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TRAVIATA

Director: Mario Lanfranchi

The physical beauty of Anna Moffo, celebrated
soprano of the Metropolitan, is, of course, a rarity
in the world of opera. Linked to her vocal and dra-
matic attainments.it makes Miss Moffo a “natural”
for the translation of an operatic classic to the
screen. “LA TRAVIATA,” whose immortal Verdi
score has a libretto based on “The Lady of the
Camellias,” the romantic drama of Alexandre
Dumas fils, thus embellishes the « tory of a woman
who really lived, and whose grave, in a Paris ceme-
tery, is even today a kind of shrine. The orchestra
and chorus of the Rome Opera, and Miss Moffo's
co-players, Gino Bechi and Franco Bonisolli, make
authoritative contributions to this important film
version of a great musical love drama.
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Directed by Federico Fellini; title translation: “The Road;” screenplay by Fellini,
Ennio Flaiano, and Tultio Pinelli; photography by Otello Martelli: music by
Nino Rota. Fith Giulietta Masina, Anthony Quinn, Richard Basehart, Aido Silvani.
Italian dialeg with English subtitles.

“The final sequence, as Zampano learns long afterwards of her death, and staggers
down to the twilit beach and claws the sand and sobs . . . is one of the most com-
pulsive displays of emotion in Fellin®s cinema. L4 STRADA is filmed with an
eve to visual distress that never falters. When “The Fool” has been killed, the
whole landscape seems to mourn with Gelsomina; the snowy fields and roads reflect
her grief . . . throughout this picaresque film, Nino Rold’s famous tune comes
and goes like romance or like a tantalizing ideal”

—Peter Cowie, Seventy Years of Cinema

“An unforgettable experience . . . a picture to place among the deathless master-
pieces. Giulietta Masina’s pantomime hes the beauty and expressiveness of a clear
pool . . . it is a performance of astonishing power, for it not only expresses per-
fectly the weak and wandering mind but also the world’s great dazzling beauty.”
—Archer Winsten, New York Post
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more incisively comic it would have been had Alexander
been portrayed as an irascible churl who didn’t give two
cents for nature and loathed kids. W.C. Fields knew
how to treat the same theme with proper respect; the
mere thought of that master idler is enough to set the
flaccidity of Alexander in perspective . . . All the same,
Philippe Noiret is an able and appealing actor who makes
the most of a poor bargain. There is some visual fun,
too, as in the system of pulleys Alexander rigs up over
his bed to bring sausages, wine and other goodies into
reach with 2 minimum of effort. Those who insist on
having movies with a ‘positive outlock,” and those who
think pictures like Bambi are simply adorable, may find
Alexander just the thing for a family outing.” Alan M.
Kriegsman (7/24/69).

NEWSWEEK. “Aux plumes! is the battle cry of an
endearingly silly French farce called Alexander. To the
feathers! Hit the hay! And not for any fashionable
sexual sports, since this may be the least fashionable
film of the year, but for sweet, solitary sleep broken up
only by long stretches of supine idleness. Directed with
great zest and remarkable perseverance by Yves Robert,
this celebration of leisure’s pleasures stars Philippe Noiret
as a henpecked farmer . . . The plot probably sounds
square enough to head your current list of must-miss
movies, but you’ll be missing some good laughs and an
uncommon lot of smiling. Alexander really is square,
but harmlessly, shamelessly so. How stern can you be
with a comedy that’s filled with photographs of birds,
fish, fields of wheat, sunflowers and a perk-eared mutt
who does backflips for the hell of it? While the life-
loving theme is straight out of Jean Renoir, the style is
carly Pagnol. Nobody makes movies like this any more,
which is why it's such an unexpected pleasure. A yawn
alone is contagious, but a smiling yawn is infectious.”

Joseph Morgenstern (4/28/69).
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LEXANDER

A Cinema V Release in Beautiful Eastmancolor
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“The freshest, funniest picture

so far this year.”
—NBC Monitor

“A deliciously happy comedy.
Very now!”

—dJudith Crist

Alexander’ spells pleasure.”

—Playboy.



ALEXANDER
(Very Happy Alexander)

FRENCH (1968).* Original Title: ALEXANDRE LE BIEN-
HEUREUX (Very Happy Alexander). A Co-Production of GUE-
VILLE FILMS, MADELEINE FILMS and COLOMBE FILMS.
Released in the U.S. by CINEMA V. Executive Producer:
LEON CARRE. Producers: DANIELE DELORME and YVES
ROBERT. Director: YVES ROBERT. Scrzenplay and Adapta-
tion: YVES ROBERT and PIERRE LEVY-CORTI; Based on
an Original Short Story by YVES ROBERT; Dialogue by YVES
ROBERT. Photography: RENE MATHELIN. Music Composed
and Conducted by VLADIMIR COSMA. Editor: ANDREE
WERLIN. Art Direction: JACQUES D’OVIDIO. Sound: GUY
ROPHE. English Subtitles by NOELLE GILLMOR. Eastman
Color. 94 Mins. [G].

Alexander - CU B IERTEES S PHILIPPE NOIRET
Pa¥Grande ot TRtEa . . . FRANCOISE BRION
Agathe =R Era o s MARLENE JOBERT
AngeledSanguinic i tTi ANTOINETTE MOYA
Sanguinsai i PAUL LE PERSON
Colibert:i = hoa iy i e PIERRE RICHARD
EatFringale St i imising o2 o JEAN CARMET
Synopsis

Alexander is a hulking and good-natured peasant who
would dearly love to devote all his time to sleeping and
doing absolutely nothing. But his shrewish wife, known
as La Grande, forces him to do all the chores on their
300-acre farm, constantly ending his reveries by either
snapping her fingers or giving him orders over a walkie-
talkie. Then one day Alexander becomes a widower
when his wife and in-laws are killed in an automobile
crash. Free at last, he takes to his bed, refuses to budge
from the house, and trains his faithful dog to do the
macketing. Gradually, Alexander’s philosophy that man
was meant to relax and enjoy life, not work, wins him a
few converts and the remaining villagers decide that
something must be done before laziness reaches epi-
demic proportions. Although Alexander does leave his
nouse when his dog temporarily disappears, he still
refuses to return to work and devotes his waking hours

to fishing, swimming and drinking wine in the open
fields. In time he finds a companion in Agathe, a lazy
village girl, who eagerly shares his happy-go-lucky life.
After they have decided to marry, Agathe discovers the
amount of property Alexander owns and she is soon
considering the fortune that could be made by develop-
ing the 300 acres. On the day of the wedding, Alexander
is kneeling at Agathe’s side when he suddenly hears his
dog barking outside the church. As he turns his head,
Agathe snaps her fingers, a la La Grande, and Alexander
leaps to his feet. Saying ‘“No, no,” he backs out of the
church and — still a free spirit — runs off with his dog.

~* Critique

SUMMARY. The majority of critics agreed with the
Chicago Sun-Times’ Kathleen Morner that ‘“‘the freshness
with which this simple tale is told will delight all free
spirits and would-be free spirits.” Reviewing from the
San Francisco Film Festival, the Chronicle’s Paine Knick-
erbocker called Alexander “that delightful rarity among
festival films, a sunny comedy which achieves distinction-
merely through its most felicitous manner,” and the N.Y.
Daily News’ Ann Guarino added that ‘“‘the rustic comedy
probably will strike a responsive chord in most men —
especially the hen-pecked type.” For the N.Y. Times’
Howard Thompson, the ‘“‘star” and ‘“funniest thing”
about ‘“‘this beguiling little picture” was ‘“‘the hero’s
guardian, a scrappy, four-legged performer known simply
as Dog.” While the Los Angeles Times’ Charles Champ-
lin mildly qualified his praise of Yves Robert’s film
by calling it “a very commercial movie, a slice of
invention rather more than a slice of life,” he nonethe-
less felt “it has those qualities of warmth and charm
which are always rare and welcome.” Of the few critics
to express major reservations, Variety’s ‘Mosk’ noted
that this “bucolic ode to laziness” is ‘“‘reminiscent of
Marcel Pagnol’s pictures, Mack Sennett, Jean Vigo’s
poetic L’Atalante and even Jean Renoir’s Boudu Saved
from Drowning (FF '67). But the warmth, dizzying
pace and invention, poetic insights and charms of those
originals are not quite achieved in this easygoing series
of clever sketches which do not always have a fluid,
forward drive and cumulative comic and satirical pitch.”
The Village Voice’s Andrew Sarris further complained
that the central character “is as much slothful and
asexual as nonconformist, and thus it doesn’t cost the
character anything to follow his own course.” While
there were these few reservations expressed about the
film's merit, there were none voiced about the acting
of Philippe Noiret and the performing of the mongrel
dog — “‘one of the great scene-stealers of our time’..
(Champlin).
Critical Consensus: 7 favorable, 3 mixed, 1 negative.

NEW YORK. “Thankfully some of the eternal
movie-making verities don’t change. One of them is
that there’s a kind of bucolic comedy that the French
film boys excelled at a generation or two ago that is
still with us, and in a week where the cliches have felled
us there’s mind-to-mind resuscitation in Very Happy
Alexander, a very happy movie indeed. Much in the
tradition of such comedies as La Kermesse Heroique

and The Baker’s Wife, the film is a very ‘now’ one in
style and technique (to a purpose and not for its own or
the auteur’s sake) and, in fact, in theme. It’s about a
guy who cops out on the Establishment and on the
affluent society, deciding that there’s more to living
than work and the acquisition of money. What takes it
out of the frenetic youth-bag, hyper-sexed bit we keep
being crammed into by the sexploiters is that the copper-
out is 2 middle-aged farmer . . . Co-produced with his
wife, Daniele Delorme, and co-authored from his own
original short story, director Yves Robert’s Very Happy
Alexander emerges as an old-style French comedy, its
laughter derived from its people and its beauties from
their exposition, and a new-style film in its quick-cut
suggestive techniques, its subtle moralities and its theme.
Mr. Robert, who ‘gave us The War of the Buttons .
[FF ’63], has that special way with children that saves
them from the ‘cutes’ and a way with village ‘types’
that emphasizes their typicality without caricature.
Philippe Noiret is perfect as Alexander; Francoise Brion
is the most luscious of shrikes as his wife, and Marlene
Jobert a toothsome bit as the nearly-green-eyed girl.
Her transformation at: the sniff of affluence is the
ultimate comment on the acquisitive female; her
through-the-door courtship with Alexander the quintes-
sence of eternal femininity. If the film sags a bit for
those with a low bucolic-paced-humor quotient, rest
assured it snaps back to a biting finale. And besides,
Noelle Gillmor, undoubtedly the subtitler supreme, has
finally come up with the only adequate translation of
merde! Like the film, it is a very happy inspiration.”
Judith Crist (2/24/69).

WASHINGTON POST. “Ever since someone first
claimed that hard work was virtuous, men have racked
their brains for ways to avoid it altogether. Now, from
France, comes the latest film embodiment of this
fantasy . .. Asa charter-member of SNORE (Society for
the National Obliteration of Responsible Exertion), I
think I can appreciate the nobility of the idea as well as
the next bloke. I can also, however, recognize a cop-out
when I see one. The hero [of this film] is a slacker, all
right, and his rebellion is thorough-going. But he’s such
an obvious goody-goody underneath it all — adored by
children and dogs, a friend to butterflies and bulrushes,
generous and sweet-tempered. That’s just the trouble.
Director-scenarist Yves Robert has so loaded his tale
down with sugar-coating that all the seditious sting is
drained away. Nothing much is left but ‘wholesome
entertainment,’ that is to say, savorless pap. How much



of a word or phrase to characterize persons or situations—is especially
skillful. Mann makes abundant use of this musical device throughout the
story, and its function is both structural and aesthetic. Characters are
made-more vivid and meaningful through it, as for example Tonio’s fa-
ther, who is almost never mentioned without reference to “the field-
flower in his buttonhole,” or Hans and Ingeborg, whose normality and
“life” are repeatedly symbolized in the phrase “blond and blue-eyed.”
Such recurring phrases as “gypsies in a green wagon” play a definite part
in giving continuity to thematic elements of the story, just as nostalgia
and the sense of reminiscence are heightened by repeated reference to
“the old walnut tree, the fountain, and the sea.” Similarly, the reoccurrence
of a quadrille scene and the reappearance cf a Hans and Ingeborg con-
stitute an extended use of the leitmotiv.

Tonio's stay at the Danish resort is the ozcasion of his at last coming
to terms with his dilemma. Although he is deeply moved as of old, and
stirred with momentary longing, when he secs another young Hans and
Ingeborg at the dance, he is no longer completely envious of the fair.
blue-eyed breed. He has found a balance between the burgher and the
Bohemian, between “spirit and life,” and he is reconciled to his own
middle-way position. He feels increasingly that for the artist such a posi-
tion is tenable and that from it he may act as a commentator and media-
tor without identifying himsclf exclusively with either extreme. Indeed
he comes to sce that his creative force finds much of its strength in the
play of tensions which his dual nature and divided sympathies have
brought about. In his passionately felt yet quietly beautiful letter tc
Lisabeta, which concludes the story, Tonio gives moving expression
the insight he has achieved. If it seems in part youthfully romantic ant
lyrical, it is yet resolute and perceptive, and full of quiet promise.

January 25-27, 1973, 184 JKB

Thursday "Tonio Kroeger" L:30 & 7:50

"Uncle Vanya'" 6:05
Friday "Tonio Kroeger" 6:15

"Uncle Vanya" k:30 & 7:50
Saturday "Tonio Kroeger" 4:20 & 7:50

"Uncle Vanya" 6:05

DOUBLE FEATURE PRIVILEGES ALL THREE NIGHTS

75¢ at door or International Cinema card
admits to both features any evening.

TONIO KROGER "~

GERMAN-FRENCH (1964). A Co-Production of SEITZ-FILM-
AUFBAU (Gottingen), HERBESTELLT VON DER THALIA
FILM (Berlin) and MONDEX-PROCINEX FILMS (Paris). Re-
leased in the U.S. by PATHE CONTEMPORARY FILMS.
Director: ROLF THIELE. Screenplay: ERIKA MANN and
ENNIO FLAIANO; Based on the Novel by THOMAS MANN.
Photography: WOLF WIRTH. Music: ROLF WILHELM. Art
Direction: FRANZ SEITZ. (No Other Credits Available.)
English Subtitles. 90 Mins.

Tonio Kroger . . . .. JEAN-CLAUDE BRIALY
Lisaveta Iwanowna . .. .. .. NADJA TILLER
Korisul! Kfoger « v woes s s 5% % 3 WERNER HINZ
Frau Kroger. . -« .« .. ... ANAID IPLICJIAN
Herr Seehaase . . . .. ... RUDOLF FORSTER
Ein Kaufmann . . . .. . ... WALTER GILLER
Knaak . ... ............. THEO LINGEN
Eine: Dafie o s s o @ § oo ps ADELIN WAGNER
Adalbert Pratifl « « wwowwws 5 5 BEPPO BREM
InpeHolm ¢ s o2 2 v .« - ROSEMARIE LUCKE
Madchen. . . .. ELISABETH KLETTENHAUER
Young Tonio Kroger. . .MATHEEU CARRIERE
and
Policeman Peterson . . . ... .. GERT FROBE

It is now generally agreed, among critics, that Thomas Mann has been
from the first an unusually self-conscious writer, most o‘?"’i’i—?i%’?é“{;-qus
contain in some degree portraits of the artist. Even to the reader un-
familiar with Mann’s life and works, Tonio Kroger evidences a lyric and
personal quality which belongs most appropriately to autobiography.
$piritually, and in many respects historically, Tonio’s background and de-
velopment are those of young Thomas Mann, and Tonio Kroger, written
in 1903, reveals Mann more nearly at full length than anything he had
done up to that time.

The circumstances of Thomas Mann’s background, birth, and early
life closely parallel those of Tonio Kriger. Born in the north German city
of Liibeck in 1875, Mann was the son of a prosperous grain merchant and
his partly Brazilian wife. Like Tonio’s father, Consul Kroger, the elder
Mann was of the patrician bourgeoisie: conservative, fastidious, highly
respected, a senator of his town. Similarly, Mann’s mother was the model
for Tonio’s: dark, musical, southern, “different from the other ladies in
the town.” Whatever traits he inherited from his mother, Mann remained
by heredity and environment predominantly bourgeois, and he has al-
ways been keenly aware of the significance of his origin. In middle life
he wrote, “I am the son of the German bourgeoisie and never have I dis-
owned the spiritual traditions which belong to my origin.” It is Mann's
awareness of this bourgeois quality of his character which unquestionably
lies behind and intensifies his natural inclination as an artist to inquire into
the function of art and especially the relationship of the artist to the
world about him. Writing in 1936 of some of his early stories, which he
termed “the Tonio Kroger group,” Mann confirms this tendency: “These
tales . . . all wear the impress of much melancholy and ironic reflection
oa the subject of art and the artist: his isolation and equivocal position in



the world of reality, considered socially and metaphysically and as a re-
~ult of his double bond with nature and spirit.”

Tonio Kréger's middle-class heritage and his stronq consciousness of it
are thus quns own, and Tonio’s “bad conscience” about his class and
vocation, his natural bourgeois suspicion of the artist as abnormal, are
those of his creator. For Tonio, as for Mann, the dilemma is one of his
dual nature—that of the burgher turned artist—and the sense of isolation
the artist feels in a bourgeois society. It is this theme of isolation, of the
sensitive, perceptive man in the materialistic, middle-class society, which
is predominant in Tonio Kréger, as in most of Mann's early works. Such
a theme raises fundamental questions concerning the function of art, the
place of the artist, and the nature of humanity itself. What are the ways
in which Mann, through Tonio, presents these questions, ponders them,
and finally seems to achieve at least a partial resolution of them?

There is little that is difficult or obscure about the structure 6f Tonio
Kroger. Its action is largely episodic, yet as a whole it has a complete-
ness and symmetry which, along with its youthful lyricism and its em-
ployment of the leitmotiv, give it striking musical affinities. Tonio's sense
of isolation and inferiority because of his dual nature is Lrought out
clearly in the initial episodes of the story. Hans Hansen is the blond, blue-
eyed extrovert, the symbol of “life” for fourteen-year-old Tonio, the
“life” of the physical world represented by Hans’s love of horses, swim-
ming, and joyous action. For Tonio, even at fourteen, “life” is of the spirk
and the intellect; his loves are music and literature, the inner life whose
faraway, loved symbols are “the fountain, the old walnut tree, his fiddle,
and away in the distance the North Sea.” At sixtecn Tonio is hopelessly

nfatuated with Ingeborg Holm, like Hans one of the fair, blue-eyed ones,
happy symbols of normality. The sense of isolation and inferiority in-
creases, “and Tonio continues to suffer. “To feel stirring within you the
wonderful and melancholy play of strange forces and to be aware that
those others you yearn for are blithely inaccessible to all that moves you
—what a pain is this!” The dancing-school episode, with the foppish
dancing master and the embarrassing quadrille, point up Tonio’s isola-
tion and his yearning. The breaking up of his old home and his pleasure-
seeking sojourn “in large cities and in the south” do not wean him from
his northern bourgeois desire for “life,” nor do the years of travel and
worldly pleasure satisfy his longings of the spirit. Despite the fame he
has attained as a writer whose name is “ a synonym for excellence,” he is
still the “Jost burgher,” the Bohémian with a conscience, tormented by
the haunting problem of “the artist and his human aspect.”

Still searching, Tonio lives for a time in Munich, pursuing halfheart-
edly a pseudo-Bohemian existence for which, in its arty and sloppy af-
fectations, he feels little but disgust. An artist and a creator, he is also still
Consul Kréger’s son: conservative, fastidious, correct. Ilis conversation
with Lisabeta, the young Slavic artist, in her studio constitutes perhaps
the turning point of the story. In their discussion of what to Tonio is the
melancholy position of the artist, he discloses to her his “bad conscience”
at being different and apart, his misgivings as to the rightness of his voca-
tion, the painful dilemma he faces in being “called to knowledge without
being born to it.” Tonio’s bitter contemplution of the isolated genius and
his enforccd separation from “life and love,” his rather romanticized self-
pity have here something of the Bvromc hero, without perhaps the
Byronic shrillness and r:u]mg against hnmamty

Lisabeta, however, points out in her reply that one can consider such
questions from the other side, that the artist’s profession can be de-
fended, not perhaps by saying anything new, but by reminding oneself
of “the purifying and healing influence of letters, . . . the rcdeeming
power of the word,” of “literary art as the noblest manifestation of the
human mind” and the poet as “the most highly developed of human be-
ings.” Perhaps Mann intends some irony here, but Lisabeta asks signif-
icantly, “Is it to consider things not curiously [i.e., closcly] enough, to
consider them soP” In conclusion Lisabeta-points out to Tonio the way to
his problem’s solution; it is she who makes him first realize his true posi-
tion, that of “a bourgeois on the wmng path, a bourgeois manqué.”
Clearly conscious of this, Tonio is ready now to set out on the road north
that leads to his eventual acceptance of his position.

Structurally and thematically, the discussion between Tonio_ and Lisa-
heta is crucial. Yet beneath the undeniable grace and charm of Mann's
prose the reader may find aesthetic or intellectual positions suggested
which are pcrhups open to question. Is the artist, as Mann secms to im-
ply, really inferior to the “normal” person, to the good, practical burgher?
Should one “not tempt people to read poetry who would much rather
read books about the instantaneous photography of hor.ts™ And what of
Mann's concept of the artist as a divided man, tom by a dualism of
“spirit” versus “life”? Is this perhaps an antithesis more dramatic than
real, more arbitrary and confusing than accurate nnd defensible? To
what extent, one may ask, has Tonio created here his own problem in
conceiving of spmt (the life of art and the intellect) as dead and
“life” (tlnt of the “normal” person) as banal and bourgeois?® And as a
consequence is he conceivably the victim of his own arbltmrv ideology?
Such questions, whatever the reader’s answers to themn, are not insignif-
icant, and they would seem to indicate that Mann's story gives rise to
some questions of which the author himself was not altogether conscious,

When Tonio leaves Lisabeta and the Bohemian life of Munich, he has

:slill to resolve his dilemma. He is still “doubly isolated”—cut off alike
“from the burghers and the Bohemians. To attain some kind of acceptance

of the artistic life, to render it endurable and if possible productive, is
still Tonio’s problem. In search of a final solution he turns again north-
ward, toward Liibeck. His visit to his old hore is not especially satisfac-
fory, and there is a symbolic irony in lis being mistaken in Lis native
city for a swindler and an impostor, onc who leads as it were a double
life.

In Denmark, by his beloved sea, Tonio revels in the peace and quiet,
in “the pure fresh breath of the softly breathing sea.” Even the gray,
stormy days, when “the waves lowercd their heads like bulls and charged
against the beach,” and his mundune table companions at the little sca-
side hotel afforded him pleasure and solace. He was finding affirmation
of what he had once said to Lisabeta: “That man is very far from being
an artist . . . who does not know a Jonging for the innocent, the 51mp1e
and the living, for a little fncndslnp, devotion, familiar human happiness,

. for the bhss of the commonphcc

In telling of Tonio’s stay in Denmark, Mann’s descriptive powers are
at their best. The close harmony he achieves between Tonio’s moods and
those of seca, sky, and weather, the lyric wistfulness of Tonio’s recollec-
tions, the employment of the leitmotiv for bringing out the story’s the-
matic unity—all these find perhaps their finest expression as the tale ap-
proaches its end. One of these devices—the leitmotiv, the repeated use
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