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MARCEL CARNE (18 August 1909,Paris—31 October 1996, Clamart, France), “the
son of a cabinet maker, entered the movies as the assistant of Jacques Feyder. At the
age of 25 he directed his first movieJenny (1936). Collabarating with the writer
Jacques Prévert, the decoratar Alexandre Trauner, the musician and composer
Maurice Jaubert and the ador Jean Gabin he became the grea director of the pre-
war era o the French cinema with the poeticrealism styie (e.g. Hétel du Nord
(1938)). During the occupati on of France by Nazi -Germany he worked in the zone of
the government of Vichy making Les Enfants du paradis (1945), ...an al-time
classic of French cinema. After having been confronted with a purge trial he went on
filming but none of his later movies could catch up with hi s former works.” (IMDB)

JACQUES PREVERT (4 January 1900, Neuilly-sur-Seine, Hauts-de-Seine, France—11
April 1977, Omorville-laRogue, Manche France) is best known as a surrealist poet,
but he also wrate the scripts for more than twodozen films, amongthem Carné's Le Lncut and
Jjour se léve (Daybreak), which dso starred Arletty. Two good pages onhim (in Resgored
French) : http://perso.wanadoo.fr/j acques.prevert/prevert.htm. and
http://xtream.onine.fr/Prevert/

LES ENFANTS DU PARADIS (Pathé Pictures, France, 1945,

ARLETTY (Léonie Marie Julie Bathiat, 15 May 1898,Courbevade, Hauts-de-Seing 187 minutes; THE CHILDREN OF PARADISE, US, 1946)
France—24 July 1992, Paris) appeared in 63 films between 1930 and 1967. “ She

made her music-hall debut in 1918 and continued to appear on the stage until the Director Marcel Carné

early 19305s. Arletty rardy received top billing althaugh she outshone the lead Screenplay Jacques Prévert

actors in mast of her films, notably the popular classics Hétel du Nord (1938) and Producers Raymond Barderie, Fred Orain

Le Jour se léve (1939). Sheaways illuminated the screenwith an unusual mixture Original music Joseph Kosna, Maurice Thiriet
of Parisian warking-classsense of humour and her romantic beauty, qualities Cinematographers Marc Fossard, Roger Hubat
perfectly illustrated by her portrayal of Garance in Les Enfants du paradis (1945) Film Editors Madeleine Bonin, Herri Rust
directed by Marcel Carné. After the Liberation, her carea suffered a severe Production Designer Alexandre Trauner
drawback owing to ali aison with a German Offi cer during the Occupation. For Art Director Léon Barsacq

liberated France, she became the symbol of treason or what was called "harizontal Costume Designer Antoine Mayo

collaborati on," and for that she had to pay. And the price proved to be very high
indeed. She was arrested and sent to Drancy concertration camp then to Fresnes
prison (near Paris) whereshe spent 120 days. In December 1944, she was put under
house arrest _for _another two years and condemned to three years wark suspensi on. Pierre Brasseur....Frederick LeMaitre
She was not |_ny|ted tothe premiere of Les erfant_s du paradis in March 194_5 which Pierre Renoir.... Jeri cho

led French critic Jean Sadoul to write: "Arle'.[ty'bld farewell to the screen with the Maria Casares... Nathalie

best role d her caegr." Once her work restriction lifted, havever, she did return to Gaston Modot....Fil de Soie

the screen, notably in Portrait dun assassin (1949), Huis clos (1954) and L Air de Fabien Loris... Avril

Paris (_1954) and aso acte_d on stagg before blindness farced her to retire in the Marcel Péres... Directar

early Sixties....” (IMDB bio by Christophe Greseque) Palau....Stage mester

Etienne Decroux....Anselme Debureau

Jane Marken Madame Hermine
PrRODUCTION began 16 August 1943 in Ni ce at the Victorine Studi o where the huge Marcelle Monthil Marie

set was constructed. After only a few weeks work halted because of a rumor that the Louis Florencie Policeman
Americans had landed at Genoa. When Italy signed an armistice withthe Alliesin Habib Benglia Arab Attendant
Sept. 1943 the film’s Italian co-producers withdrew and a 2-month hiatus ensued. Rognoni Director, "Grand Thestre"
Carné and team returned to Paris from Nice to find the French producer Paul vé
under Nazi i nvestigati on and pulling out. Pathé agreed to take over and production

Arletty....Garance
Jean-Louis Barrault....Baptiste Debureau

Jacques Castelot George



resumed in their Paris studio. Crew returned to Nice in February 1944, by which time sets had been damaged by weather and required further
investment. (Trauner’s reconstructi on of the 1840 B oulevard de Crime cost 5 million
francs.) ...As balance tipped to Allies, Nazi supporters ran scared. Robert LeVigan, the
actor for wham Jéricho, the old clothes seller part, was written and who made many
anti-semitic and pro-Nazi radio broadcasts, fled in 1944 to join Vichy membersin
Sigmaringen. Jéricho part is played by | ast-minute substitute Pierre Renair (son of the
painter, braher of the director).

From an interview with Alexandre Trauner:

In planning we under stood that everythi ng had to happen on the Boulevard of
Crime, the former Boulevad of the Temple which had been so renamed in the middle
of the 19th century
because it numbered so many theaters where so many dramasplayed that someonewas | * :
killed onstage at every doar. All our histary happened on this boulevard. It was there at S o, R S A S
the dramatictheater where Frédérick Lemaitre ruled, but also therewhere the fantastic AN Wl
theater, the theater of the Funambules [tight-rope walkers, grotesques, mimes], the m‘ﬁjm‘j{m“f ‘“i Jﬂ":‘:‘;‘]m;l,ﬁ
poor, was—they were those who, lacking royal privilege did not havethe right to speak
and they invented from that constraint the most beautiful stories. It is there that the
story took pgace, therewhere pegple met andwere lost It hadto be construded, that wascertain.

My principle probl em was the blue sky of the Midi, the most unphotographabl e there is.The exposure was so intense in the blue that you
coul d only get animage of extreme contragt. To light characters or soften thelight wasterribly difficult. You coul d succeed but it was dways
diffiault. You oould shoot onlyin goad condtions for certan hours and it was better to have a set built for sunriseto sunset

from the Pacific Cinemateque notes: “In Memoriam: Marcel Carné (1909-1996)”

Marcel Camé, one o France's greatest diredors, diedin late Odober, at the age of 87. His career spanned some four decades, fram the mid-1930s to
the mid-1970s, but it is for his amazingearly wak in partnership with celebrated surrealist poet and sareenwriter Jacques Prévert (1900-1977) that
he will be best remembered. Carné and Prévert sand as one of the most significant collaborative teams in cinemass history, and together praduced
some of the most remar kabl e French fil ms of the late 30sand early 40s, including Quai des brumes (1938) and Le Jour se léve (1939) --warks whose
blend of realism, lyricism, and romartic fatalism came to define the hugely influential style known as French"poeticrealism." The monumental,
miraculous Les Enfants du paradis (1945) is widely considered their greatest achievement....Recently vaed "Best French Film of the Century" in a
poll of 600 French critics and film professionals, Les Enfants du paradis is one of worl d cinema's most cheri shed masterpieces, and one of French
cinemas crowning dories. http://www.cinematheque.bc.ca/archives/carne. html

Gio MacDonald in the Edinbourgh University Film Society Programme 1994-95:

Set in 1840sParis and centred around the Furambules Theatre on the Boulevard du Crime, the storyfollows the fartunes of four men whos lives are
interwoven by their love for the same waman, the beautiful adress Garance (Arletty).

Bapti ste Debureau (Jean-Louis Barrault), boyish and love-lorn, might become the greatest mime of his day (and Barr ault was); ebullient Frederick
Lemaitre (Pierre Brasseur) aspires to be the greatest actor; and fiery Lacenaire (Marcel Hemand) could transcend his criminal past tobe a great
playwright.

These three really existed, but the storyis fictional, as isthe fourth character - the icy Count Edward de Monteray (Louis Salau) who requires
exclusive patronage of Garance For her part; she fully loves orly one of them.

...The theatreand a quarte of a mile of street fronts were built. Trauner, adesigner and Koanma, a camposer, worked seaetly [both were Jews and in
hiding from the Nazis], and many of the 1,800 extraswere in the Resistance, using filming asdaytime cover. Specid permission was needed for a
wartime film of such magnitude (its two parts total over three hours) and production was stalled several times, sometimes by directa Marcel Carné
who was determinead it should be premiered after theLiberation.

From World Film Directors, V.1, Ed. John Wakeman, 1987

All of Carné's films except his first documentary were shot entirely in the studio. Atthe beginning d his career he had been one of the most vacal
advocates of locatian shodting. In 1932 he muld na see “withaut irritationthe currert cinemashutting itself away, fleeingfrom life in arder to
delight insets and artificiality.” ...Probably hisdesire far complete artistic contrd won himto studiofilmingwhere he could plan camera novements
and lighting effects with absolute mnfidence....

“Before shooting afilm | prepare my palette then | see toit that everything is done in the same shade, always bearing in mind the main idea o the
work. . ... One must mmpose images as the old masters did their canvases, with the same preoccupationwith effed and expression. Cinema images
have the same needs.”

from LES ENFANTS DU PARADIS, by Jill Forbes, BFI, 1997

Les Enfants du paradis is awork of incamparable richness and compexity, a deliberately playful text in which fidion and reality, film



and theatre, are artfully intertwined and their boundaries confused. It isa
film of immense scope and ambition, made at acrucid time in the history
of France and of its cinema, which triumphantly surmounted all the
constraints and restrictions of wartime, and which even today, hal f a
century dter it was first released, mntinues to be mnsidered ‘the greatest
film ever made.’

...the producti on was neari ng completion as the year 1944 drew to a
close. But at this point Carné slowed proceedings down. The approaching
end of the war opened up the passibility that instead of being the last
film of the Ocaupation Les Enfants du paradis could be the firgt film of
the Liberation. Chronolagically, thisis how thingsturned out. But as will
become apparent, Les Enfants du paradis remains, in dl other regpects, a
film of the Ocaupation years....

With its action set in the 19" century, and in the worl d of
theatre and entertainmert, Les Enfants du paradis might hopeto get past
the censars with little dffiaulty. But does this setting mean that Les
Enfants du paradis should be interpreted as an escepist fantasy withlittle
or no relation tothe sodopolitical context in which it wasmade? Or isit
rather, asisfrequently suggested, an alegory in whi ch Arletty stands for
the spirit of resistance and Nathalie compliance with the values of the
Vichy regime? Orisit, perhgps rootedintheVichy experience in ways
that are not i mmediately obvious?

....One of the most signi ficant meani ngs of Les Enfants du
paradis isthat it contributesto a nationd istic project. It isawork which
was designed to fulfil the ambition, nourished by film-makers, Vichy
sympathizers and French patriots alike, to bea the Americans at their
own game by produdng a spedacular film which was distinctively
French. Its scale and ambi tion wer e marks of the vitality of French
culture, pditically importart statementsthat French individuality would
survive assaults, both from elsewhere in Europe and from across the
Atlantic.

...Les Enfants du paradis is presented as a historical
reconstrudion in which the setting, charaders and events fa the most
part really existed. Indeed, much o our pleasure as
viewers derivesfrom the senseof authentidty procaured
by the film, a sense which diredor and set designer
were at great pains to achieve. At the same time, the
film promaes an ambiguaus rel ationship between
history and fidion by leading the viewer into awald
committed tototal unreality, to fantasy, pretence,
disguise and make-believe, the world o the nineteenth
century theatre and entertainmert.

..The set of Les Enfants du paradis is the principle means by
which a sense of authenticityis created and by which we are cnvinced
the filmisahistorical reconstrudion. It wasthe largest and maost
elaborate to have been built in a French studio, and the crowning
achievement of Alexandre Trauner’s career. Its size and
magnificencewere clealy away dof showing the world
what France oould do even when the oddswere stacked
against her, an act of defiance against the Germans and,
more distantly, Hollywood. The set frames the two halves -
of the film, generating the actors at the beginning and
swallowing them up at the end. Becoming, as Carné was
to emphasise in his autobiography, a significant ador in
the film.

...Carné wrae two articles for Cinémagazine which go some
way toward explaining how he conceived the fundion of the cinema and
what he sought in Les Enfants du paradis. In ‘La Caméra personnage du
drame’ (The camera as a character in the play), written in 1929, he
discusses Murnau’ s use of the tracking shot, atechni cal advance which
Carné believed transformed the psychdogy o the cinema, changing the
relationship between adors and space, allowving them tobe, as it were,
surprised in their environment by the inquisitive camera. Thislesson is
put to good effect in the opening sequence of Les Enfants du paradis and

in the series of ‘revelations' throughout the film, which allow the
spectator to embark on ajourney of discovery, peering through the
‘keyhde of life.’

In ‘Quand le cinéma descendra-t-l dans larue? (Whenwill
the cinema go out into the street?) Carné investigates howv sound
cinema, by forcing film-making off the stregs and into the studics, has
deprivedfilm of its capacity to recad reality, and divarced it from its
roots inpopular entertainment by persuadingit to imitate the bourgeois
theatre in its dialogue and mise-en-scéne. Thisiswhy Les Enfants du
paradis is profoundly nostalgic for the freedom of the silent cinema
whose aesthetics are constantly evoked in the fil m’'s emphasis on
gesture and mime.

...In Les Enfant du paradis the theatre is used to pose the
central questions of truth and identity, through repetition, re-enactment
and memory. At the beginning and at the end of the film we enter and
leave the diegetic space on the Boulevard du Temple and thereis an
obvious tension between our knowvledge of its artificiality and the
brilliance of the reconstruction. How seriously are we to take the
events enacted within this set? What kind of realism is offered to aur
view within this set?What kind of realism is offered to our view
within this theatre? The question of veracity is posed a the outsd.
‘Truth’ is already posited as relative and contingent, one of the many
attractions available in a booth on the Boulevard. This is when we
encounter Arletty sitting three-quarters submerged ina barrel of water
with her naked exposed to view. The appeal of this attraction waned,
aswel ater discover; audiences were disappointed because thi s was not
thewhole or the ‘naked’ Truth but only Truth * shoul der deep’ (not
reaching the heart, perhaps). And so Truth emerges from her barrel and
mingles with the crowd where she becomes Garance’ whose various
encounters throughout the length of the fil m, provi de the narrati ve
thread. It is as though, dissatisfied with partial revelation, Truth has
gone in search of more artistically and poetically satisfying
narratives—different truths and compromised truths—which are exposed
to our view.

.. It juxtaposes a group of male actors who
are cast ‘true to type’ with afemale star who is nat.
Garance' s cool irony contrasts with Arletty’ s wit and
repartee in the earlier films, the distant femme du
monde with the earlier tarts with hearts of gold. And
although she is beautiful she is emphaticaly not ajeune
premiere (Arletty was age44 when shooting began);
she has an agelessnesswhich is madified by her
various costumes in the film, and which is a aucial
SETEL.T component of her enigmatic quality. .. .Shethus
embodies the tension between innocence and experience that is set out
in the film.

...Garance s uncertan or unkrnowabl e identity, her capadty to
play the parts ahers give her, foregrounds the central
theme of the film. Virtually all the characters aremasters
of disguise, swopping rdes at will, making their living by

4 pretendi ng to be someone ese, or li ke Montray, playing a
socid roleto the hilt. . . .But Garanceisnot a person
who reinventsherself: sheis afiction a projection of other
4 people’ sinvention, so that when summoned by policeto
say whoshe is shereplies ‘ They call me Garance.” Itisan
alias that others have invented.

Garance has the capacity toincarnate the
projectionsof other imaginations [grisette Mimi in Musset’s story or
Boheme; jeune ingenue; nude moon goddess Artemis; Indian queen;
Dietrich in The Devil is Woman; Merle Oberon as Anne Boleyn; femme

fatale]. Each of these is a partial truth, ‘shoulder deep’ asthe
fairground barker put it; each presents Garance as increasingly cold,
distant, narcissistic and sdf-sufficient, exploitingthe impression first
created by the self-contai ned circular movement of the barrel in which
she sits as Truth, emphasised by her hieratic untouchability on the
pedestal in L’Amoureux de la lune. Many d these images alsofilm her



slightly from below and appear increasingly two-dimensional, framing
her face as though in a picture without perspedive, pladng her flatly
against the back of the carriage, or in the box of the theatre, these of the
pantomime, o the circus tent, soas to emphasise her
iconic status. Sheis, as Anne Freadman put it, ‘asign
of herself designating her own absence in the frame
and separateimage o art.’

Perhaps, however, we can best understand
Garance from what must surely be the mg or
intertextual reference of thefilm, Vidor Fleming’s
Gone with the Wind (1939). [Both set in time of civil
war, a defining mament of national history, both R
represent the most ambitious and spectacul ar ' 7
productions of their generation. Many
resemblances of detail toa Garanceis W
glossed as the reme o alower asred as - ETELRHE
your lips' Sarlet is colar of soldiers’ PIERRE RENO IR
trousersin 19" c.] By the same tcken , Mi&% IE‘\L CﬁA ESEE FAN D
Garance is surely a French Scalett O’ Hara, LOUIS SALOU
awoman similarly buffeted by war, torn
between two men, mme who is
swashbuckling and the other sensitive,
obliged to prostitute herself tosurvive.

The comparison with Gone with
the Wind can help to understand Les
Enfants du paradis as ameladramain
which the star -crossed | overs lose each
other at the end in a scene guaranteed to
bring tears to the eyes. But as we attempt to |
read it as a melodrama, we inevitably
noticesignificant variations fram the gerre
developed by Selznick in Hollywaod, so
much so tha it can be understood as an
ironi ¢ interrogation of the Holl ywood
convertions. Unlike most mel odramas, at
least of the Hollywood variety, Les Enfants
du paradis isnot a‘woman’sfilm’ of the
kind Selmick spedalised in. The female
viewer, towhom such movies were
primarily addressed, invests in Scarlett, jus
as she desires the satanic lover incarnated
by Clark Gable. But the key sensibility in Les Enfants du paradis belongs
not to Garance bu Baptiste. It is not Garance wefeel far, as she depats
in her carriage at the end, but Baptiste, the sad clown, whose brief night
of passion is destined to be hislast. In other words, in Les Enfants du
paradis the dispositions of the melodr amati ¢ imagi nati on, as we have
been led to expect them in Hollywaod cinema, are turned on their head.

What this means can be understood if we recall how closely the
thematics of the mirror are associated with Garance. T he mirror
emphasisesher solipgsm and expains why, as a character, sheis
strangely lifeless, a montage of icanic images, memories of women aulled
from the repertoire of American and European cinema. She is depicted,
from the outset, as a distant and self-absorbed ‘ moon goddess' and she
becomes progressively colder as the film advances, refusing tosay the
words ‘I love you' to the Camte de Montray. Indeed, the only time she
lets her hair down--literal ly—iswhen shetel Is Montray her heart belongs
to Baptiste. But this message is visually challenged, even as she confides
it, sinceit is accompanied by an image which shows her contemplating
her ownface inthe mirror.

The mirrar, howewer, is also afigureof inversion-the truth will
be the inverted image of what is seen in the mirror. Understanding
Garanceas an inveted image—or an image of inversion-helps toillustrate
much that is obscure or uncanvincing about her role in Les Enfants du
paradis. For though thisisamel odrama, it i nvertsthe central proposition
on which Hollywood melodramais based, that ‘woman’ i sthe ste of
pathos, the vessal of excessive emaotion, or the embodiment of a
dysfunctional scciety. Carné gives a different twist to this plot because he
places aman at its centre. Uniquely, perhaps, in the history of the
cinema, Les Enfants du paradis is a melodrama about men, a mel odrama

whose structural dispositions are inverted in relation to representations
of gender.
Thusin thisfilm Bagtiste is placed in the female role, asis

indicated in hisfirst bedraggled appearance when, as the
= masochistic butt of paternal abuse, he sits disguised in a
1| long wig and tailcoat, while Garance is pesitioned in the

| malerole. Both in fact, try different gender roles as
appropriate: Nathalie, seeing Baptiste has been smitten by
love, asks ‘Isit awoman? towhich Baptiste replies ‘|
don’t know.” When Frédérick tells Garance he preferred
her first costume she replies, ‘Al tastes are natural .’
.Each of them tries on womanliness or manliness, adopting
it as a masquerade.

...The perception tha in erotic
triangles, the psycholagically and sexually
intense relationships may, despite folk
wisdom, just as easil y be homosoci d or
homosex ud as heterosexua , and be based on
‘gender asymmetry’, so that there may be
uncertainty abaut the menmber of the triangle
who is the real object of desire, helpsto
elucidateevents inthe film. Viewed in this
light, Baptiste’'s Orphic horror at the thought
of seeing Garance undress, Nathalie's
convicti on that she will marry Baptiste though
he does not love her and, after the interlude in
which Baptiste daes indeed became the father
of afamily, her despair at his ‘reversion’ to
Garance, all becane much mae poignant as
Baptiste is seen not aswrestlingwith a desire
to leave his wifebut struggling with the nature
of his desire.

...In placing the rabble in the ‘gods’,
or the ‘paradis’, the theatre inverted the class
system of the external world. In this way the
popular theatre also echoed an ealier carnival
tradition, which is represented in the film’'s
closing scenes, wherein, for the space o the
play or the fair, the realities of the social
hierarchy are turned upside down, the rulers are mocked, and the
under dogs reign supreme. It is, of course, not certain that thistradition
istrulyradical a subverdve. .

But, by the kind of ellipsis Prévert adored, these ‘enfants du
paradis’ are aso the ‘enfant(s) de Par(ad)is’ celebrated by Victor
Hugo in the shape of Gawoche in Les Misérables and depicted on the
barricades in Delacroix’s famous July Revolution painting of Liberty
Guiding the People. The ‘enfants de Paris’, the street urchins who
roamed Paris in ever greater numbers as the city expanded and
industrialized in the early part of the 19" century were know na just as
streetwise rascals but dso for their radicalism. . . .

In the politi cal context of the Occupation the mere evocation
of Paris, let alone a celebration d its cultural heritage, could be seenas
subversive. By pacingthe people of Pais centre dage, Les Enfants du
paradis opposes the provincialism of the Vichy regme and its atempts
to substitute the ‘orde's’ of pre-Revolutionary France for the sccial
classes o industrid society. In a counter-cutural move, the film
suggests through Baptiste, that popular art is sublime, through
Garance, that prostitution is truth, and thraugh Lacenaire, that history
isfarce.

Like somany films of the Oacupation, Les Enfants du
paradis is an escapist fantagy, in whicd the characters would rather
hold on to their dreams than subscri be to the interpretations of Jéri cho,
awork of theimagination whose inward -looking and repetitive
structure is profaundly solipsistic It is a0 a magnificent artefad, a
film about heritage which time has transformed into a manument
marking the end of successful large-scale studio productions and o the
period when French cinema cauld | egitimately entertain universal



pretensions. But perhapsthe most postive message d the film derives will return to‘normal’, and it is

from itsinversions of gender, genre and class. These provide the perhaps the knowledge of thislost
essential link which allows the visual to be understood politically and opportunity, the failureof carnival to
transgression to be seen as a morecreative and radical act than perpetuate its inversions, which is the
oppostion or resistance At the end of thefilm, clue to the pathos of Les Enfants

when Garance leaves, the spirit d carnival overwhelms Baptiste with its du paradis.
promise that in due course everything

From Girish Shambu’s article on the film in Senses of Ginema:

The invisible membrane between theatre and life is repeatedly ruptured in the film. . . .When Baptiste runsinto a blind beggar and befriends him,
he discovers when they arrive at atavern thet the man has been "acting" blind He is assuming the character

of adghtless person to i mprove the quality of hi s performance on the street of | ife (and improve the state of T
his alms!). Lacenaire the murderer isalso a public saibe. He assumes the character of his client and writes a
love letter fram the client's point of view. (The entire artide is online at

http://www.sensesd cinema.conyconterts/01/12/ceg/enfarts.html)

From Annette Lust, “The Origins and Development of the Art of Mime” (excerpted from her b ook
From the Greek Miomes to Marcel Marceau and Beyond: Mimes, Act, Pierrots and Clowns: A Chronicle
of the Many Visages of Mime in the Theatre:

During the seventeenth and eighteenth centuries, alegorical and mythological, pageant-type
ballet-pantomimes were performed at the courts and in the theatres of Europe. Among them were the
Duchesse du Maine's ballet-pantomimes at Sceaux and John Weaver's staging o The Lowves of Mars and 1—* f
Venus at Drury Lane in 1717. The tr aditi onal dumb show in the eight eenth- and nineteenth-century French
and English meladramas, as well as the Elizabethan dumb shows, were also called pantomimes. In France, | | |
after the Italian Comedy was prohibited from playingin the official theatres and spoken dialogues and
monologues in French were also forbidden, pantomime with cammedia-type characters appeared at the Théatres de la Foire. When staged in the
English musichalls at Christmas, they were called harlequinades. By the end of the nineteenth century, English Christmas pantomimes such as
Cinderella and Jack and the Beanstalk contained spectacular scenic effects and popular music hall interludes with dialogue, acrobatics, singing, and
dancing in which Clown had replaced Harlequin and Pierrot. And even though these Christmas pantomimes had almost no mime or dumb show and
contained mastly dialogue, singing, and dancing, they were still called pantomimes or dumb shows because they induded some element, however
remote, of mi ming's techni que and art. In nineteenth-century England and America, pantomime was incor porated into circus acts, asin clown George
Fox's (1825-77) Humpty Dumpty and in the peformances o the Hanlon-Lees.

Meanwhile, in France, Gaspard Deburau had imnortalized the silent Pierra pantomimes, which we today call pantomime blanche because
of thewhitefacethe artist wears All Paris cameto gpplaud Deburau at the Théatre des Funambul es. HisH errat, though i nspired by the | azy,
mischievous valet Pedrolino o the commedia dell'arte, son became an essentially French character. He changed Pierrot from a cynical, grotesque
rogue into a poetic fdlow and brought a personal expression to the fantasy, acrdbatics, melodrama, and spectacular staging that characterized
nineteenth-century pantomi mes. Not only did he add extempore bits of bus ness to a given acti on, but he also invented his own scenarios. Just as for
several centuries the cmmeda dell'arte, which depended on the ador's improvisational kills, had influenced European theatre, nineteenth-century
pantomime, with Deburau's inventive genius, reached great heights. Other nineteenth century French mimes such as Paul Legrand, Alexandre Guyon,
Louis Rauffe, and Séverin continued thePierrot tradition. But at the turn of the eentury, clasdcal pantomime had become stereotyped. It was Geages
Wague who revitalized it and prepared the graund for modern mime, dismvering and training mimes such asthe author Colette, who performed inhis
company.

Mime also returned to the fore in 1923, when Jacques Copeau faunded his acting school at the Théétre du Vieux Colombier, where miming
with amask and dang exercises resenbling those of the Noh drama helped the actar find greater corporeal expressivity. Convinced that the human
body done suffices to dress a bare stage, Copeau’s student, Etienne Decraux, would endlessly research and perfect these exercises, devel opingthem
into his cadified corporeal mime. His movement style was a far cry from the commedia figure fromwhich Pierrot taok his model. Unlike classical
pantomime, corporeal mime was also nolonger an anecdotal art that used conventional gestures to create illusions of objects ar persons. The impetus
Decraux's findings gave to twentieth-century mime had repercusdons thraughout the world, opening dimendons in technigque and expression unheard
of since ancient Greek mime and Roman pantomime.

By the mid-twentieth century, Paris was the place for mimes tobe. It was here that several great masters gave new life to the mime art, as
well as merged it with other forns. Etienne Decroux, Marcel Marceau, and Jacques L emq devel oped schod's of mime that no longer represented
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d from one another, as much as they differed from Eastern European pantomime. It was in Paris, too, that, after studyingand performing with Decroux
and creating his own mimaodramas, Jean-L auis Barrault brought Pierrot back tothe stage in a 1946 Baptiste pantamime at theMarigny Theatre andin
the role of Deburau in the fil m Children of Paradise. 1t was alsoin Paris that Barrault integrated expressive movement with speaking theatre.
Meanwhile, Decroux's student, Marcel Marceau, would convert corporeal mime into an art that could be readily communicated. Through his Bip and
style pantomimes he made this art known to the warld.

(More at http://www.geocities.com/Broadway/5222/history.html)




Join us in two weeks, on Tuesday March 13, for Robert Aldrich’s Kiss M e Deadly

...email Bruce Jackson: bjackson@buffalo.edu
...email Diane Christian: engdc@acsu.buffalo.edu...
...for the series schedule, links and up dates: www.buffalofilmseminars.com
...forthe weekly email informational naes, send an email toeither of us.
...for cast and crew info on amost any film: http ://us.imdb .co m/se arc h.ht ml




