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FILM AND REALITY

the cinema must, paradoxically, take it nearer and nearer to its
origins. In short, cinema has not yet been invented!

{ It would be a reversal then of the concrete order of causality,
at least psychologically, to place the scientific discoveries or the
industrial technigues that have Joomed so large in its development
at the source of the cinema’s invention. Those who had the least
confidence in the future of the cinema were precisely the two
industrialists Edison and Lumibre. Edison was satisfied with just
his kinetoscope and il Lumiere judiciously refused to sell his
patent to Mélis it was undoubtedly because he hoped to make
a large profit out of it for himself, but only as a plaything of which
the public would soon tire. As for the real savants such as Marey,
they were anly of indirect assistance to the cinema. They had a
specific purpose in mind and were satisfied when they had ac-
complished it. The fanatics, the madmen, the disinterested pioneers,
capable, as was Berard Palissy, of burning their furniture for a
few scconds of shaky images, are neither industrialists nor savants,
just men obsessed by their own imaginings. The cinema was born
from the converging of these various obsessions, that is to say,

‘out of a myth, the myth of total cinema. This likewise adequately

lexplains the delay of Plateau in applying the optical principle of the
ipersistence of the image on the retina, as also the continuous
rogress of the syntheses of movement as compared with the
‘state of photographic techniques. The fact is that each alike was
Ldominated by the imagination of the century. Undoubtedly there
tare other examples in the history of techniques and inventions
‘of the convergence of research, but one must distinguish between
those which come as a result precisely of scientific evolution and
industrial or military requirements and those which quite clearly
precede them. Thus, the myth of Icarus had to wait on the internal
combustion engine before descending from the platonic heavens.
But it had dwelt in the soul of everyman since he first thought
about birds. To some extent, one could say the same thing about
the myth of cinema, but its forerunners prior to the nineteenth
century have only a remote connection with the myth which we
share today and which has prompted the appearance of the me-
chanical arts that characterize today’s world.
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FROM FILM AS ART

THE COMPLETE FILM

The technical development of the motion picture will soon:
carry the mechanical imitation of nature to an extreme. The QOTw
tion of sound was the first obvious step in this direction %rmw
Ewnomcnmwd of sound film must be considered as the 5.;...0.&&0:
of a technical novelty that did not lie on the path the «ummm film
artists were pursuing. They were engaged in working out an ex-
plicit and pure style of silent film, using its restrictions mo transform
the peep show into an art, The introduction of sound film smashed
many o.m the forms that the film artists were using in favor of the
inartistic demand for the greatest possible “naturalness” (in the
Eoﬂ.m:ﬁmwmnmm_ sense of the word). By sheer good luck, sound
THE is not only destructive but also offers artistic Uowmmﬁmrmmm
om. its own. Owing to this accident alone the majority of art-lovers
still do not realize the pitfalls in the road pursued by the movie
procucers. They do not see that the film is on its way to the victor
of wax museum ideals over creative art. !

me.amd\m_owgmg of the silent film was arrested possibly forever
S.rm:. it had hardly begun to produce good results; but it has left
wm with a few splendidly mature films. In the future, no doubt
.ﬁ_.omammm: will be faster. We shall have color films and stereosco mn\
films, and the artistic potentialities of the sound film will be nw:mwﬂm
at an even earlier stage of their development.

dcrm.ﬂ will the coler film have to offer when it reaches technical
perfection? We know what we shall lose artistically by abandonin
the black-and-white film. Will color ever allow us to achieve m
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FILM AND REALITY

m:ﬁ:mm compositional precision, a similar independence of “real-
ity''? T o :
“The masterpieces of painting prove that color provides wider
bassibilities than black-and-white and at the same time permits
£ & verv exact and genuine style. But can painting and color
photography be compared? Whereas the painter has a perfectly
| free hand with color and form in presenting nature, photography
sbliged to record mechanically the light values of physical
tv. In achromatic photography the reduction of everything
to the gray scale resulted in an art medium that was sufficiently
independent and divergent from nature. There is not much likeli-
- hond of any such transpositon of reality into a qualitatively dif-
*ferent range of colors in color film. To be sure, one can eliminate
individual colors—one may, for example, cut out all blues, or,
¢ vice versa, one may cut out everything except the blues. Probably
w it is possible also to change one or more color tones qualitatively —
‘ for example, give all reds a cast of orange or make all the vellows
greenish— or let colors change places with one another —turn all
blues to red and all reds to blue—but all this would be, so to.speak,
only transposition of reality, mechanical shifts, whose usefulness
a5 a formative medium may be doubted. Hence there remains only
the possibility of controlling the coler by clever choice of what
is to be photographed. All kinds of fine procedures are conceivable,
especially in the maontage of colored pictures, but it must not be
overlooked that in this way the subjective formative virtues of the
camera, which are so distinctive a characteristic of film, will be
more and more restricted, and the artistic part of the work will
be more and more focused upon what is set up and enacted before
the camera. The camera is thereby increasingly relegated to the
position of a mere mechanical recording machine.

Above all, it is hardly realistic to speculate on the artistic pos-
sibilities of the color film without keeping in mind that at the
same time we are likely to be presented with the three-dimensional
film and the wide screen. Bfforts in these directions are in progress.
The illusion of reality will thereby have been increased to such a
degree that the spectator will not be able to appreciate certain
artistic color effects even if they should be feasible technically.
It is quite conceivable that by a careful choice and arrangement
of objects it might be possible to use the color on the projection
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surface artistically and harmoniously. But if the film image be-
comes stereoscopic there is no longer a plane surface within the
confines of the screen, and therefore there can be no composition
of that surface; what remains will be effects that are also possible
on the stage. The increased size of the screen will render any two-
dimensional or three-dimensional composition less compelling;
and formative devices such as montage and changing camera
angles will become unusable if the illusion of reality is so enor-
mously strengthened, Obviously, montage will seem an intolerable
accumulation of heterogeneous settings if the illusion of reality
is very sirong. Obvicusly also a change in the positien of the
camera will now be felt as an actuai displacement within the space
of the picture. The camera will have to become an immobile re-
cording machine, every cut in the film strip will be mutilation,
Scenes wil]l have to be taken in their entire length and with a
stationary camera, and they will have to be shown as they are.
The artistic potentialities of this form of film will be exactly those
of the stage. Film will no longer be able in any sense to be consid-
ered as a separate art. It will be thrown back to before its first
beginnings—for it was with a fixed camera and an uncut strip that
film started. The only difference will be that instead of having
all before it film will have nothing to look forward to.

This curious development signifies to some extent the climax
of that striving after likeness to nature which has hitherto perme-
ated the whole history of the visual arts. Among the strivings that
make human beings create faithful images is the primitive desire
to get material objects into one’s power by creating them afresh.
Imitation also permits people to cope with significant experiences;
it provides release, and makes for a kind of reciprocity between
the self and the world. At the same time a reproduction that is
true to nature provides the thrill that by the hand of man an image
has been created which is astoundingly like some natural object.
Nevertheless, various countertendencies—some of them purely
perceptual —have prevented mechanically faithful imitation from
being achieved hundreds of years ago. Apart from rare exceptions,
only our modern age has succeeded in approaching this dangerous
goal. In practice, there has always been the artistic urge not simply
to copy but to originate, to interpret, to mold. We may, however,
say that aesthetic theory has rarely sanctioned such activities,
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FILM AND REALITY

Tven for artists like Lecnardo da Vinci the demand for being as
true to nature as possible was a matter of course when he talked
heary, and Plato's attack on artists, in which he charged them
ith .xmrwmism nothing but reproductions of physical objects,
is far from the general attitude.

To this very day some artists cherish this doctrine, and the
zeneral public does so to an even greater extent. In painting and
W.Eﬁ?:.d it is only in recent decades that works have w_..mms ap-
searing which show that their creators have broken with this
vrinciple intellectually and not merely practically. If a man con-

[

siders that the artist should imitate nature, he may possibly paint
like Van Gogh, but certainly not like Paul Klee. We know that the
very powerful and widespread rejection of modern art is almost
m.id..ﬂm.J.. supported by the argument that it is not true to nature.
The development of film shows clearly how all-powerful this ideal

|is.

Ihotography and its offspring, film, are art media so near to
nature that the general public looks upon them as superior to such
old-fashioned and imperfect imitative techniques as drawing and
painting. Since on economic grounds film is much more &m@mmam.:_w_
on the gereral public than any other form of art, the “artistic
preferences of the public sweep everything before them. Some
work of good quality can be smuggled in but it does not com-
pensate for the more fundamental defeats of film art. The complete
n is the Fulfillment of the age-old striving for the complete
illusion. The attempt to make the two-dimensional picture as
nearly as possible like its solid model succeeds; original m:.& copy
become practically indistinguishable. Thereby all formative po-
ientialities which were based on the differences between model
and copy are eliminated and only what is inherent in the original
in the way of significant form remains to art.

4. TRaer in a remarkable little essay in the Kunstblait has pointed
out that color film represents the accomplishment of tendencies
which have long been present in graphic art.

“Graphic art {he says)—of which photography is one branch—
has always striven after color. The oldest woodcuts, the block-
books, were finished off by being handpainted. Later, a mmno:nm_
colored, plate was added to the black-and-white—as in Diirer's

portrait of ‘Ulrich Varnbithler." A Emmamn.mi picture of a knight
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in armor in black, silver, and gold, exists by Burgmair. In the
eighteenth century multicolored etchings were produced. In the
nineteenth the lithographs of Daumier and Gavarni are colored
in mass production. ... Color invaded the graphic arts as an
increased attraction for the eye. Uncivilized man is not as a rule
satistied with black-and-white. Children, peasants and primitive
peoples demand the highest degree of bright coloring. It is the
primitives of the great cities who congregate before the film screen.
Therefore film calls in the aid of bright colors. It is a fresh stimulus.”

In itself, the perfection of the “complete’” film need not be a
catastrophe —if silent film, sound film, and colored sound film
were allowed to exist alongside it. There is no objection to the
“complete” film as an alternative to the stage —it might help to take
into remote places fine performances of good works, as also of
operas, musical comedies, ballets, the dance. Moreover, by its very
existence it would probably have an excellent influence on the
other—the real—film forms, by forcing them to advance along
their own lines. Silent film, for example, would no longer provide
dialogue in its titles, because then the absence of the spoken word
would be felt as artificial and disturbing. In sound film, too, any
vague intermediate form between it and the stage would be avoided.
Just as the stage will feel itself obliged by the very existence of
film te emphasize its own characteristic—the predominance of
dramatic speech—so the “complete” film could relegate the true
film forms to their own sphere.

The fact is, however, that whereas aesthetically these categories
of film could and should exist along with mechanically complete
reproduction, they are inferior to it in the capacity to imitate
nature. Therefore the "complete” film is certain to be considered
an advance upon the preceding film forms, and will supplant them

all.
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