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PREFACE TUENAMBOF



Bfla BaUzs is probably known in England only Bartdk*s librettist and the author of children's books, the intelligentsia of Europe he ranks as a classic pioneer of film theory. In particular Ms two books, published



as yet ia the



IE



German,



entitled



Der mchtbare Mensch



(1923) and



Der



d$ Films, were rated among the most important contributions to the



of film art



uofarttiaately. they



They wore indeed pioneering works, but* not translated and published in English,



The



generalisatioE about England still seems to hold are empiricists in art and despise theory* Ortainly ibis to be so ia relation to theatre and cinema, for the publication of original works in French, German and Russian is compared to the number of similar books published It is important* therefore, that B61a BaUzs's last book should be available in English, for it sums up aU the work, thought, and he put into Ms previous pioneering works, which It is, alaSp Ms last book. He died as it that



we



ww



for us* ia prticiilar is, 1 think, art written and the



one of the most lucid books



wy antithesis



on



complexity and



difficult



both of !l!m



to tto



mm It



and



a*



art*



n



IIk



only have Of tlie iilni



flm



is



so



an unprecedented opportunity to study of an art in tm making* It to an bom to an Industrial, civilization and is primarily due f economic causes. The that only very few natioog hate a



for their productions.



of



clear is the importhis to relation to



the ffinu *lw,inoM; Imported 0C the ails' an axiom wMoh the Amwfcans for ft long time! Balazs pointed out to his



we



IAt



of



oCjHppradatfoa of



to 1919, pr0n0tittcim



that ail



same goal towards an makes



that



*tte



of Eisenstdn*s Nevertheless, he and



art.



He of



style.



the if not only Arm of the it



U .S. A



Added



to this factor,



one. Tie Afflttioa ffloa ImlBstry, for .'s fourth largest industry but also the 11



PREFACE
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out is the An important aspect of film art that psychological act of Identification", which in the film reaches a degree Mtherto unattainable in any other medium* and here Essen* tein postulated a thesis which is completely in accord with Balazs, Eisenstein's "conception is that cinema is a synthesis of all the arts



and



that, while



Walter Pater said



(I



quote from mcmor>)



art strives to reach the condition of music', Eisenstein said,



*al!



*all



ait



reach the form of the sound-colour-stercoscopic cinema*, and that though Balzs writes, *one need not take this to



strives to



,



,



,



had been hatching film themes, film which could not be presented in novels 01 that these poor authors had to wait decade for



that for ages writers and film characters



plays; the possibility of visual expression, until finally they Lumi&re brothers and ordered a cinematograph* the new



new



to the to



fit



on the other hand, there is no thai from artists to time seem to burst the erf time great art forms, and their content is more powerful Consider what such artists as Michaelangeio, Tolstoy, and Balzac, could have done with the sound^colour-clftetiiat They would one and alt I think, have cried to the is tic medium I was striving to create, here is the low of and mind, here is both past, present and future* ami colour and sound, mind and matter, into one unity! is the answer to the cry of Chorus in V: *0h for a muse of fire that would the of the



content', yet



invention!*



As



Balfes again pints out, monumentality in art



is



to question of quantity (as Hollywood ** " can never be made monumental of by tie crowd scenes or the of the sets, but only by the theme or tie persoitity of its hero.



not a *A liii



tm



This book then



a pioneer in tic of brought up-to-date by its author. ideas art now commonplace, bit stl demand the not only of film



who



are



and



ttt-pervadifig



is



in the



.



.



*



My



t



tftfc



of art of the



Ii



of In



of film its



lit



ctf all



and tie



ttot
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CHAPTER ONE IN



PRAISE OF THEORY



DANGERS OF IONOEANCE



WE



KNOW and admit that film art has a greater in on the minds of the general public than any other art.



ALL



fluence



The official guardians of culture note the fact with a certain amount of regret and uneasiness. But too few of us are suffi ciently alive to the dangers that are an inevitable consequence of this fact- Nor do we realize clearly enough that we must connoisseurs of the film if we are not to be as much be it the mercy of perhaps the greatest intellectual and spiritual influence of our age as to some blind and irresistible elemental force. And unless we study its laws and possibilities very care fully, we shall not be able to control and direct this potentially greatest instrument of mass influence ever devised in the whole



course of human cultural history* One might think that the theory of this ait would naturally be regarded as the most present-day art theory. No one would deny motion picture is the popular art of our centttiy-^-unfortunatdly not in the sense that it is the pro duct of the popular spirit but the other way round, in the sense of the people, and particularly of the urban that the



important



field for



to-day that the art of the



extent the product of this art, an art population* is to a time a is at the industry. Thus the question of the public to a tetter, more critical appreciation of is a question of the mental health of the nations, the too few of us have yet realized how dangerously and iirespoitsibly we famve failed to promote such a better that



of film



art.



17



IN
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PRAISE OF THEORY



WHY ARE PEOPLE NOT TAUGHT TO APPRECIATE Nowadays



FI



LMS?



social considerations arc taken Info account in



the cultural sphere no less than in others. Nevertheless* the aesthetics of the film are nowhere included in the official teach sections for litera ing of art appreciation. Our academies have new art of our the for none but ture and every established art, first the that 1947 the film. It was not until



day was elected to the French Acadfme. At our universities are chairs for literature and all arts except that of the film. The its first Art Academy which included the theory of film art in used curriculum was opened in Prague in 1947. The



in our secondary schools discuss the other arts but of of the film. Millions hear about the such of use make never wiU who painting



my and



But the they read no books and laok at no pictures. who frequent the movies are left without teaches them to appreciate film art,



one



NEED FOR GENERAL CULTURE There are numerous film schools in the world and no one denies that there may be need of a theory of the fi!m>-~for film specialists. In Paris, In London, and tic to been and scientific film societies have not is 'science* of the film. But what is had knowledge: It is a general level of culture. Mo one be or not the Mutest conception of



A



who had considered well educated. Beethoven or Michelangelo would be out of idea of tie people of culture. But if he has not the ments of film art and hid never



Wark Griffith,



lie



might



still



The



Ami



we



it i*



an to



taste to the highest



or



of



pass for a



person, even on the our time is that about which one yet



erf



that



&e



art of



the



art



Until



is



a



01



film art



CREATIVE CULTURE



19



OB the history of art and on aesthetics; until the art of the film has a chair in our universities and a place in every text-book



in the curriculum of



our secondary schools, we shall not have in established the consciousness of our generation this firmly



most important



development of our century.



artistic



CREATIVE CULTURE is all the more important as what is at stake is not the valuation of the film, but the fate of the merely proper film itself* for this depends on our appreciation, and we are responsible for it- It has always been the rule in the history of art and culture that the two were functions of each other in



This



dialectic interaction.



the better



Art educated the



of the public



taste of the public,



demanded and rendered



the development of art to higher levels. IE the of the film this is a hundred times



and



possible



more so than



in the case of



any other



poets,



or composers may perish, but their work lives. of the film a kck of proper appreciation in the first place, but the work of art itself,



conceivable for a writer to be in advance of his time and write in the solitude of Ms study a book not appreciated in his own time; a painter may a picture, a composer compose music which only pos paint with its higher culture and understanding can value. Such terity



But in the kills,



not the



art. It is



it is



it



a a



for



a



0w



my individual genius to create



in defiance of the



or prejudices of bis not only to the capitalist fibt in* immediate cash returns. Even a films for the public fib) pKxtoction cannot



And wMch



day*



of



words* the



bom. The film as a product of much and is too complicated



industry costs too



this



century



*



-



appedtion of any llm*



of film art of



tibe



A certain degree of success



Tie



public



in otite



an inexorable material postulate



lor



situation is paradox: in the sphere be available before the film, fto



possible only by aa appreciation the producers of tibe film can



is



on which



in



What



is



fe



Is



not a passive' ^ppredatioft, whioh



IN
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PRAISE OF THEORY



what is already available, but an inspiring, encouraging* creative appreciation; we need theoretical understanding and a sort of aesthetics which does not draw conclusion from al enjoys



ready existing works of art but demands and expects such works of art on the basis of theoretical forecasts. What is wanted is a responsible public and canny & 
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