciation Frangaise de Recherche sur I'His-
toire du Cinéma, 2004)

La France, du moins celle de la recher-
che en cinéma, a, on le sait, fini par retro-
uver sa fibre historienne. Ce n’est qu'un
juste retour de balancier pour une nation
qui avait donné au monde ses seuls histo-
riens du cinéma d'envergure mondiale
(Sadoul et Mitry). Comme le font remar-
quer dans leur “Avant-propos” (p. 5), les
deux responsables de la publication de cet
ouvrage, on a en effet vu, au cours des
années 80, les questions d'histoire du
cinéma reprendre, lentement, leur place
aux cotés des questions de théorie du
cinéma. Aprés une période, assez longue
tout de méme (en gros les années 70), au
cours de laquelle I'Histoire n'avait plus du
tout bonne presse, et au cours de laquelle
les études cinématographiques réussis-
saient avec brio, mais sans I'Histoire, leur
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installation au sein de l'institution y;;
versitaire, les études historiques ont dn.-
finalement repris du poil de la by,
dopées en cela par une conjoncture ng;
velle ayant notamment vu I'émergence
d’'une structurc nationale particulizze.
ment productive: I'Association Frangais,
de Recherche sur I'Histoire du Cinéma,
Cette association, qui est I'unedes forces;
l'origine de la publication de I'ouvrag
examiné ici, a été fondce en 1984, dans |3
foulée du renouvellement d'intérst
envers le cinéma des premiers temps
(dont le coup d’envoi avait ét¢ donné par
le Symposium de Brighton en 1978, orga.
nisé par la Fédération internationale des
archives du film), ou les chercheurs
anglais et nord-américains avaient
d’ailleurs tenu le haut du pavé (la France
en avait €té relativement absente, si ce
n'est de la participation de Noél Burch,
chercheur frangais d’origine américaine,
comme on sait). Pour Frangois Albera, qui
signe I'une des introductions a I'ouvrage,
ce mouvement de redécouverte du ciné-
ma des premiers temps a d’ailleurs
“donné naissance au plus formidable
bouleversement épistémologique que
I’histoire du cinéma ait connu”(p. 12).

On peut penser que 'onde de choc pro-
voquée par le militantisme soutenu de
'AFRHC depuis sa fondation y est vrai-
semblablement pour quelque chose dans
la création, en bout de ligne, du contexte
ayant favorisé l'intégration récente du
cinéma dans le champ scientifique de
I'Institut National d'Histoire de I'Art.
Louvrage qui nous intéresse ici, intitulé
Histoire du cinéma. Problématique des
sources — sous la direction d'Iréne Bessix-
re (de 'INHA) et de Jean Gili (de 'AFRHC)
—, constitue les Actes du colloque, qui s'est
tenu en novembre 2002, inaugurant ladi-
te intégration.

Il y a donc eu solution de continuité
entre les années 60 et les années 8o dans
le développement et P'expression de I



pensée historienne en France, eu égard
au cinéma. On peut mesurer I'impact de
cette rupture en prenant simplement
connaissance du foss¢é qui sépare les
chercheurs d'aujourd’hui d'une généra-
tion d'historiens dont 1'un des derniers
survivants, Jean Mitry lui-méme, pouvait
se permettre d’avancer (en 1979-1980,
dans une lettre a Barthélémy Amengual)
qu'il était “le seul capable de traiter du
cinéma mondial des origines a 1918”, en
raison notamment de la disparition sup-
posée des films et des documents, et de la
disparition, tout aussi bien, des témoins
autres que lui. Ce que ne savait probable-
ment pas Mitry, a I'époque ou il écrivait
ces mots, c'est que se préparait, précisé-
ment en 1979-1980, un vaste mouvement
mondial de redécouverte du cinéma
datant, précisément, d’avant 1918... Un
mouvement qui allait permettre aux his-
toriens de la nouvelle génération de voir
cent fois plus de films que Mitry lui-
méme n'aura pu voir, alors qu'il était
encore tout jeune enfant (sinon, encore
un nourrisson...). Rappelons que I'histo-
rien est né alors que le XXieme siecle
avait déja au moins sept ans (sinon quat-
re, les sources divergent) et on imagine
comment il a pu se considérer comme un
bon “témoin” des films qui sont passés
dans un cinéma pres de chez lui avant
qu'il n'ait I'age de raison (il a eu, au
micux, 7 ans en 1911, si ce n'est 1914)...
Jean-Loup Bourget (qui rappelle la chose
dans son texte, p. 258) ne s’y trompe pas,
qui critique la “confiance que Mitry faita
des souvenirs datant de soixante ans, et,
plus gravement, la conviction implicite
[..] que lorsqu’on a vu un film (de préfé-
rence lors de sa diffusion initiale), c’est
une fois pour toutes.” D’ou la conclusion,
qui s'impose a Bourget, comme une évi-
dence: “On a 13, en quelque sorte, la cari-
cature d'un point de vue d"historien’ per-
suadé de travailler sur un objet par défi-
nition disparu, alors que s'il est vrai que
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les conditions de réception initiales ne
peuvent étre, striclo sensu, reproduites,
l'objet ‘film', dans bien des cas, reste ou
redevient non sculement accessible,
mais vivant, méme s'il a changé de forme
ct surtout de fonction.”

Les ¢vidences des uns - les évidences
d’aujourd’hui - ne sont en tout cas pas
celles des autres - ou, si I'on veut, celles
d’hier... C'est ce qu'on se dit, aussi, lors-
qu'on lit I'ensemble des textes de cet
ouvrage qui, parfois explicitement mais
le plus souvent de fagon implicite, pren-
nent la forme d'une critique de la fagon
que l'on a eue, en France notamment, de
faire I'histoire. Entre, d'une part, les
“Considérations introductives” d'un
Francois Albera (sur “la nature des sour-
ces en histoire du cinéma”), d'un Jean A.
Gili (sur les lieux et les conditions d'ar-
chivage) et d'un Christian Delage (sur la
mise en ceuvre des sources) et, d’autre
part, les “Trois remarques en guise de
conclusion” d'un Jean-Loup Bourget, se
succedent, dans cet ouvrage, une série de
textes portant sur la question, épineuse,
des sources en histoire. Des textes qui pro-
viennent d’archivistes et, a 1a fois, de cher-
cheurs universitaires, dans une alliance
caractéristique du développement de la
recherche en histoire du cinéma au cours
des vingt ou trente derniéres années.

Comme I'écrit Albera (pp. 12-13), le col-
loque tentait donc de dépasser et de
dénoncer, par ses travauy, le “systeme de
représentation et de valeurs largement
construit sur I'ancien discours historique,
I’histoire linéaire de I'évolution du ciné-
ma depuis 1895 tel que les historiens
improvisés des anndes trente d cinquante
la constitucrent, le ‘panthéon’ de chef-
d’ccuvres et de grands auteurs.” Le pari est
bien tenu, il faut le dire, notamment
lorsque l'on prend en considération la
teneur des diverses pétitions de principe
qui soutiennent le discours des partici-
pants. Les pétitions de principe novatri-
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ces, qui sont développdes et mises en acte
dans ce volume sont, en effet, Iégion.

On a, d'un coté, un Edouard Arnoldy
(“De la rumecur infinie des archives. Ques-
tions posces aux fins d'unc histoire de la
production culturelle”) qui, dans son ana-
lyse d'inspiration foucaldienne, montre
bien comment “le document n'est pas
I'histoire”, mais doit plutot étre considéré
“comme un symptome de I'histoire” (p.
34). On a, aussi, I'intéressante proposition
de Frédérique Berthet (“Produire des
archives, archiver la production cinéma-
tographique”), qui montre comment
I'historien peut, face aux images “virtuel-
les” de films qui n'ont jamais été réalisés,
mais dont les divers projets sont docu-
mentés, étre amené a lire comme des ima-
ges les textes conservés dans les archives
de ces projets avortés: “Que I'on lise le
texte comme une image, que I'on conside-
re les représentations imaginaires qui
sont mises en mouvement par le textuel
[...), il est séduisant de penser ici que le
cinématographique non filmique produit
également des images” (p. 50). Pour sa
part, Dimitri Vezyroglou semble répond-
re comme en écho a Berthet, dans un texte
portant comme titre “Questions de per-
spective. Les archives personnelles et
I'histoire culturelle du cinéma a travers le
cas d'Abel Gance” et dans lequel I'auteur
plaide pour une prise en compte par I'his-
torien, dans son étude, du fantasme et du
non-advenu. Ainsi le chercheur montre-t-
il comment I'étude de certains projets qui
n'ont pas abouti permettraient tout de
méme “de reconstituer [...] une partie de
I'univers culturel et historiographique”
d'une période (p. 158): dans le cadre d’une
histoire culturelle, I'histoire du cinéma
ne doit pas se limiter a la réalité de la
“matérialisation [des ceuvres] sous forme
de film.”

La fracture entre I'’Ancien et le Nouveau
passe aussi, et de facon particulierement
rafraichissante, par le trés beau texte de
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Christophe Gauthier (“Linvention d= |5,
chive: Georges Sadoul, historien”) 3 p7,
pos des conditions (dramatiques) ¢z tr;
vail que Sadoul a connues, a I'époc:,
notamment de la guerre 1939-1945. (s
texte nous apprend beaucoup. Notarm
ment, sur les conditions dans le;.,x:»’ :
Sadoul a ¢té obligé de faire son travail,
Mais il nous apprend beaucoup aussi su;
les contradictions qui traversent 1'hiss
riographie francaise, méme celle d'az
jourd’hui. On ne peut en effet s'empéche:
de trouver douteuses certaines métaphe-
res utilisées par Gauthier. Certes, I'histo-
rien finit toujours par se transformer en
écrivain mais il doit, a ce qu'il semble du
moins a l'auteur du présent compte
rendu, toujours user de prudence lors-
qu’il “romance”, ne serait-ce qu'un tant-
net, ses propos. Ainsi est-ce ce qu’aurait
di faire Gauthier lorsqu’il se permet de se
référer, sans guillemets, a Louis Lumizre
comme “I'inventeur du cinéma” (p. 178)
et comme le “pére du cinéma” (p. 182). Le
fait de ne pas prendre de pincettes pour
focaliser sur I'un des nombreux “inven-
teurs du cinéma” et le sacrer ainsi “pere”
de ladite invention est une attitude inad-
missible aujourd’hui. Quand les fréres
Lumieére se sont intéressés aux vues ani-
mées, celles-ci existaient déja depuis plu-
sieurs années — notamment chez Edison
-, et ce que Louis Lumiére a inventé ce
n'est, finalement (gare au pavé dans la
mare!), qu'un (n’ayons pas peur des mots)
projecteur d’'images. Un trés bon projec-
teur, certes, mais un projecteur tout de
méme... Si I'historien doit faire des efforts
pour éviter I'historicisation a outrance du
regard qu'il porte sur les choses, il doit
aussi faire l'effort minimal d'imaginer
I'importance toute relative que représen-
tera la projection sur une toile des images
animées, une fois que les toiles auront
disparu de la surface de la terre et qu'elles
auront été remplacées de facon définitive
par des écrans qui utiliseront un autre



type de “technologic” (c'est ce qui nous
guette). Ce qu'on cherchera alors a identi-
fier ce n'est peut-étre pas celui ou celle qui
a pu trouver le moyen de (pro)jeter les
images animdes sur unc toile, mais celui
ou celle qui a pu leur insuffler la vie, les
faire ainsi se mouvoir de fagon apparem-
ment autonome, de leur donner une ime.
Littéralement: de les animer... Paradoxale-
ment, Gauthier est le premier a soutenir,
quelques pages plus loin (p. 184), que “le
cinéma [...] est une invention collective”.
Quant a la sacralisation de Louis Lumieére,
toujours par le méme, comme le “premier
des cinéastes” (p. 182), on comprendra
que la métaphore qui est a 'ceuvre cette
fois-ci fait 'impasse sur la distance qui
sépare le cinéma des premiers temps de
I'institutionnalisation du cinéma et de
son accession au royaume des arts. Peut-
on vraiment parler de Lumiére, qui n’aura
finalement tourné que quelques films de
sosecondes chacun, comme d'un cinéaste
sans enlever au mot toute sa substanti-
fique moelle?

Louvrage dont il est ici rendu compte
aligne par ailleurs quelques articles qui
mettent au premier plan certaines consi-
dérations bien “franco-frangaises”, a pro-
pos notamment des difficultés générées
par la tension entre, d'une part, ceux qui
gerent des archives ou qui menent leur
réflexion sur I'histoire du cinéma depuis
Paris et ceux qui, d’autre part, exercent
depuis la province (texte de Michel Cadé
et de Frangois de la Breteque, sur I'Institut
Jean Vigo). Ou, encore, sur les conditions
laborieuses ayant présidé a la naissance
des diverses institutions francaises
vouées a la conservation des archives
francaises (Michel Marie). Ou, encore, sur
les travaux de la commission de recher-
ches historiques de la Cinématheque
francaise (Bernard Bastide).

Les Actes du colloque “Histoire du ciné-
ma. Probématique des sources” sont com-
plétés par des textes d’autres chercheurs
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franqais (Michele Lagny, Martin Barnicr,
No¢l Herpe, Tanguy Ferron) ct de cher-
cheurs ctrangers (Leonardo Quaresima,
Gian Picro Brunctta). L'ensemble est suivi
de quelques-uns (quatre, en fait) des tex-
tes des communications livrées lors des
journées d'étude préalables de juin z001.

SELECTED BY: MICHELE LAGNY

Susan Hayward, Simone Signoret, The
Star as a Cultural Sign (New York-Lon-
don: Continuum, 2004)

Dans son ouvrage, Susan Hayward
considéere Simone Signoret a la fois
comme un monstre sacre, et comme un
“texte”, qui ferait office de “signe cultu-
rel”. Visiblement trés concernée par son
objet, 'auteur nous en donne une image a
la fois précise et attachante dés les pre-
miers chapitres consacrés a la mise en
place du personnage. D’origine juive (le
nom de sa famille paternelle, installée en
France des 1923, est Kaminker) et d'im-
plantation parisienne (elle vivra I'essen-
ticl de sa vie rive gauche, entre Saint-Ger-
main des Prés et la place Dauphine), elle
fréquente trés jeune les milieux intellec-
tuels de gauche, qui décideront de son
orientation politique. Aprés sa rencontre
avec Yves Montand, les prises de position
du couple pendant la guerre froide en
font le symbole des sympathies “commu-
nistes”, alors trées mal vues. Puis, apres
1960, elle s'investit ouvertement contre la
guerre d'Algérie, en signant le Manifeste
des 121, Toute sa vie, elle restera une
image de I'engagement politique de gau-
che, quelles qu'en soient les conséquen-
ces pour sa carriere. Lautre dimension
qui attire visiblement la sympathie et
I'admiration de l'auteur est celle d'une
profonde humanité, marquée par la souf-
france a la fois psychologique et phy-
sique, et sa capacité a assumer les trans-
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formations de son corps: beauté ¢blouis-
sante, magnifice dans ses premiers films,
clle devient des a moitié des annces 6o
une femme alourdic, prématurément
vicillie, mais parfaitement capable d'assu-
mer de nouveaux roles jusqu'en 1982.

Actrice frangaise qui connait ses pre-
micrs succes des 'apres-guerre (par exem-
ple dans les films noirs, comme Dédce
d'Anvers, Impasse des deux anges ou
Mancges entre 1947 et 1949), Simone
Signoret devient une star nationale au
dc¢but des annces 50 (en particulier avec
Casque d'Or, Therese Raquin et les Diabo-
liques, entre 1952 et 1955) avant d'émer-
ger comme star internationale avec Room
at the Top, en Grande-Bretagne, en 1958
(qui lui vaut un Oscar en 1960). Peu utili-
sée par la Nouvelle Vague, parce que trop
liée au “cinéma de qualité”, elle continue
pourtant sa carriere (quarante-cing films
en quarante ans) dans des films grand
public, avant de tenir de brillants roles de
femmes mires marquées par un destin
difficile (en particulier celui de La Veuve
Coudere, et celui d'une femme de ménage
qui se voit en héroine de roman populai-
re, dans Rude Journées pour la Reine).
Cette permanence a I'écran, dans des
films dont le succes perdure malgré les
transformations profondes du cinéma
entre ]a fin des années 40 et le début des
années 8o, et ]a modification de la figure
méme de l'actrice, explique le terme de
“monstre sacré” qu'utilise Hayward, qui
consacre deux autres chapitres a des
aspects peu souvent pris en compte: I'é-
checau théitre, et le succes a la télévision,
notamment avec la série Madame la juge
en 1978.

Il ne s'agit pas d'une simple biographie
d'actrice: ce qui intéresse ici Susan Hay-
ward, ce sont les images construites par
ses roles successifs, soit influencées par
certains stéréotypes (la femme fatale, au
début, la mere protectrice, a la fin) soit
liées aux modifications de son physique,
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mais qui sont ici vues comme sympt ..

de la condition féminine. On pourr,:.

penser a une these féministe, mais e

analyses proposces dcpassent le simp!s

constat sur la situation des femmes et s¢5

représentations au cinéma, sans entrer
dans des revendications justifices par Iy

“guerre des sexes”. Ce que tente le livre,
c'est de faire de cette figure,alafoisimage
filmique et femme engagée, un “signe cul
turel”. En présentant la chronologie dz I3
double vie, filmique et réelle, de Simone
Signoret sous forme de succession ¢z
“chronotopes”, d'ailleurs non linéaire.
ment disposés, Hayward tente une
conceptualisation de la figure féminine
dans son épaisseur spatio-temporelle, et
dans les variations et les mutations que
celle-ci subit. Parler de chronotope ren-
voie évidemment a Bachtin, dont I'analy-
se se fonde sur des textes, qui inséerent
leurs personnages dans une construction
spatio-temporelle propre au roman: ainsi,
Signoret devient-elle un texte a déchiff.
rer, un systeme de signes a percevoir dif-
féremment selon des points de vue spatio-
temporellement définis: par exemple le
chronotope 5 (1960-1985) marqué par les
transformations de sa féminité et celles
du cinéma, se différencie, tout en I'englo-
bant, du chronotope 4 (1950-60) limité
la construction d'une “femme intelligen-
te”, “inéluctablement le sujet de son prop-
re désir” (p. 18), émergeant du stéréotype
de la “garce” traditionnelle.

Ce qui fait “texte”, c'est le corps de a
star, scruté a travers ses films. Cette postu-
re analytique, choisie et clairement for-
mulée dans I'intéressant chapitre 2, “The
Actory Body and the Body Political®, cons-
titue la plus grande originalité du livre: le
“star-body”, tant dans les transformations
de la corporalité de la femme que dans les
gestuelles de l'actrice, est étudi€é grice a
une série d’analyses filmiques, a la fois a
travers les réles mis en scéne par les intri-
gues et a travers le jeu d’actrice. Celui-ci



est caractérisé par son minimalisme (en
particulier par la restriction du geste) et
son efficacité (notamment les jeux de
regards et des levres, et la sonorité de la
voix). Lhypothése de Susan Hayward est
qu'ainsi, sous I'apparence de roles stéréo-
typés, reproduisant des images mythiques
(au sens ou I'entendait a la méme époque
Roland Barthes), Signoret réussit a blo-
quer la construction idéologique du fémi-
nin, et a tracer la figure d'un sujet dési-
rant, dont l'attrait sexuel ne s’efface pas
avec I'dge et la laideur, mais au contraire
s'affirme dans I'authenticité de sa présen-
ce, qui lui donne un pouvoir magnétique:
“She offers pleasure in viewing the star
body in a non-voyeuristic way. The erotics
are palpably there, albeit explicitely
absent” (p. 44).

SELECTED BY:
VICENTE SANCHEZ-BIOSCA

Alberto Elena, Romancero marroqui: le
cinéma africaniste pendant la Guerre Civi-
le (Madrid: Filmothéque Espagnole, 2005)

Notre époque de commémorations n'a
pas cessé de trouver son écho dans le ciné-
ma. Ainsi, la guerre civile espagnole -
I'anniversaire des soixante ans du début
des hostilités aura d"ailleurs lieu en 2006 -
est encore source d'une ample production
bibliographique, cinématographique et
télévisuelle. La restauration par la Filmo-
theque Espagnole de Romancero marro-
qur film qui fut présenté au syéme
Congres de la FIAF (Rabat, avril 2001), a
partir de matériaux cédés par le Bundear-
chiv-Filmarchiv (Berlin) et la Biblio-
théque Générale et les Archives de
Tétouan, revét, cependant, une importan-
ce de premier ordre. D’'une part, il s’agit
d’un film de propagande lié aux projets du
colonel Beigbeder d’obtenir le soutien des
secteurs nationalistes marocains envers
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I'armée et la politique nationale pendant
la guerre. D'autre part ce film constitue
un cxemple tres significatif du cinéma
cthnographique dédié au Maroc, réalisé
par un séricux connaisseur de la culture
ct de la langue arabe (aussi €trange que
cela puisse paraitre, Beigbeder en était
un), et dont bon nombre d'images sont
I'oeuvre de Carlos Velo, le documentaliste
qui s'exilerait volontairement peu apres,
partisan d'une ligne de conduite producti-
ve inspirée de Grierson et Dovzenko.
Enfin, le film Romancero marroqui, réali-
sé par Velo (qui n’apparait pas au géné-
rique) et Enrique Dominguez Rodifio en
1938, correspondit a un pic de collabora-
tion entre I’Etat franquiste (par le biais du
Haut Commissariat d’Espagne au Maroc)
et ’Allemagne hitlérienne, le montage du
film ayant €té effectué dans les laboratoi-
res allemands Geyer par Marcel Cleinow,
sous la supervision de I'opérateur Ricardo
Torres. De telles circonstances font de ce
film un document fondamental tout a la
fois propagandiste, historique et ethno-
graphique qui peut étre aujourd’hui ana-
lysé depuis la croisée, parfois contradic-
toire, de ces trois perspectives.

Ce sont précisément ces faits qui ren-
dent si recommandable le livre dédi¢ au
film, publié par la Filmotheéque Espagno-
le et écrit par Alberto Elena. Il réalise son
étude dans un esprit minutieux qui
recompose le plan pointilleux ourdi par
Beigbeder pour mobiliser I'appui nationa-
liste marocain envers les troupes de Fran-
co, plan qui comprenait une insolite cam-
pagne d'intensification de l'arabisme
(publication libre de ses moyens d’expres-
sion en pleine époque de censure para-
noiaque, intense campagne d'arabisation
de I'enseignement, octroi de bourses d'¢-
tudes en Espagne et au Moyen-Orient,
etc.). Au sein de cette machine propagan-
diste bien huilée, Romancero marro-
qui/Der Stern von Tetuan (Marokkanis-
che Romanze) devait constituer une piece
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essenticlle que les ¢tudes cinématogra:
phiques avaient ¢cartée un peu vite,
arguant de quelques licux communs,
peut-¢tre pas tout a fait faux, mais truffcs
d'imprécisions,

Ce ne fut pas 13, toutefois, le premier
essai cinématographique du Haut Com-
missariat d'Espagne au Maroc, celui-ci
ayant dc¢ja appuy¢ auparavant trois
courts-mctrages de propagande en colla-
boration avec la Préfecture Provinciale de
la Phalange Espagnole de Tétouan: Alma
y nervio de Espana (L'Ame et le nerf de
I'Espagne, 1936), La guerra por la paz (La
Guerre pour la paix, 1937), et Voluntad
(Volonté, 1937), tous trois réalisés par Joa-
quin Martinez Arboleya. Le premier de
ces films fut produit dans les studios de
Lisboa Filme, le second traité dans les
laboratoires Geyer de Berlin et le troisie-
me dans des laboratoires de Buenos Aires.
La quatrieme initiative serait, en effet,
Romancero marroqui,

Outre son importance dans la conjonc-
ture historique et propagandiste, le chapi-
tre dédié a la production, au tournage, au
montage et a la présentation de Romance-
ro marroqui’ met en lumiere, sous la
plume attentive d'Alberto Elena,
quelques questions qui sont redevenues
d'actualité au sein des études cinémato-
graphiques actuelles. A savoir: la repré-
sentation de I'autre arabe du point de vue
d'un cinéma qui, loin de I'exotisme et des
stéréotypes, est le fruit d'une enquéte
approfondie, bien qu'intéressée et propa-
gandiste, dans le contexte européen si
conflictuel des années 1938 (le film fut
tourné entre mars et novembre de cette
année) et 1939 (sa premiere en Espagne
date de juillet 1939, mais la version alle-
mande, plus sobre et compacte, n'est pro-
jetée qu'en novembre de cette méme
année, alors que la Seconde Guerre Mon-
diale a d¢ja éclaté).

Sous cet angle, la reconstruction que
fait Alberto Elena du film souligne qu'un
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film pcul.élrc.hicn.plus quedu ciném; .
peut venir s'inscrire dans un conteg.
aussi polycdrique que celuide 193711
film de Velo et Rodriguez Poii:,
implique un projet d'ensemble qui, 2,
moment de voir le jour, se révele fins!

ment inadapté a la stratégie envisazie ¢n
juillet 1939, la guerre d'Espagne €tait fiz:
et les concessions envers les secteys;
nationalistes marocains n'avaient pl:;
lieu d'étre.

On sait que les collaborations ez::.
I'Espagne franquiste et le Troisieme Rsi-5
eurent des dimensions privées comm~
publiques, et souvent, celles-ci s'entrerz:.
laient; aussi bien au niveau des aspects
commerciaux (et la conquéte, par exem-
ple, du marché latino-américain par I'Al
lemagne) que de la propagande. Cest ¢z
que confirment les contacts et les accords
conclus depuis la création de Tobis-Hispa-
nia en 1935 jusqu’au projet de Hispano-
Film-Produktion qui aboutit de manizre
symptomatique a un excellent film ¢z
propagande, Espania heroica (Espagn:
héeroique/Helden in Spanien), sous la
forme d’'une version espagnole et deux
autres allemandes. Cependant, le studio
privilégia la production commercialz,
avec cinq films réalisés a Berlin par des
cinéastes comme Floridn Rey et Benito
Perojo, et des vedettes de la chanson espa:
gnole comme Imperio Argentina ¢t
Estrellita Castro (ce qui donna naissan:2
des années auparavant au concept
d"“espagnolade”).

En somme, les intéréts commerciaux et
ceux de la propagande d'Etat se recow
paient de maniere si complexe que seules
des études minutieuses de reconstruction
peuvent ¢clairer un épisode qui renvoiz,
comme nous lI'avons vu, a I'ethnographiz
comme a la propagande, tout en s'expo-
sant a des interprétations délicates et
changeantes dans la conjoncture si cri
tique de la Guerre Civile et de la Seconde
Guerre Mondiale.
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Uwe Day, Silberpfeil und Hakenkreuz.
Autorennsport im Nationalsozialismus
(Berlin: be.bra wissenschaft, 2005)

Voglio segnalare agli storici del cinema
un libro che a prima vista sembra rivesti-
re un limitato interesse, in quanto sola-
mente nei suoi ultimi capitoli tratta di
cinema. L'oggetto centrale ¢ invece I'au-
tomobilismo (Autorennsport) nel Terzo
Reich, e la sua posizione e funzione nel
discorso pubblico e nella propaganda di
regime. Oltre al merito di avere intrapre-
so per primo una ricerca approfondita su
questo fenomeno, I'autore riesce a pre-
sentare un quadro differenziato dello svi-
luppo della cultura di massa nel Terzo
Reich, tramite ampie contestualizzazio-
ni. In tale quadro confluiscono la menta-
lita collettiva e I'ideologia nazista all'in-
segna della modernizzazione sociale, che
trova la sua espressione concentrata
nella velocita e nella tecnica automobili-
stiche, nella dinamica delle corse ¢ nell’e-
roismo dei conducenti; questi giungono
a una popolarita degna di star nazionali
fino ad allora ignota. Da questa ricostru-
zione non emerge solamente l'origine
dell'enorme sostegno popolare al regime;
infatti, nel libro vengono esaminate
anche le forme mitologiche e simboliche
nelle quali il “mito del Fiihrer” si coniuga
con il “mito della tecnica”, proveniente
dagli anni ‘20, dalla nuova oggettivita
come dal futurismo. Fra I'altro, queste
forme includono anche elementi ideolo-
gici dell'ambiente vélkisch, e formano
una combinazione di grande suggestione
con alcuni tra i tratti piu tipici del
modernismo. Questi aspetti dinamici,
insieme all'iconografia che ne deriva (p.
es. la “freccia d’argento”), costituiscono
nella cultura quotidiana una base per i
momenti spettacolari della Volksge-
meinschaft.
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Confrontando clementi di storia della
cultura, della tecnica, dei media e dell’i-
deologia Uwe Day offre al lettore un
ampio panorama della cultura di massa
nelle sue forme moderne, sviluppate pro-
prio durante il nazismo; in questa fase,
per la prima volta i mezzi di comunica-
zione di massa funzionano da sistema
coordinato di mobilitazione ideologica e
allo stesso tempo di intrattenimento
(Kult der Zerstreuung) e di consumo.
Cosi, solo alla fine — dopo i quotidiani, la
stampa popolare, la radio - il cinema fa
capolino. Anche questa sezione si caratte-
rizza per essere la prima analisi storiogra-
fica dell’argomento, sotto differenti aspet-
ti: la rappresentazione delle corse e dei
corridori nelle attualita e in alcuni film di
finzione; i film pubblicitari realizzati
dalla Mercedes e dalla Auto-Union, sul
modello del Kulturfilm; il cinema ambu-
lante della Auto-Union, che accompagna-
va per tutto il territorio del Reich le mac-
chine da corsa, offrendo un altro spettaco-
lo al pubblico, analogo per certi versi al
cinema delle attrazioni.

Il libro di Uwe Day dovrebbe necessa-
riamente interessare anche gli storici del
cinema: a mio giudizio, una storiografia
valida - e per ragioni specifiche quella del
cinema del Terzo Reich - non puo proce-
dere senza ampie e articolate contestua-
lizzazioni, capaci di inserire il cinema
nella cultura quotidiana e nei processi
complessivi della cultura popolare e dello
sviluppo sociale e ideologico. Cid rende
ancor piu necessario considerare debita-
mente le dinamiche ricettive, gli spettato-
ri, i consumatori. E anche per questo il
lavoro di Day, grazie alla sottigliezza della
sua analisi culturale, costituisce una
fonte ricchissima di informazioni.
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The introduction of sound divided Film-Europe along its diverse language barriers.
One of the solutions the film producers chose was to shoot multilingual versions fror,
the same script, casting different stars for cach national market.

Extensive Rescarch on this phenomenon of the 1930s began two years ago at the |
MAGIS Gradisca International Film Studies Spring School.

CineFest 2005 - The 27 International Festival of German Film-heritage — organized by
CineGraph Hamburg and Bundesarchiv-Filmarchiv Berlin - will present this projectis
a broader perspective to a popular audience. More than thirty screenings will be com.
plemented by lectures, discussions and workshops.

Afterwards the Festival programme will be screened in Berlin, Vienna and Zurich.
The traditional film history conference of CineGraph in Hamburg will cover topics like
the better known “back to back” productions of multilingual versions from Babelsberg
or Joinville as well as more “exotic” efforts from Sweden, Hungary, Spain,
Czechoslovakia, and the Netherlands.

Other topics will include the general development of sound technology and dubbingin
the 1930s, co-produced remakes/versions as well as special cases like “multilingual
films” e.g. G. W. Pabst’s Franco-German masterpiece Kameradschaft/ La Tragédie de la

mine (1931).

Festival - November 12-20, 2005
Congress: November 16-19, 2005

Contact:
Festival-Director; Hans-Michael Bock

Organisation: Erika Wottrich

CineGraph - Hamburgisches Centrum fiir Filmforschung e.V.
Ginsemarkt 43, D - 20354 Hamburg

Tel +49-40-352194, Fax +49-40-345864

festival@cinegraph.de

www.cinegraph.de

www.cinefest.de
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