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D(IDSFER: TU, ELiE SYMPUOIIE DHS GRAULNS
Hﬂsxﬂrhtu, A Symphony of Torrar)

Directed by Friedrich Wilhelm l'urnouv. Adeptation by Henrik Galeen from the
novel, Dracula, by Bram Stol:ier. TFhotography by Fritz Arno Wagner. liusic by
Hans Erdman. Art direction by Albin Grau. Produced by Prona Film=-Gmbll. -

¥

Max Schreck (Count Drecula/Graf Orlok), Alexander Granach (Renfield/Knock),
Gustav von Wangenhein (Harker/Iiutter), Gretza Schroder (Mina/Zllen), G.T
Schnell “(festenra/lcsten !ira), Ruth Landshoff (Luey/Lucy), John CGottout (The
Professor/Professor von quulT”) Gustav Botz (the town doctor/Dr. Stevens),
Max Nemetz (Captalq of the "DCﬁeLer”fShlp' Captain), Volfecans Heinz (;#rst

Mate/First liate), Albert Venohr (Sziloxr/Seilor); Guido lerzfeld, Mordy von
Frangoise and Heinrich | "itte (Tronsylvanians).

When all was ready, Van llelsing said:— -"e.o.Friend Arthur, if you had net
that kiss which you know of before poor Lucy diej or again, last night when
you open your arms to her, you would in time, when you had died, hove be-
come nosferatu, as they call it in Eastern Europe, and would all time make

more of those Un-Deads that hove so fill us with horror."

— Bram Stoker, Dracula (Chapter IIVI)

Murnau, in the ten films he had dirccted previous to UCSFRERATU, had essayed the
horror rode several times, notably in two ventures starring his favorite actor
Conrad Veidt; SATANAS (1920), a three-part filn dealing with the Devil as Tyrant,
Prince and Dictator, and DER JANUSKOPF (1920), an adeptation of Dr. Jekvll and
lire Hyde, with Veidt in the role John Barrymore was appearing in ot the same

time on the Anerican screen, It thus seems.striance at first viewine to note

the casuval tway Hurnoau and his scenarist Henrilt Galeen treat' the aclhnowledged
masterpiece in the literature of vanpirism, Bram Stoker's Dracula.

'First, to allay some of the confusion those familiar with the novel may encounter
on vi&*inﬂ the Museum print, the shuffling of characters! nemes from the novel to
the origincl version to this subtitled one should be clarified. The blood=-sucliine
Count is lLnowvn variously as Draocula (novel and OMA print) agd Grlock (furnau).
The young man sent tc Transylvania is Jonathan Harlier (novel, 10i1A) or lutter
(tiurnzu). In the novel larker leaves his fiance !“na end narriees her upon his
escepe from Castle Draculaj in lurncu's version she vas his wife and her nemc

was Ellen, vhile in the subtitled print she is called Uina., Hzarker-lTlutter's
employer is Peter Tawkins in the novel, but Renfield in the MOMA print. There
was a character called Renfield in the novel, an insectivorous lunatic who was
Dracula's first vietinm in London. Murnau's Renfield is a combination of Stoler's

Eawiiins enc Renfield, for he begins the filrm as an estate agent and ends it, decd,
in an asylum. (In other respe

ts, the prints are identical.)

There are other disconcertins factors, however. The fabulous and meticulous scts
for which the German film industry was renovmed are missing in IJOSFERATU; the
poverty of the independent producer forbade it.

Iurnau's control of actors ond
F . - -~
of the moving camera developed later in his corecer: some of tlie narforr nces ore

interestingly stylized, but others (those of voa 'ennenhein and Frovledin uCLIQ‘L”“)
show lacl: of discipline and direction; and the nunber of rovivn camera shots e
be counted on the fingers of Orlock's hand. The film also scems to miss the onnor-

(Rl |
tunity of eiiploiting an audience's fear of the darl:y, in the manner of superb eier-

c¢ises in terror like INVASIO!I CI THE FODE Sﬂhlﬂi*
ness, it is I'OSFZRATU, but it is miscings Vhat i

L -

ik |
oricinal made e:tensive use of blue ti tin:, which is missins from this version.

WS if ever a filmu'demanded dor's-
is ﬁroasil tiwouah, Is that the

L wd
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If the creators of 2 horver film can produce the proper atrosphere at the
outset, the film has a quick hold on success. Those who preier Tod Brovming's
DRACULA (storring Dela Lusosi, 1931) to ROSFERATU often cite the opening scenes
of each. In the sound version, Karl Freund's caneras nlide soundlessly around
Castle Dracula ebserving the vanpire and his wives auclie and rise fron their
eravesy Lugosi grects his huwnan v.Lsitc:ar (to haishten the confusion, in this
version the junior solicitor is Renfield!) with such memorable phrases as "I
am — Dracula," “Listcn tm them — the children of the night. What music they

make!" and "I never drin!: — vine"; and the decor complements the Count nicely
in both splendor and ﬂcctdEﬂ:

NOSFERATU opens with o kind of satanic liteny to the vampire ("losferatu! Thaot
name alone can chill the blood!

fn feratul...!") ascribed to a historien of the
Germen port of Bremen, vhither Murnau has moved thé setting. (It was due to
copyright difficulties that the nomes "and place were changed, as well as the
time: Stoker's novel was set in fin-de-siecle London, but the film story takes
place in 1838.) Following this admirably sugrestive, if nonvisual, opening,
Murnau introduces his hero, Harker-lutter; and his bride, rlﬂu"a11ﬂﬁnflﬂdn

This sequence insnires little confidence in urnau's dircction: in eight shots
there are two mismatched (poorly edited) pairs; the acting is both crudely
stylized (Wina, in the hoariest Griffith tradition, is shown to be Good and
Kind by a shot of hér playing with a kitten) and overdone (Gustav von Wangenheinm
plays-Jonathan es & combincation of Doug Fairbanlkis and Tiny Tim, athletic and
unctuous).

When we arc introduced to Renfield,; Jonathan's cnplover,
of the basic diffcrences between Qtaﬂﬂr'“ (“ﬁd to a lesser desrce, Brovming's)
idea of Dreocula and Murnau's. Stoker contra ed the lisht, middle-class, sane
world of London with the darli, aristocratic deprnvity of the vanpire demi-ronde;
in HOSFERATU, there is no contrast: everyone is grotesqua. True, Jonathan and

Nina represent light, while Renfield and Pracula symbolize darkness; but both

Jondthen and Renfield are manic characters, and both ilinz zand Dracula are de-~

pressive, Thus it is natural for Jonathar to be erploved by Renfield, and for
Dracula to focus his interest on Ninaj; the relaionships are perfectly comple-~

mentarye.

vve begin to scnse onct

Another way to acccunt -for the grotesqueries of the characters is to czall them

the extreme outward manifestations of their personalities, or, more correctly,

of their types. liurnzu's characters hold to one of the oldest movie cormand-

ments: The CGood Are Deautiful; The Beautiful Are Good. Garbo, for instance,

can do no-wrong because shc is so stupendously beautiful, She creates her

rorality. It becores not only aesthetically but rmorally correct for her to

leave her drab husband “d flfd someone vwhose beauty anoroaches hers, Criffith's

heroines had to be more beautiful then his villainesses so that the hero would
ily

1_'?
not be unduly tempted and bacauzze the zudience vould rmore ecaiilv.avpreciate the
ras rore attractive than Evil. In Yurnou's ovm

moral of a sucry in which Good was
asterpiece, SUITRISE, the heroine's beauty is emphasized,throush many clms c-ups,

as superior to the sultry rood looks of the Voman fron the City. DMurneu's
Dracula follow this principle, but Stoker's and Browvmning's does not. Lugosi-
Dracula is charming, in both the handsome and the hypnotic senses. Schrecl-
Orlock is what he looks like: a verminous ghoul. Lugosi is Jekyll, Schreck is
Hyde; lugosi is Dorian Gray, Schreck is the picture. (Curiously,
in Murnau's 1920 adaptation of Dr. Jekyll and Yr, Uvde, ond, sone years carlier,
S .-.-.."-_-.-.d-_.... = of
under the stage neoe YAristid 01t," in ¢

e lunaarian £ilm wversion of The Picture
of Doricn Cray.)

o'

Lurosl opnaaved
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e noy also understand Murnsu's apparent indifference to the vanpire genre i we
become familier with the prnﬁeﬁitﬂr of Stoker's Dracule and DtH““ lycanthropelogiceal

novels: Thomas Presliett Prest's 220-chapter, OC0-page epic, Varvev the Vamnire, or

A Feast of Blcod. Tublished in 1847, excctly one hflfﬂﬂﬂﬂtur” before Dr ceule, Vorney

presented quite a different nortrait of a blood-sucking artist. In ah esscy on the
literature of the subject, Cherles 1i. Collins describes Varney: "The image of the

.

vampire in his original metemorphosis - the abhorrent, charinel, nocturnal revenant,
szns charn, gex magnetisn, and subtlety; & creature associated with the grave and

possessing an elenental evil; a figure whose countenacnce is repulsive to look »pon,

yet whoue eye holds Hypnntia powers; a horror feasting upon human blood, returning
to the grave before sunrise — endows vﬁrwey with its classical virtue."

THLS 15
the creature tlurn~u calls llosferatul .1

ic is not the rrr*t::Lc::uS, erandiloguent nﬂblﬂnan
of Stolker's early pases, nor the inmperious but nonctheless impressive Count Lugos

(vho parlayed the Dracula role into supersiardom, TEEElVlﬁS hundreds of letters erch
weel: — and, Lugosi erphasized, 97% from worien!). Lugocits animal counterpart was
the bat, vicious but praceful, Schreck-Dracula is acsocioted with rats to the e:sitent

of 1nn11nﬂ like one., There is nothing of the Lugosi love-bite in Schreck's blood-
sucking. It is charnel, not carnal,

So, just as Murnau, in adapting Faust to the screen, based his treatment, not on
Goethe or lierlowe, but or the medieval legend itscelf, co did he disrerord much of

Dracule to lift his characterization of the vempire frnl Prest's Varncy. (Fritz

Long, in the same year as NOSFERATU!s release, went to the original source for his

NIBELULGEILIED, )

/

By making his vanpire the personification of pestilence, lurnou gained for his

film the immediate impact of revulsion — and the scenes of Dracula rising from
his coffin, carryins it throvsh the streets of Dremen, and, espccially, feeding
on the silhouectted body of ilina, are immediately ond lastingly revolting — but

3
sacrificed another important aspect of vampire lore: croticisn.

"The vempiric act itseclf is a demonic version of the sacrcment of EBuchorist in

.i.'l.,l
Lile
early and nedieval Church. I the formor, the vonpire drinks thz bloodl of others to

give himself 1life; in the latter, the communicants drink tha hiood of Christ to
give themselves life, Both Jesus and Dracula fulfill a2 primal wish of man: to
live after death. The difference is that the vampire is a parasite on human life,
whereas Christ is, literally, the liost. Christ perconifies sacred love, Dracula
profane. If the Deautiful and Good heroines of silent films are Christlilie (and,

in thet they would rather face death thaon sin, thev are), the villainesses, the

Vomen from the City, ore Dreoculalilie — which mey hove beu“ war ther were coalled

virps. The person vho radiated sensuality - rather than purity iras considered to

be evil, to be infected with a contagious disease theot necessitated his rapaciously

feedlng on tne-pure by stealing her virginity. The disease would thus be passed

on to the "host," who, now bitten by the deadly leech, is comnelled to infect still
rore pure victims.

The realization that the act of vampiriew is a chilling metaphor for the act of sex

evidently evaded llurnou until the end of NOSFERATU when, threwving centurics of vom-

pire lore to the winds, he creates chills in his auvdience by shovine Dreculals

shadow creen up 2 £lisht of stairs to Minals rocm -and envelannu Mino, who grects
the beast fearlessly (in order to brecak his spell and end the plasue he has caused
by his arrival in Iremen) and allows him to suck her blood. 1
sequence that Procula/Orle': beco~es ot all human or male
necas begin to approach lust. Put Murnou avoids photosr-nhins znv ferenloy in this
seiual act. Throushouk DCSFEDATU, the film-nalier has evinced 2 str-nce nracdilection
for documenting the act of v:vnlrlsﬂ' o 20-seccond shot (one of the loncest in the
film) of rats ercwling out of & ship's hole on their way to infecting all of Brema:ng
another. long shot of = venus fly trap ("the vampire of the vegetable Iivﬁaaﬁ”)

It is only in this
only then thaot his rodentoid
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ensnarine and swallowine an insecty one of "o polyp with clawa"; even a chot

of the spider spinning his web for the unwary flv. llis treatwent of the act

of vampirism is brutally straicghtforward, like the inescapably documentary

quality of a stag film that begins iIn medias res, The shot 1s almost completely
dark; there is a tiny lamp at the right of the frame. At first nothing is
nDti:eahlj but the line of Nina bndy, who looks to be lving aslecp on her bed.
But following that line we T*ﬂcnver, by her head, a crystal-ball shaped object:
Dracula's hairless head. Murnau cuts to another action, but returns twice nore,
This sequence far outstrips in horrifying effect the blood-sucking scene in the
Browning version, in which the foreplay is shown, but the climax omitted. (Film-
makers have become more explicit in recent years, of course, and horror specialists
are no exception. In the 1962 Italian film Slauchter of the Vampires, written and
directed by Ricardo llauri, not only is the climax shown — including penctration

— but the female victim reacts with orgasmic groans, clutching hands, and the plea
"Don't ever leave me!!")

-

Stung, irnnically, by Hina's willingness to be his hostess for the sake of love,
and, perhaps, fatally infected with a drop of Nina's humanity, Dracula staggers
away from her at sunrise and, in a shot that evokes the fear and pity of Marcarect
lHamilton's death by meltins in THE WIZARD GT 07, he dissolves (or, rather, fades
out) into a weishtless pile of dust that can, he seen only in the morning's first
sunbeams. Siegfrled Kracaver vrote that "It was [[scencrist llenrik] Galeen's idea
to demonstrate through this telepathic phenomenon the supernaturcl power of
love.," A similar scene hod occurred earlier in the film: when Jonathan was about
to be attacked by Dratcula, Nina, in Bremen, avolie and called his namesd both Jonathan
and Dracule responded to this call, and the vampire withdrew, This motif recurred
in Murnau's SUNRISE: in theot £1lm, thﬂ Janet Gaynor character cried out as Ceorge

O'Brien was about to strongle her, thus saving him from his ovn dermon. TIn both
films it is at sunrise thot evil is crushed,

Murnau's mastery is quite evident in this last quarter of the film (the four

fairly evenly distrib-ted parts are: l. Bremen and the preparnotions for Jonathon's
journey; 2. In Transvlvania and at the Castle; 3. En route from Transylvania to
Bremen; 4. In Bremen), ond the experience of it nearly obliterates the memory of

the earlier technical inadequacies, some of which can be ascribed to the lack of
time (for rehearsals) and money (for sets, equipment and superior technicians).
Despite these handicaps, I'urnau does manage some excellent effects. The crotescue-
ness of Premen, as if the town itself anticipates Dracula's arrival and effect, is
emphasized through a shot of the house in which Dracula will reside: it gluntu, just
perceptibly but quite ominously. Dracula's carriage roves with jerky speed (de-
scribed as such in the novel, which quotes the line, ”Far the dead traovel fast"
to achieve which lurnau hued a "one-turn-one-picture devise" (Kracauver's phrase).
The carriage travels through a forest of white trees canopied by a black sky; Murnau
used a negative print. In the third part, Murnau ties together, in the fashion of
both .. INTOLERANCE and the Stoker novel, five strands of storv: Dracula's voycree

on a ship of ghouls, to Bremen; Renfield, now in a sanitariuvm, callins for '"the
Master'; Jonathen returning homej Nina, wandering the dunes and erlling for Jorathang
and Van llelsing describing various carnivores in his lab. The tension reaches its
peak as the ghost ship glides into the harbor, in 2 long, balletically spectral shot

that evokes for the first time in the film, not the ﬂrntEﬂqucric of fhe Unﬂnrmmrld
but its prace,

’

.....

Iimrnau cz28ts o spell "Trmﬂve1 Jnd mOYe durﬂhlc tbnn .rﬂcaln'a ntcr ‘1e viewver wha

feels himself in the prescnce, not of 2 clumsy directorinl hack, but of the budding
llaster of mise-en-scéne.
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Germany, 1922 83 minutes

Production Prana Co.
Direction F.W. Murnau
Scenario Henrik Galeen % Mwiaiw
Photography Fritz Arno Wagner, Gunther Krampf
Design Albin Grau
Based on the novel '"Dracula' by Bram Stoker

CAST

Count Dracula, Nﬂsferatu—@rﬁtw—) Max Schreck-
Renfield, estate agent Alexander Granach
Harker, his ClEI‘k"(HdTTER) Gustav von Wagenheim—
Nina, Harker's wife Greta Schroeder-
Westrenka -{\t‘h‘*ﬂ"”*”;“j ' G.H. Schnell—
Lucy, his wife-(AwrniE) Ruth Lapdshoff
Professor von Helsing *-CF’ roF. 1?”""[""5‘1) John &ottowt
Dr. Stevens — ( Fref Stw BRs) Gustav Botz
Captain of ship Max Nemetz
First Mate Wolfgang Heinz
Sailor Albert Donohr

HEpZFELD
ARy Von/ FRan <ol
HMEIVRICH WLTTE
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