| [
c. ne FI Ies University of California
Berkeley Art Museum & Pacific Film Archive

Document Citation

Title Ivan the terrible

Author(s)

Source Publisher name not available

Date 1965 Jan 29

Type program note

Language English

Pagination

No. of Pages 4

Subjects Eisenstein, Sergei (1898-1948), Riga (formerly Russia), Latvia
Film Subjects I1\/51£14groznyi (Ivan the Terrible, part 1), Eisenstein, Sergei,

WARNING: This material may be protected by copyright law (Title 17 U.S. Code)



Music is provided through the courtesy of

Program Notes . Su656DY

ot Snellenburg’s,. world’s largest record

Excepﬁonal F“ms and audio dealer: 1125 Chestnuf Street,

k.
Philadelphia, and six stores in New Yor
at Art Museum

Rules: Do NOT stray from Theatre area, or climb stairs. Inform guard at door BEFORE the pro-

Ni ht
i i gram if you: wish a taxi afterward.

Smoking only in West Entrance Lobby.

Inc. for his generous
facilities (16 mm

No Smoking in Thsutrs or Csrrtdnrs

16 David Milgram of Milgram Theatres,
E.F.S. and the Museum are sx’frsmeiy grateful 10 Bel et scamert thereb}.r pmwdmg

donation of two professional 35 mm Projectors
and 35 mm) unsurpassed in the U. S.

« ' Fanuary 29, 1965

)"' : @4 .H'.r ' Ry
Ivss THE TERRIBLE, Part I and Part xr Hussla 1944 and 1946.
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Directad and wrlttsn by Sergei Elssnstsln. Musls by Sergei
Prokofiev. Phstsgrsphy by sdwsrd Tisse and Andrel Msskvin.

It is fsrtunsts that we ‘can -at lsst see the two Ivans in sequencs,
an event that a few years ago was impossible. Indssd Ivan II had
never been seen at all, By neéessity, we should view ths two works
as one effort, for it was in that spirit that the films were made.

But there are significant differences that will have to be brought
out, and therefore we will have to discuss two fllmss Sush is-the

dusllty of Ivan analysiss

Before sush.discussisn, however, what of the man Eisenstein who
made these films? Long-=time‘TEF subscribers wil]l remember Tha Battle-
ship Potémkim (1925), The Ten Days That Shook the World (1928), and

Alexander Nevsk 19387”_”Tﬁ5 first of these, Potemkin, is a c¢ruecial
film in the Els%sry of cinema, ‘It introduced rsvsiuﬁfsnary tech~
niques and ideas, and-.brought to fruition theories developed previous-
ly only in Eisenstein's minde And as with many new forms and creative
discoveries, they were accepted ss'whslshsartsdly, and employed so
successfully, that they have become cliches, and eschewed by many of
the contemporary directors., . In actuality,. thsugh an -examination of
the writings of Eisenstein (whlsh are voluminous) would reveal that
an important part of the so-called "modern" directorial:drift had °
foundations in Eisenstein's theories and experimentations. Although
he wrote for a period of twenty-one years on the theories of film.
and art, he never realized his ultimate ambition--the series of.ten:
books sn such subjects as psychology and the film, painting and the
film, etc, As it is, his writings themselves are explorations, and
the rssdsr gets the fssllng of searching along with the author for
the final answers to the many problems he poses. He was a passionate
believer in the® intellect, '‘and this, finally, made him an outcast,
both in commercial and snvslsping Hsllywssﬂ, and 1n his own ssmmun-
istic Hussls. - -

In 1930 he came to.the Unitecd States to. work for.Paramount,
After working for a time on a ‘script. for Dreiser's American Traged
it was rcjocted because it would have: run -for fourtGen receclst ALl
the rest of his efforts for that company were. scrapped and Eisenstcin
moved on to Mexico wherc he worked on an American~financod film
which was never’ ssmplstsd duc to a worscning in rclations with ths
produccers. Returning to Russiay and a film on the conversion of land
to State use, he was again disappointcd when .the: film was discarded
as bcing tss formalistic, (Punishment for vsnturlng to the Wwest?)
Intervention by the govermment again provented other projects from
bcaring fruits Inecrédible.as it may sccem, onc of the worldt!s bettar
ganiuscs completed for viecwing no works from 1929 until} 1938, and
tacn theére was a six-ycar lapsc until Ivan I in 1944, His dcath at
the age of 49 came at the ssmplstisn of his scventh nsjsr woTrke

‘Ivan-was made durlng ths war at the Alma Ata Studiss bshlnd tha
Urals in the Kazakh Republic of Contral-Asia. (If that fact in it-
sclf docsn't saet a mssd ths.yiswsr.must ba ssnsidsrsd'stsnsl)
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ElSGnstGln S Driplnal intent was that the centire stmry would bc told.

in three biographical films, Part I was rclcascd, Part II held for

a period of twelvc ycars, and Part IIL was nover. made. Ivan I.gpcairad
the Stalin Prize at thc time of- its Tﬂlﬁase.' R e

The film's structurc is episrd;u.ﬂnd 1s in seven main parts:
(a) Ivan's cormnatlmn and challcnge to the Boyars; ‘(b) ‘his wedding -
and queclling of.: ¢nemy-instigated. .riot;. (c¢) the scige .of Kazan;
(d) Ivan's slcknass and -thc Boyar dislﬂyalty, (c 1 the. ‘dissalution
of pmwar and thc poisoning of his wifac by his aunt; (f) his sorrow
and.- loss of fmllmwers, (g)__rutqumMnt and the pqyul&r eall to return
to p[}wgr_ . L Eaige : r P i . iie, ol :

PDllthﬂl cmn51durat1ﬂns aslda, it must Bole horng’ 1n,m1nﬂ that
Russla was at war. when this .was mndc, ani .one. .of -the purposcs of the
fllm.Wﬂs the -rousing of. natlmnﬁl splrlt,-nnd the portrayal an& _
plcturlzat1mn of the great thome of Russian unification under.a pro-
gressive monarch, and the final triumph agalnst thﬂ nmbility with the
support .of thc commen Phﬂplﬂ.} _ . S B g s A o,

o The.hlstmry of Part II is smmﬂwhﬂt mudﬁlad.- The story tﬁat
scems "to have held up -longsr than ﬂny“af thg otlicrs 3lso stcms to. fit
the facts as thoy arc-krnown. U pon .thec eompYotion, of Part  IT, whon
the film was shown for finil apﬁrﬂvql ‘it. wds rcjccted as not. showing
‘_thﬂ ‘Czar as the pTDgPGESqu ‘monarch he was, and it was ‘¢harged that -
--tho fllm.&mph351zcd what was prcsumed ,t6 be Tvan's madnesse -.The -
£ilm fas the stmry-gmcs}'was_int ndcd 'in concgption to draw parallals
to tho lifc and reign of 'Stalin and whzn the Party: folt *that this -
intended ond ‘was ‘not hﬁlng s”rvad rujﬂﬂtlﬂn was assurcd. End Qf: .
Stﬂry.- NDW, tho thﬂDTlGE ﬂnd 1mﬂgln1tlmn LokE: DR

If Eisonstoin wus “indocd trylnﬂ tm fllm a pﬂrallel tD the Russlan
lcadoer, it is ‘felt' that’ hc would have bcen able to 4o so without any

trmublﬂ-—gust as hce made a highly symnmthutlc £ilm of Potomkin (which
was, In faﬂt g ravmlt ugalnst aatabllshcd quthmrlty). Somu parsons
fcel that hlsﬂnSthn wuightgd and molded the- filin as, a higden (but,.
at ‘tho most, ambiguous) protest againgt tho Stalinist. pattcrns. that
had cmﬂrgcd. This thteory, holds. that. &1sﬁnstﬁln MIEJuﬂgud tho. ax+ont
to which hc had. gono” (not" having intonded: to.make. vnrious_ﬂttitudcs

so axplieit), and thereby' ran into troubls.

Another theory holds that. Eiscnstein was guidad- by his cmotions
almnm, that the resulting intc rpretation-.was a revelation of - his-sub-
conscious feceéling-on.thc, Subg‘ﬂt of :pewcr.and tyranny.: This ddca.
might not 'be. hﬁrﬂ to. .Uy, .18 Eisgnstcein:wore. not the accomplished
dircctor ho was, if. hu had - nmt ertt”n SO GXhﬂuqtl?“ly o thec problcms
of cinematic cxprcssion; and-if-he wore net,: aftﬂr ﬂll -so--acutely
awarc. of thﬂ ontlrﬁ filmlc."bzil nf'wax.";¢V e vy ' DX SO

R thlrd 1d31 suggnsts thﬁt tharﬂ Wﬂs cmnfuslnn 1MGH the Party:
thcnrdtlclans 1S rﬁeﬂrds to ths -propar interpretations: thﬁt were-to .
be placcd .on the various charactors, and that Bisenstein ultimately

was uaught batwecen two dlvurplng schmmls of thaught-—and chmsa the-
WIong Oongs , --- - L _

B ¥hat ‘e 1¥ 1s. Eisonstoin dicd. foom o soriss of et attacks
shortly aftzr .thce sccond part was. complcted.. .t .is 1ntﬁrﬁ$t1ng, and
saddcning, to notc a part of his "offieial" rceantation:

"Likc a bad scﬁtry e gapcd at the unessontial and sccondary
things, forgctting thc main things, and so abandoning our
posts. Wec forgot that thc¢ main thing in art is its idco-
logical content and histeorical truth...A stern and timely
warning of thc Ccntral Committaec stopped us Sovict artists
from furthcr movcmont along this dangcrous and fatal way (1)
which lcads toward cmpty and non-idcological art for art's
sako and toward: crcative decgradation:..In thc sccond part

of Ivan, wc committdd a misrcprescntation of ‘historical::
facts which-mado’ the film worthloss and: vicious in the idco-
logical scnsc. Thz ccntor of our attention is and must bo
Ivan-the-builder, Ivan-thc-crcator-of-a-ncw-powzrful-unnoted-
Russian-power, Ivan the inexorable destroyer of cverything
that resisted his progressive undcertakingse.s.l am accuscd

of disfiguring historical truth and precscnting Ivan as wecak
and indccisive, somgcwhat like Hamlet. This accusation is
solidly grnunﬁcd and Jjust."”
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HlS llfa, unhappy and incamnlated in its workK and- ambition
stands as a warning of what can happen to men of unusual talents
who cannot .be made to fit into tHe mold of Communist artistic
policy.- In 19951, the artistic line was laid down on ‘the foundation
ef "socialist reallsm," an excerpt of which reads as follows: "Art:
loses all meaning as soon as it divorces ‘itself from realityessein
other werds, reality existing outside of us is primary, and artistic
reflection'is secondary.". Which accounts for much of thse .calendar .
art in Soviet fine arts. 2 - 5

In a monumental work from such'a ‘creative genius as Eisenstein,
there are certain areas which déserve at least a nod in passing--
for these areas are important to the structure and design of the
piece, and, in some instances, they were pivotal points in cinematic
cantinuity} | i B - o

Elsanstein s use of sound in the two IvanB grew out-of the ex-
periments that he perfﬂrmﬂd in Alexander Novsky. Onc cannot divoree
the sound from the image in films, and it is the creative and elever
director who uses these sounds to reinforee his visuals or to other-
wise mold and affect them. An examination of the use of bells in
the film will illustrate a master hand at work,

There are small, lonely bells 1n the distance; grecat melancholy
bells tolling overhcad; beclls are used to create the atmospherec -of
calebratinn, or to build an oppraessive fecling and an expectation of
impending doom, or to sculpt a religious fecling. Furthor excliting
employment of sound is reflacted in the voice of the Cantor echoling
to the cathedral roof in the coronation scenc, and in the’ cascadc of
coins pourcd over the ncwly-crownced Czar, -

In the ficld of suund,fbut rcally descrwving its own classifi-
cation, is thc musical scoring. Fow directors can lay claim-to . -
having Prokoficv on their 1ist of ercdits. Prokofiov had proviously ..
worked with Eiscenstcin on Alexandor Nevsky: 1in fact, his cantata ef
that name was an outgrowth of his film cxpcricneg, rathar than the
source of his inspiration. Prokoficv rcalized thc importancc of
music in the eincmatic medium and ‘rocognized the distinction betwoon
a scorc that morcly supplements the visual action on a program music
level, and music that reflacts the spirit of the film and makcs a
crcative addition to its artistic affcct. .

The scts of these two piceaos are spcectacular to bchold. HEison-
stcin,. always onc to cmploy every device to scerve his cnds, workecd

on the Novsky and Ivan scts himsclf. Accounts tell how he followed
overy step, and if thc rosult did not fill his oyc as the imagae had
fillcd his imagination, ths sct :camec down and was rcobuilt. His . ,
carger started as a thcatrical designer, and he carricd this through
most of his lifc. Every prop and cvery shadow (therz arc many) .has-
its purpose: there.was nothing 1laft to chance, and nothing was
accidental, The studcent of film design could pTDflt much from an
gxamination of uiSuﬂEtulﬂ S ﬂffGGtS-_

A very important,. and at onc time hmtly dlsnutcd -aspcct of
these two works concern the stylc in which they arc axccut d« The
main strcam of cinema at this time flowed toward the-naturalistic
recndering of plots and the' ultimate result was,. of .coursce, thc ngo-
rcalist movement, (Which is 'still bouncing around in the British
"kitchen-sink" school.) Why thon did: this: "great" dircctor prefer
to retain the simple, boldcr, at times oaricaturcd, style of the
Russian silent film? 1llanvdll wrote: "Sty. llZ“tan, provided it is
bascd on a cincmatic conccption and tcehnique,. is:as corrcct on tho
sceracn as it is in the static imagc on ths paintcr's canvas. What
is unnatural to thc true cxprcssion of-ths ‘cinoma is its usc as a
merc.rgcording medium dominetzcd by-words, .or by lack of wisual move-
ment.". Eiscnstcin's trcatment is-larger than 1ifz, 1likc that of
Grack and Shakcspcarcan tragedy. Theactors spzak with:a language
that is archaic (cven in the Russian) gnd thcy amct with a technique
that combincs simplicity with grandcur. Eiscnstcin 1s concerncd
with theme rather. than narrative (thus thc episodic structure), human
symbolism rather .than individual: characterizaticn. The characters ars
grouped together, speak their words, or use mime to emphasize their
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reaction to the situation. Always the effect is larger and simpler
than actuality, and the technique has a parallel in the melndramas
of Griffith. But, since the conception of Ivan ‘is poetic and epic,
the intent and dESlgn of the film is complex: the technical
resemblance to the "mella" is superficial. He avoids what has been
defined as follows: "To show things as they are, with nothing added
for spice 'ror subtracted for propriety, is the sole aim of natural-
ism, the earnest, flatfooted school..."

James Agee wrote several years later of Eidenstein, in 1945,
"This was the year in which Sergeil Eisenstein once more got it 1n
the eye. Part II of Ivan will never be released, Part III will
never be made. Eisenstein was once more called a bourgeois and a
formalist, and other words almost as dirty. Civilization has come
a long way since the days when in Vienna, the High Altar of western
music, Mozart and Schubert could die so ymung, largely for wdant of
mers . patrmnage. Today we appreciate our men of genius.. In Russia
we make corpses of them, living or genuine; here we drown them in
cream.” And in speaking (writing) of the acting style, Ages adds,
"He goes boldly and Suﬂﬂeamfully sgainst naturallsm...ln the poison-
ing scene only opera singers could be so blind as to what is happen-
ing in pleain sisht...the chief cinematic dnvice is = prodigal use
of close-ups--but these Are also used to enhance the anti-naturalism."

In Part II, when the lonely Ivan sceeks the friendship and
counsel of the Metropolitan of lioscow, he is repulsed and in his
anger swears to crush all those who oppose him. This subtle change
in the relations w1th the church from Part I probatly reflects the
difficulties that Eisenstein was having with ths authorities. Why,
in 1958, the Soviets should seck to relecase the film is some what
vague. Thelr views on socialistic rcalism had not varied more than
a mite, and one of the explanations would seem to be too much of an
"in" rcason:- to wit, that the parallcl to Stalin which hrd been
rumored was indodd apparcnt, and  tho portrayal of Ivan=Stalin which
in- 1946, at the timec of thc "banning, was doseribed as contrary to
faect and dishonest becausec it showed Ivan-Stalin not as a progressive
statesman but as a maniac, had suddenly bqﬂﬂmu useful for the pur-
poses of the government,

There are diffoerences from Part I, however, both in the acting,
which scems to have donned a cloak of salf-cnnsclousness, and in
the rhythm and pacing. Therc are critical complaints, probably jus-
tified, that whi lc thc pacing of II should rcally bc stapped up,
there is actually a slow-down from that of Part I. Therc is a
groater recliance on the gesturc and mime to elucidatc the actiony
and as ons reviewer notasd, "whcn the moethod works, ZTiscnstcin's
scenes have the weight and majecsty of grand opera at its grandcst.
When it does not, 'the picture is ludicrous. But cven when it is
ludicrous, it is mystoriously beautiful, and cven when it is beauti-
ful, it is horriblc--as horriblc as lifc in Ivan's or 'Stalin's
Russia.”

Whatever is the "true™ Ivan--thc historical Ivan--may ncver be
known. The politically-motivatcd cincmatic portrayal, scrving as it
did varioys pecrsons, attitudes, and viewpoints, now in fashion, now
fatally wrong, c2n only scrv: to muddy the waters. It 1is hopcd
that mcrcly as a szrvice to tho historically curious, thz true story
may bc told some day. Onc intcresting sidclight comes from the work
of Anthropologist-Sculptor liikhail Gerasimov, a spccidlist in rccon-
structing appcarances from bone structurc. When Ivan was rcmovcd
from his Kremlin tomb in 1963, Gecrasimpov ¢xamined his skclctal rc-
mains and rcports that malformations of his spinc must have causcd
crashing backaches every timc Ivan cithoer stood up or.bcnt over
Jhich may account for his appclation.

As a cautlmnary notae, it must bc borne 1n mind .that Part II as
seecn tonight has been cdited, paccd, and cut by others than Eisen=~
stein and not always with t“= asthetices foremost in mind. Rathor,
political consideration cntcred into ths final print as issucd twalve
ycars after Eiscnstcin's dcath.
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NEXT PROGRAM: February 19, 1905--mDNKEY IN "TINTER, a whimsical film
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starring Jcan Gabin and Jﬂan Paul Bolmondo. 1ind Gﬂnrglﬂ and thc

Dragon (UP.) and Hapny Annivorsary, a Franch satire.
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