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Fran t isek  LANGER:  A lways  C inema /S ta te  k inema/
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wr i te rs '  i n te res t  i n  t he  c inema can  be  asc r ibed ,  t o  a  na jo r

degree,  to  the fact  that  th is  invent ion appears to  be c lose to

the theatre, and thus happens--perhaps only seegringly--to

in te rvene  i n  the  wr i t e r ' s  me t ie r  who  i s  say ing  to  h imser f :

"Maybe something courd be done here, " because the atructure of

the c inema is  based on a p lot  and thus resembles a drama.  Tt re

factors shaping a drana are arranged in the fol lowing seguenees

I .  F i r s t  t he re  i s  e th i cs ,  a  v iew  o f  t he  wor ld ,  cu l t u rö  o r

anyth ing of  that  sor t  which is  the pre-condi t ion for  the

creat ion of  a  drama.  2.  Then there is  the poet- -or  le t  us put

i t  r ess  uncompromis ing l y - - the  wr i t e r  as  the  c rea to r .  3 .  Then

for lows the d i rector  and the actors as the drana's  praet lea l

execu to rs .  4 .  And  f i na l l y ,  t he  spec ta to r ,  t he  l i s tene r ,  a

passlve yet  ext renely  va luable factore oD whose behal f  the

factors ind icated_sub,r .  have act ivated the poet  and then2

secondlyr the theater  peopre.  rn  e inema,  the order  is  comprete ly
1 \

d i f f e ren t .  I n  t he  f i r s t  p lace  a re fbo th / thea te r  p rac t i t i one rs .

In  the second p lace,  i f  there is  any,  maybe by chance,  the

l i terary person.  And the th i rd ,  and rather  as a rure the second

independent  factor ,  is  the spectator .  And i f  t t rere is  someth ing

higher ,  more sp i r i tua l ,  in  the c inema,  i t  is  more of  a  nature of
6 i-,sq y,13 ]-

co ine idence ,  a  consequence  o f  t he  spec ta to r ' s  f ee l i ngs  a t  a

g iven moment .
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D i rec to r  and  Ac to rs

Flrst of al l  we should be aware that the poetry of the

c inema has  a  pu re l y  p rac t i ca l  cha rac te r .  He re  and  the re  i t  i s

poss ib le  to  observe a sor t  o f  photographic-ar t is t ic  k ind of

f i lm,  where shadows and t ights  create an ef fect  o . f  v iv id

contrasts .  Wi th the except ion of  s imple landscapes,  those are

the only  images which wi l l  produce any opt ica l  inpress ion in  the

spectator ,  as wi l l  t t re  ar t i f ic ia l  photography in  genera l ,  which

today is  beginning to  rep lace t t re  o ld  ar t  o f  pa int ing.  When we
a1 ( \  {  t  < ,

see in  a f i lur  groups arranged in  the form of  tab leaux v ivants,

L*
t * rey s t r ike us inurediate ly  as taste less and d isgust ingr the same

as would any photographic inage of that kind. Thus there is

noth ing of  graphic  in terest  for  us wi th  the except ion of  the

photography of light and shadow. fhen there are t$to, more

comp lex  t t r i ngs ,  t ha t  w i l l  be  o f  i n te res t :  i n te rp lay ,  wh ich  i s

the d i rector 's  coneern,  and the p lay of  gestures,  which is  the

ac to r ' s  ba i l iw i ck .  Tha t  means  two  s ides  o f  d ramat i c

reproduct ion,  spr ing ing so le ly  f rom the pract ica l  act iv i ty  o f

people of  the theater .

On the who1e,  the d i rector  is  represent ing the theatr ica l

pract ice the same way the wr i ter  is  the representat ive of  the

theatr ica l  ideal ism.  Hence the eternal  d isputes among them. In

c inema,  d i reet ion is  the most  pract ica l  act iv i ty  one can th ink

o f .  I t s  du ty  i s  t o  go  so  fa r  as  to  become to ta l l y  i n i v i s i b le ,

so that  the hand of  the d i rector  b lends wi th  the resul t ing
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real - i ty  making any in tent ional i ty  qu i te  unnot iceable.  The

di rect ion of  the f i lm must  b lend toget t rer  wi th  the real i ty ,  that

is  the s ty l -e  of  c inematographic  d i rect ion.

The actor 's  act iv i ty  is  somewhat  nuanced.  1[ t te  aetor  must

contrast  t r is  natura l  be ing wi th  the constant ly  present

consciousness that  he is  p lay ing before an apparatus and that
J a K, r.1 p.'7,,"t.-ot

this apparatus is naking so rnäny shots Per second. And that

th is  apparatus wi I I  then reproduce h is  act ing.  This  means th . . t  
' l ^ " 'Ä: i ' '

-f zat 
I;'-{ lv"tu^,b

-ltt'" natural self is 4rhi-elally changed, that tris action( i-r a rE-t*

bound by rhyttrm other than his natural character, dictates': l t*e

rnyeff is. You can see right away which aetor is a cinema

profeesional  and which is  a  d i le t tante.  I t  is  not  on ly  by
JAc,_l

number of  gestures i t t -which they d i f fer .  (The profess ional  uses

just  a  few,  but  very marked movements,  he ugeg a k ind of  s ign

language,  where cer ta in  gestures have a lways t t re  same meaning, '

the amateur  uses a lo t  o f  then,  wi thout  choosing.  )  At  a  f i rs t

glance they differ rhythnical ly. The professional a+=ea.dy seems

to fee l  the speed of  the pro ject ion,  äs i f  he knew how to put

h is  gestures in to a ser ies of  permanent  s tates captured in  a

f racture of  a  second by the device.  The amateur- - for  example,

a l l  loeal  aetors p lay ing in  the f i lms of  Prague companies--  they

thrash around waving hands and legs,  they rush forward and get

atread of the speed of the pictures, so that in the end the

entire f i l rn is nothing but a smudged photograph.

Today  i t  i s  a l ready  poss ib le  to  d i f f e ren t i a te  qua l i t a t i ve l y
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between t t re  most  f requent  representat ives of  f i lm stor ies.  F i ln

needs new actor  t lpes:  Ext remely express ive faces and f igures.

There are two popular  types among the top f i lm ar t is ts .  The

f i rs t  type is  popular  for  i ts  factual ,  aetor  substanee,  for

genu ine  a r t  o f  ac t i ng :  As ta  N ie l sen ,  sk inny  and  ug l y ,  bu t

per fect ly  t i resome in  ur ime and gestures,  however ,  ext remely
. . \ - ,  \  ._ . -+ . ,  

f )  /

s imple l  M.  Pr inz,  a  min$r ,4actor  for  young ro les,  o f  the same

qualityi Bunryrttf iä fat man, but an inconparable comic with

m i rn i cs  as  n las t i c  as  poss ib le l  I  s t i l l  r emember  a  l i t t l e  b londe- ,

fron American f i lms.,who was good on horseback and whoqe face su.*|ur/

Fr* ot
p4fd everydh*rigrfrom t$c-c+lc�nz girlish and lovelorn brai+c*o{

e*Shakespeare t .futiet to ttre e'*prcss+crrrorf-an energetic and

collected young Aneriean woman. Other favorites keep above the

st rean e i ther  by the i r  wi l l ingness to  sacr i f ice thenselves by

pu t t i ng  up  w i th  bea t i ngs ,  f a l l s  and  foo l i shness ,  o r  by  the i r

elegance through which they represent the world of the upper

crust  to  t t re  c inematographic  publ ic .  That  is ,  through

ngn-actor ,  pUrely  external  character is t ies.  Otherwise,  I  am

unable to  expla in  in terest  in  such bad actors as Max L inder ,

Waldemar Psylander or I l .  Porden.

g t r i t e r ' s  R o I e

The  wr i t e r ' s  ro le  i s  rea l l y  on l y  one3  to  c rea te  the

foundat ion for  d i rect ion.  This  means that  the wr i ter  lends the

c inematograph h is  sp i r i tua l  proper ty ,  though untreated in
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l i terary  mannet  because i ts  verbal  express ion never  takes

plaee.  T/he wr i ter  suppl ies the d i rector  wi th  h is  eonf igurat ion

o r  f an tasy ,  i n  sho r t ,  w i th  h i s  i dea .  Even  i n  those  cases  where

the  d i rec to r  i s  dea l i ng  w i th  a l ready  conp le ted  works  ( such  as ,

fo r  examp le , r l , es  m ise rab l€s , '  "Quo  vad is , "  "Human  T ragedy , "- ! .
I

e tc .  )  he  does  no t  ex t rac t  f rom them the i r  l i t e ra ry  con ten ts ,  bu t
p l " l  s

draws only on their . f i tnrtated, invented substrata, that is,

anecdotes. Fro*-such-a*-substraturJlhe cinema does not even like

contents produced by fantasy, that is to säy, ttre noet l i terary

ones .  And  s ince  i t  i s  poss ib le  to  f i nd  a  con f i gu ra t i on  o r  an

aecidenta l  idea in  any c i t izen,  i t  is  not  even neeessary to  turn

to a wr i ter .  Thus there is  no re la t ionship between the c inena

and the wr i ter .  The wr i ter  can br ing an acc identa l  idea to

f ru i t ion,  but  i t  is  not  h is  duty  to  appropr ia te or  take command

of  th is  luminous stage.  A somewhat  greater  contents  of  p lays is

suppl ied only  by the d i rector 's  ee lect ion f rom the nater ia l

which he obta ined f ron people who do not  have to  be d i f fer -

en t i a ted  by  p ro fess ion .  I n  t he  fa l l  Ku r t  P in thus  w i l I  pub l i sh

in Leipz ig a book of  such foundat ions for  f i lm.  I t  is  qu i te

i r re levant  that  on ly  wr i ters  contr ibuted to  i t .  I  doubt  that

f i lm  can  g i ve  a  wr i t e r  any  i nne r  sa t i s fac t i on ,  a t  mos t  i t  ean

o f fe r  a  fee l i ng  o f  ac t i v i t y ,  occupa t ion ,  p leasu re  f rom a  to l r

sonething l ike a eonmon pleasure one feels when a joke went off

we l l  a t  a  co f fee -house  tab le .

Somebody might objeet that there is a poss ib i l i t y  fo r
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c inematograph to ?rave a s ty le  and therefore a poss ib le  branch of

ar t is t ic  act iv i ty  in  the fu ture.  Maybe.  Probably .  And rnaybe

the opposi te .  I t  is  poss ib le  that  c inena shaI l  remain

in te res t i ng  on l y  as  l ong  as  i t s  nove l t y  i r r i t a tes ,  t ha t  f o r  t he

next  generat ion i t  w i l l  lose i te  at t ract ion.  And what  about  the

style? hlel lr 1r€s, but that would be a matter for some neht

nol t ine:gs whose in terest  is  qu i te  d i f ferent  f rom the l i terary

o r  g raph ic .  So  fa r ,  t he re  i s  rea l l y  no  work  fo r  a  wr i t e r ,  i t  i s

a l l  the d i reetor 's  a f fa i r .  Cineura is  the photography of

d i rec t i on .  The  wr i t e r  can  on l y  con t r i bu te  by  wr i t i ng  the

di rector 's  book.  But  that  does not  reach the s tage proper .

Spectator  
i

In  ar t ,  spectator ,  reader ,  l is tener  is  a  problemat ica l t

ob jec t .  Fo r  any  c rea t i ve  sp i r i t  he  i s  o f  comp le te

ind i f ferenee.  However ,  in  an invent ion l ike the c inema,  the

spectator  has an impor tant  ro le  because c inema is  a pr ior i

somet t r ing democrat icr  popular ,  d i rect ly  created for  a  wide

publ ic .  Not  on ly  f rom the f inancia l  v iewpoint  but  a lso in  i ts

core essence.  What  is  the fundamenta l  d i f ference between

theater  ( te t  us be c lear) :  between good theatre and c inema

(wi th a few changes we could a lso ta l .k  about  var ie t f r  c i rcus,

spor ts  spectac les and euch)? Relat ive to  the spectator  t t re

theater  is  super ior .  In  order  for  somebody to  be a good

thea t r i ca l  aud ience ,  a  ce r ta in ,  a t  t imes  even  cons ide rab le
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ta lent  is  needed.  Simi lar ly ,  a t  the opera or  a  concer t  the

audience must  have e i ther  a natura l  or  fur ther  cu l t ivated

mus ica l  t a len t .  A  good  spec ta to r  (aud ience )  i s  a  pass i ve

a r t i s t ,  sone t imes  even  cons ide rab l y  advanced .  C inena ,  however ,

p i c tu re ,  i s  o f  t he  same o rde r  as  the  v i s i t o r .  C ine rna  i s  a

photograph of  rea l i ty ,  i t  is  a  repor t  about  someth ing seen

f igurat ive ly  by the camera lens,  but  i t  eould have been a lso

wi tnessed by human eyes.  fhe f i lm is  therefore an event  and the

spectators are pedesträ ins in  the s t reet  who have stopped to

look. Just as they would stop on the street to look a€

someth ing in terest ing,  maybe at  a  fa l len horse,  or  because down

on the Vltava River they are cutt ing and loading ice. Thus the

re lat ion between the p ic ture and the spectator  is  the s implest

one inaginable.  Of  course,  in  the f i lur  more ean be seen,  eventg

much less f requent ,  I ike an automobi le  acc ident ,  a  fan i ly

quarrel, reckless gambling, safe robbery, murder, and al:t*ftaä,

++-reEä-r+++*t everyday I i fe events--fani ly lunch, lovers,

engagement ,  comings and goings,  work,  e tc .  And so spectators

observe,  noth ing e lse. d,,,t
Do they also think? It is possible, aü4-sast a spectator

wi l l  deverop in  h is  mind some of  prev ious events,  or  some smal l ,

le f t  out  in terp lays,  but  these are real ly  g iven by the whole.

But ,  in  genera l ,  a  p ic ture does not  o f fer  much food for  thought ,

i ts  changing of  inages is  qu i te  fast ,  but  a t  most  probably

reaching the speed equal  to  the th ink inq abi l i ty  o f  the average
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v is i tor .  The images thus proceed s inu l taneously ,  a t  the same

ternpo as the real izat ion,  and requi re only  v isual  pereept ion and

a t ten t i on .

Does the spectator feel something? - Ttrat belongs in the

last  e t rapter .

Sp i r i t ua l  Resu t t s

The greatness of any act can be measured only by the
/"* 

(' o"' '
greatness of the sen+ime.r+€.s i t  provokes. Beeause A factr än

act ,  is  someth ing object ive and may become measurable and

valuable only  re la t ive to  a subject .  I  have sa id that  c inema is

a depic t ion of  faets ,  events.  And not  sp i r i tua l ,  but  mater ia l

facts ,  or  a t  very least  rea l  facts .  We can f ind out  what

sent iments the c inema is  evoking in  two vrays.  One,  se l f -

i nspec t i on ,  by  obse rv ing  onese l f ,  and  the  o the r ,  by  l og i ca l

considerat ion of  the t ra in  of  thought  in  the minds of  o ther

spectators.  They are sonet imes so k ind that  they communicate

qui te  loud behind you what  the i r  sent iments are.  Actual ty  I

have had only  once in  ny l i fe  a s t rong fee l ing in  the c inema:

somewhere in  Rome, where I  was wander ing for  severa l  weeks

between the s tones of  arch i tecture and sculptures,  I  saw in  a

pic ture a par t  o f  the Rhine,  smal l  qu iet  turns and leafy  woods

with grass and bushes. And such a tremendous longing seized sre

to laze on the banks of  the Sazava River ,  a  ter r ib le  home-

s ickness for  the forests  and quiet  nature.  At  o ther  t ines a



-97 -

quiet ly  powerfu l  and p leasant  fee l ing comes over  me when I  see

some p lace which I  know and where I  l iked to  s tay just  as i f  I

savt a dear, well-knotrn faee.

In the sinrple spectator probably the strongest and nostly

predominant  fee l ing must  be one of  compassion whan d isaster

st r ikes and sadness invades the persons on the screen.  That

fee l ing can be qui te  natura l ly  considerable because what  the

spectator sees is a photograph, which does not l ie, so the

spectator  is  d i rect ly  a f fected by the photographed real i ty .

Af ter  that ,  sugpense,  ter ror ,  e te.  I  are qui te  f requ 'ent ,

fee l ings provoked by sensat ions,  perhaps feet ings which are most

at t raet ive for  the speetator  s inee they exc i te  h im nrost

agreeably .  More scarce is  mal ic ious p leasure,  due to  t t re  damage

suf fered by funny people (cuckolded husbands and such) .  A lso a

feel ing of  mora l  super ior i ty ,  most  f requent  among women.  And

pr ide in  t t re  phys ica l  and moral  ab i f i t ies of  h is  brother- fe l low-

man,  unfur led before the spectator  on the whi te  pro jeet ion

s u r f a c e .

lFtren there is yet another thing which makes the cinema--and

i t  a lone  i s  qu i te  su f f i c i en t - - ve ry  va luab le .  Fo r  examp le ,  a

g i r l  w i l l  see in  the f i lm the execut ion of  s igrp le household

chores--somet imes water ing of  f lowers on the windowsi l l ,  car ing

for  a  canary,  ä t  o ther  t ines lay ing the tab le,  e tc .  For  a

s inpLe g i r l  th is  means an e levat ion of  ?rer  s inp le l i fe  in to th is

h igher  wor ld  she sees in  the f i lm.  I t  means that  some value is
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accorded to work she has been been doing unti l  now wittrout any

consciousness.  Let  us a lso keep in  mind wtrat  the act  o f

photography means for a simple personl he is accustomed to

being pt rotographed only  on very specia l  occasions--when he is

jo in ing the Arny,  wtren he is  get t ing marr ied,  and a g i r l  when

she  goes  to  con f i rma t ion r  o f ,  a t  t he i r  ch i l d ren ' s  wedd ings .  On

suctr oeeasions it  feels eleväted, that is why in the photogrraphs

people have suct t  r ig id ,  but  Sunday faces and f igures.  And now

tre sees a l l  those s imple th ings,  h is  da i ly  work,  mat ters  which

6e does not  consider  as impor tant  as some great  l i fe  occasions

also beeing pt rotograptred,  and thus ceremoniously  t rans lated.  He

therefore pays at tent lon to  them, now he sees a p iece of

h imse l f ,  l t e  i s  ana lyz ing  and  ob jec t i f y i ng  h imse l f ,  a lbe i t  on l y

physica l ly ,  but  he does reeognize h imsel f  and that  is  a  great

n u l t i p l i c a t i o n  o f  h i s  l i f e  c o n s c i o u s n e s s .  T h i s  r e s u l t  i s  h a r d l y

not iceable,  and I  would have a lso missed i t  had not  a  young

girl ,  wtto goes only to second pl-aces in ttre biograptrs, said to

me3 "Now I  l ike to  wash,  c lean and do the laundry much more

s ince I  see how pret ty  i t  looks in  the c inema.  "
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