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Polish £ilm director Roman Polanski has said that he is surprised
his : ; it ata com
byxgot being considered mad by psychiatrists, Cahiers du Cinema

Tilm critic Jacque Bontemps has said, in reply to Polanski's remarik,
that, ".,.when he thinks only of cinema, and manifestly his films
are beautiful, he forgets that his unreason is, maybe, nothing other

than his unshakable will %o Ffilm, to prove at each film that in

3 h L) “ a ‘ LT -
cinema he can do everything, Roman Polanski cannot do everything in

film, or at least he has not proven it yet, He has proven that he

can do some things extremely well, that he is an guteur, however,

and it 1s the purpose of this paper to explain just what those

things are, .

Homan Polansiki was born in Poland in 1933, In 1948 he began

sﬁudying art, and later f£ilm at the Polish Natinal Film School.

He is a successful international f£ilm director at the age of thirty-

three. He began his rapid climb to commercial success and fame as

an assisbant to Pdlish director Andrzei Munk, worked as an actor

in seven films, two of them his own, and has directed six short

and four full length films, He began his work in Poland, bubt has

since moved from Prance to T‘gland to Hollywood, He is what the
,;Ebenoh céll an auteur- he writes his own scripts and has enbugh

control over the filming process to qualify as the author of his
 movies. |

“The films of Polanski are objects,’ according to Cahiers critics
l’,i . i e S
. e

Michel Delshaye and Jean~andre Fieschi, "Let us understvand that they
G ’ﬁfé?,adhesion or criticisms thiey need to be acquired, that is to
_,,qute simply, to be examined, to be seen.," Unfortunately, this
Jer cannot project Polanskils film onto a screen, 1t can examine

1 in a different sense of the word, however,
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Two @gg;ggg‘gfwardrobe.is The most famous of Polanskils
early shorts, It is a production of the Polish Fiim School,
and was done in 195@. About the film Polanski has said, "I tried
my best to keep mygglf within a certain fonmnthat I believe proper
to the short film, ..strict, Withoui dialogue,.e.which doesn't
really it the short,” |

Polanski's style is an auétere one, perhaps the only way to
make a paréble like Wardrobe a palatable one, It is slow, methodical,
and emphasizes composition, He underlines his point by the wvery
length ol his shots and the extreme naturalness of his observation,
The camera is an observer which merely happens té be on the scene
rather than an active intruder, Polanski usescbasically unrealistic
material in such a realistie fashion that the story achieves
belief almost in spite of itself, By this approach, it is assumed
théﬁ Wardrobe is propaganda in the broadest sense~ a [ilm which
discovers to persuade rather than discovery for its own sake,

Perhaps_the most obvious means of Polanskils realism 1s the
almost inordinate length of the shots in Wafdrobe. In the opening
1shot, the sea is held on the screen for almost a full wind of the
camera until we decipher the two Figures with the wardrobe moving
toﬁards us, The amazing Tformal symmetry of the film insures that
this first shot will also be the last shot.

'3

Polanski feels no obligation to keep his characters in close-up

throyghout the film, so that their movement to and from the camersa

incﬁrD0°ates their surroundings to heighten the reality, 4An example

is the encounter with the girl, Other q1r60uoﬂb would have moved

‘.nelr camera 1o Leep up with the action, while Polanski lets it

lay out in one shot. When the short close shots in the fight scene
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shatter thevpreceding:maod, the‘doﬁtrgst'in length.providés em@ﬁasis
and a welcome change of pace and mood, The poi%t of the film is

made in this Scehe‘ According to Polanski, the problem with the
wardrobe is its mirror~ people can see themselves and see that

they are ugly. The ﬁhole fi;m can be considered as just this sort

of mirror, Yet the pathos in the expressions of the two main actors,

the lyric jazz score, and the stylistic perfection of Two Men and

'+ & Wardrobe render the discovery not without a certain beauty which

may negate its premise,

Polanski's next short effort, When Angels Fall, was done the
following year,31959. The subjedt is a very dirfferent one- old
ge~ but the aubeur's skillful direction is again strikingly

evident.'The visuals alternate beﬁween the memories of and the

image of an old lady seated watching over a street urinal.

Tinted film is employed in the presentation of the present, while
color is used to communicate the old woman's memories,

Polanslki's obsession wiGh'%he isolation of his characters
'smerges in Angels even more strongly than in his previous short,

- This isolation of character and situation appears again in his

- full length films, Knife in the Water, Repulsion, snd Cul-de=-sac.,

The situations found in Angels are also as characteristically
striking, énd even sometimes alarming, as those in his laber work,
The stirring quality of Angels 1s not so mucn the scornful view
Cfllife it promulgates, which can be seen in the images of The
o bloody amputated legs or the smile of the girl as she gives herself
o the cavalryman, but rather the way in which Polansici unprines
‘ ﬁ63$ imageséfﬂﬁheizgemotional charge, This sort of cinematic
rftatemenfﬁ§s g§g;of Polanskil's most effective tools, used to

riking effect in his later Repulsion.



Gahiers du Cinema critic Jacques Bontemps has said ol Angels,

UMistrusteasethis 1little masterwork which will willingly make itself
seem only a baroque effusion, approaching, with surprising ly:icism,

major themes that are in fact the farces to which the auteurs..

gives himself,"” The energy and indecency with which When Angels Fall
forces attentién and wins obedience aré inskeéping with the fact
that, in leading us this way from the most artificially fantastic
situations to reality itself, our relatien to Qeath,'the film takes,
g road whichuis entipelysbelievable,and properic . . -

- Polanskils. early shorts, done during the peried from 1957 to
1962, were all done in Poland, some while he was still a student

at the Polish #ilm School, with 'the exception of Le gros ef-le maigre,

Whichuwaé'sﬂ@tﬂinﬁFranee. Wheu-Angels Fall deals perhaps with the

most Polish theme of the lot, with its morbid climate, colors, and'
visuals based on solitude. AlL of the component parts of Polanski's
early period of work assert his nationality, however, particularly

- w

through their basic concern W1ﬁh social protest., Polansiki continued
.the.tenSé;c¢01ness of' the Wew Polish Film evoked by his friend
Wajda in ggéég, but certainly without the latter's flamboyant
romanticist,
Thése early films haﬁe many things in common- Polénski's frequent

‘use of visual tricks,for instance, This sort of thing is seen in

Two Men and a Wardrobe in the shot in which a fish appears to be

Tloating across the sky, when it is actually lying on the wardrobe's
~$irrgr reilecting the sky, or in Memmals, wihich opens with what
 §3§@$'to be a blank screen, but turns out to be a TField of Snow,

n interesting effect Tound in Knife in the Water,‘to which we will
_ninext, is the simulation of the effect of looking out of one

V?g&ﬂd then the other, achievied by a jump cute.
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ﬂnl¢e 1n‘tﬂe Water 1s a parable llka POlaﬁSRl'“ earller short,

fwo hen and a Nar&robe; The parablo 1n que bn is Lne one about

the sa¢lor who danced on glass (and the 1orty-year-ola savlor on
the screen).‘”Tho sawlor dld the Lrlch many tlmes...but hls Teot
WOTE SOTTeeelio ;ovgot.”

The lem deais Wlbh the Lrad1b¢onal Pollsn duel of honor

LranSLGcred to Lne oexua? field. Slnce dueﬁ;nw over & woman is

1no longer in lashlon (evan in Poland), the bu81neos of tne film
revolv 58 aﬁound upO”tS and games. Wltness hltch-hlklng for sport,
the balilng my5u1que, the unnerv1ng knire buSLnesu between ﬁne

ungers, and the waole mamlng scene benea th uhe deck qurlng tne

rainstorm, To the radio accompanlmenb of & oox1ng maboh, the g¢rl

suggests a gane of brldge. They play plck~a~stlck 1nptead- o game

in which the loser pays a forfeit.

bGames are increasingly cémmon in furopean filﬁé, ﬁsually'sefving
as a Symbol of the events in the Tilm, In Polanski’s film, unliike
AMaflenoad the game is made an lntegrai part of the film, instead‘

e W

\ merely a 3sychol0ﬂlcal 1nter1ude, by setting up and monlvatlng
né actlon whlch becomes tne cl¢max of the £ilm., The nlneteen—year—
old'skforfeit is his knife- a weapon which the kid introduces with
a Boast,vén OBjecﬁ which also serves as a’sexuallmetaphor.’Thé
husband w1thholds the Lnlfe from the hiteh=t ker 1n order to
estaﬂllsh hlS mascullne upefwo 1Ty, moblvatlng the action which
1Ng hétﬁre Of the whole film is established by the way in
bhe hltCh“hlAer stops the car, by the e: chanbes between the
‘aad the kwd within the car, and. finally made explicit by

usband s invitation to "carry on the game” by dailing with them.



The many’long shots‘were téken from a camera on another boat.
Parts of this boat can be seen in the lower left hand corner of
the screen when the wind has come up before the storm, and a few
;J&Mmpwﬁ shots before the boat runs aground., The wake of the camera boat
can be seen in many shots,
An unconventional technical feature of the film is the absence

of dissolves, used frequently in Two Men and a Wardrobe., In the

ordinary grammar of the film {although a new language 1is evolving)
a dissolve is used to link scenes, signifying a‘passage of time
aﬁd/or a change in location, Folanski uses straight cuts, relying
upon the content of the new shot to establish the change of time
and plade. An example is the sudden cub frém the opening scene
.in Whiéh the boat is salling befofe the wind from the shore; cub
to the ummoving boat in the middle of the lake.

In addition to his unconventional framing of shots, Polanski
utilizes many striking shots to vary his visual appraach, Hxamples
are the opehing shots of the couple driving in the car, taken

from an outrigger, in which the trees along the side of the road

are reflected on the car's windshield, and the shots talken from

L)

above the boat straight down on the prostrate bodies of the wife

and boy.

Ihe beauty of these various devices lies chiefly in the fact
that they do not draw attention to themselves, do not exisc for
Cheir own sake, bubt for tiae sake of the film's content, Lechnique
kis most eifective when it remains unobserved, Some shobs are
eXtremaly'striking in their beauty, but they exist not as separate

- entities, but rather integrate their beauty with the whole, The

result is impressive in Knife in the wWater,

2;§,w%¥&ﬁﬁ



)

.
~
;J&gm»“ﬂ

The many long Shéls wf.gy ”’ £ f#ra on anather boan,i
Parts of thls boat cag be seen in the lower left hand oorner of
the screen when the wind'has came up belore.the stqrm, and,a few
shots before the boat runs aground, The wake of the camera boat
can be seen iﬁ many shots,

An unconventional technical feature of the film is the absence
of dissolves;_used frequently in Two Men snd & Wazdrobe, In the
ordinary grammar of the filmb(albhéugh a new lahguage is evblving)
a dissolve is used to link soenes; signifying a‘passage of time
ahd/or a. change in location, Polanski uées stréight cuts, relying
upon the content of the new shot to establish the change of time
and place, An example is the sudden cut from the opening scene
in whiéh the boat is sailing befofe the wind ffom:ﬁhe Shoreg cut
to the ummoving boat in the middle of the iakea |

In addition to his unconvenfional framing of shots, Polanski
ubilizes many striking shots to vary his visual appraagh, Bxamples
aré the opehihg shots of the couple driving in the car, taken
from an outrigger, in which the trees along the side of the road
are reflected on the car's windshield, and the shots taken Irom

above the boat straight down on the prostrate bodies of the wife

and boy.

lhe beauty of these various devices lies cnle fly in the Tfact
that they do not draw attention to themselves, do not exist for

Sheir own sake, but for the sake of the film's content, Technique

is most effective when it remains unobserved, Some shots are

extremely striking in their beauty, but they exist not as separate
entities, but rather integrate thelr beauty with the whole, The

resuit is mePeSSlVG in Knife in the Water.

A Ko
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Repulsion, done in 196lL, is Polanski’s first #nglish-language

film, Unlike his earlier work, especially Wardrobe, Angels, and Knife,

its subject is not a Polish one, It can be described as a highly
éffeotive old-fashioned Continental horror fiim, The horror tale is.
a psychological one, and it is briliiantly executed and starkly
absorbing. The viewer is concerned with a lonely ggaﬁcﬁ” ue¢g1an?)
girl, employed as a manicurist in a London beauty salon, whose
twisted sexuality Tturns into a maniacal; rurderous psychosis,

With a sure sense of tem@d (slow when it needs to be), with the
power to make the girl's apparitions frighteningly real, with

a visual selectivity that ¢s always varied, Polanski moves this
leture forcefully down its ghastly road,.

Hamy critics have misinterpreted the natﬁre of Repulsion's
ghastly road, however, Polanski has said, “T care about the realism
oi everything, True, the more I tell myself unbelievablé stories,
the more conscious I am that I must’render then in‘a feal-manner.'

That is what 1 did in Repulsion, I have made a tour de Lorce which

-consisted essentially in that: to render the story plausible,
realistic, I succeeded,’ Brendam Gill has accused the film oi being,
“eseplainly out to shock us at any cost, and the cost proved high-

the £ilm is a cheat,”

Yet Polanski hasg explained that he, "e..did not intend to lead

[S)a any means to any Torm of horror,” This comment is perhaps a bit
misleading, but it underlines the fact that Polanski intended to
unprime nis gruesome images of thelr emotilonal charge, as he did

- garlier in Angels, Once again, the most artiricially fantastic

ituations lead to reality itself- this time the study of a sexually



atriosphere of menace, The visual de-dramatization of the rirs
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(and thereforé psychologically) disturbed girl.‘As_Hollis Alpert

put it, "Hepulsion is a flawless exercise? it establishes Polaﬁﬂsi

as a master of the casual macabre,” The rilm's very casualness foss?bh1

conurlbutcs to something quite different: the Artaudian. experience=-

the purge through violence, instead of through pity and berror.

This is why Polanski replied, ”Preciselyi” to The accusaﬁion that

the Ifilm disconcerts and scandalizes people because it goes too far,
Ihe film is quite realiStic and explicit, At times Polanski

outdoes even Hitchcock in pictorial invention, The scene in which

. . . - L o ] 0 N
,the girl (Catherine Deneuve) slits the back of her landlords neck

is complete with close-ups, We see her slash nis throat again and
again as he sinks from sight, Compared with this, the eyeball and

s

razor in Un Chien Andalou and the Psycho shower murder seem dainty,

Polanskils use of objects~ a man's shirt, a razor, and a skinned
rabbit.on a pl atter- is superb, They becone objects oi dread, and
an oppressive silence is broken ondy by the buzzing of Llies,

dripping water, a ticking c?ock. ﬁhe poi’s interior world becomes

3

.
Visable and tangible- rooms change shape, the mere ILiip ol a switch

5

creates rissures in tu walls, and a phentom ravisher begins to
stalk the tiny ilat,

The camera work is exquisitely sinister and Chico Hamilton's music
keeps up a discreeb, percussive Ghrobbing that alternaces with

domestic sounds like ringing doorbells and telephones to sustain the

S alded by a blank sound track, and it is the Ifirst part of the

A T Y e e » : - - : 3 . D ey oS sl
s 111, Delore This murder, that is most .agonizing and terriiying,

;‘7“' it o , - i vy - - - e P - - St
+the best example of Hepulsion'!s explicit use of sound are the moans
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anq groans.ﬁf her sister wiihghsrnlover, which the girl overhears
guite audiblyAin the next room-‘comﬁlete aural pictures of intercourse,-
Strong hints are given as to why'the girl.becémes homoeidally
psyohoﬁib. In addition to the moans of erotic fulfilliment which
keep her awake, convulsedwith loathing and fascination, there is the
@?ﬁ&&“ 3 device of a family portrait in which one sister stands aloof and
;' ?ﬁ %stwiken, while the other lies dfaped seductively over her father's

K

%Q&aﬁﬁﬁi'” nees, Repulsion has been critisized for its lack of an explanation
of,or motivation,for the horrible things that happen, but more

=

L;explicit documentation would have provided only greater clinical

o
X exactness, nothing else,

Michel Gaen .in;Cehiers said that, "Polanski has visibly mistrusted
his subject, Because of this apprehension the intelligence of the
story and the will to control entirely the proposed materials mask

in part the sensibility tnat cropped out more freely in inife in the

Water and When aAngels Fall, ' Hepulsion does conbain a few somewiat

a0}

alse touches, 4 scary death-mask turns out to be a woman on a

4

beauty-parlor table; a black-gloved hand that appears threateningly

: x

turng out to be the sister’s, These visual triciks remind one of those
mentioned earlier in connection with Polanski's early shorts, but
% they are perhaps a bit more destructive here where he is running

E)

the risk of appearing

P

Yo . - . .
ridiculous, rather ChanAgusn boring people,

as he would have 4if Knife had been unconvincing.,

Where phallic imagery is concerned, Polanski sometimes loads the

-

dice: the girl's sister migiht well have gent her a

by

isculation is implied, . . the convent school next door to her



allows little 1

1)
apartment, symbolic of sensuality denied and shriveled, and the
skinnned rabbit, which begins to look more and more like an
aborted fetus, With Re ulsion, then, Polanski proves himself
a master of the dark art of menace, and, at the same time, of
the casual macabre,

Unlortunately, Polanski's latest Lfeature £ilm, Cul«de-ﬁac,
has not been viewed prior to the writing of this paper. It was
done in 1966, again.in London, is agaiﬁ a ”hdrrof“ film, and again
Polanski places his characters in an isolated situation f(as the
Title indicates), This time the situation is extremely isolated
in space- the ©ilm is set in a remote castle in Northumberland,
Polanski again wrote his own script, again, as in Aepulsion,
in collaboration with Gerard Brach (with the exception of ﬁgigg,
co-autiored by his fellow Pole Slkolimowski, all of Polansizi's
other [ilms were written by héwalone). \&wﬁ><§m~§£ﬁﬁwwﬁ;wﬂ e

dare kol

Among other things, American critiocs have called Cul-=-de-Sac

“the quintessence of fashionablie, phony movie-making," "crudely
sensational,’ and en "odious iveai shou," Pernaps not surprisingly,

the [iim won the Golden Bear in Berlin and a prize at the Venice

Film Pfestival, The criticisms of Cul=de=3ac have the ifamiliar ring
oL those levelled against depulsion about then,

|

t

>orie critles have a good word for the Tilm., Holidis Alpert said

i

U
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that "the substance of the film is often unpleasant, but Polanski
is presenting his OwWn. comment and at times nightmarish vision,
He once again demonstrates that he is a superb cinmematic story teller,”

Gommpnweal stated: "o doubt Folanski can be annoying at times by

not belling us things we want to know.' (Shades of Repulsion?) “He

J-ie

ght to shine through his black, bleciz comedy,



‘but ne does use some very efiective cinema to say it's a mad, mad,
mad, mad world,"

4sked by Cahiers du Cinema if Cul-de-Sac was in the same line

as Repulsion, Polansii replied, ”Haﬁé ia line? If so, it must be
rather,..It was Einstein th said that thare wa.s ﬁo‘straighk line,
Then I believe that mine is completely curved,” Asked about the
story line, he said, '"The film describes the “elaslonshlp between
the couple:(wholdwn the.castle% 'and their guesﬁ)§an American gangster
N " ' .
seeking refugel). & triangle, if you wish, but not based on love,
There is love, though, beﬁweén the man and his wife,"
Apparently, Polansiki has placed his characters in a bag, and
then set himself the ta observing their desparately thrashing
attempts to escape, According to Hollis Alpert, Polanski "seems to
be saying that people who retreat Ifrom the real world are‘hardly
likely to be able to resolve the problems Gthey bring with them, as
well as those wﬁich’present thémselves? Brendan Gill, who said tiat
Polanskil's "lack of conviction becomes compleue in this typlcally
pllCu’ gaudily QOLQLG movie which seems bent on maling our flesi creep,
apparently lacked a sense of hwmor to appreciate this black comedy,
Ferhaps some quebes about Roman Polanski and some statements ne

s e

nas made himself will help tie his art together, "If it is difficult

i

. To speak ab length about his filme, T hold this difficulty as
significant or their value,” Jacque Bonbtemps has said, At each
moment FPolanski compels us bo £ind the work sikillful before all,

and winen emotion might win us, the artisan hastens te make us escape

)

T, with the purpose of bringing our attention back to the aduirable

’_Ye

mechanism thet he has created,’ Again from Cahiers du Cinema, this

[hsterhoy
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time in the words of Michel Delahaye and Jean-André’Fieschi, the
statement:-“The_poetry of Polaﬁski is made of ruses, rather than
of abandonments, Born of extreme caiculation and care, his forms
ignore erlfusion, outpouring, the appeal to sentiment and evén to
Folanski, in an interview with Cahiers, said, "There are two things
in me= on.;the one hand, I am vefy séptimental, romentic, baroque,
and on the other, I am very rigordus;..And when I make a filﬁ, I
discipline myself a gfeat deal.,;Angels'corresponds rather more to
my nature than to my disoiplipg; And that corresponds, too, to what
rataoer . S
I like to See in the cinemajthan what I like bto gggg,..ﬁhe need for
disciplines,.inife is more what I like to maeke while Repulsion is
obviously more on the side of what I like to see.ﬁi
Wnile Polanskil disbinguishes between his ilms as relflections
ol either one of tihe two oubstanding cheracteristics oi his cinematic
personality, it is important to see his films‘as a blending of the
two? as do the Cahiers cribics, The two diverse Labrics are woven
inexbricaoly tegether in his films, and the result is the lascinating

guality oif his art,.

Poiansxi has also said that what he likes in the cinema is

atmosphere, Ferhaps this is why his favorite directore are welles,

s vitally concerned

1=

turasawa, and Fellini, Polanskils atmosphere
with his characters and settings. Although some critics, such as
Dwight HaclDonald, find his shiit from the parable to the horror

film both disturbing and morally indeifensible, it can be arguoed
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that in ‘his early work Polaaskl was more concerned W¢ta peOple
as 1nd1v1uua13 ‘than as universal Types, and hms films seem pOIntea
‘more.towaPQS éxploratlon of character than the promulgation of a

point of view, Clearly;Polanski singlesout féw characters to

explore as individuals in his films,

primarily concerned with one character,™

and Knife and Cul-de-Sac with three, Polanski’s preoccupation

with triangular relationships appears in all these Iilms bub égge:&
Gouples play key roLes in all, again with the exception of Angels,
Angelsis characteristic of Polanski's work, however, both in the

isolation of its_setting and. its basic concern with a woman,

The girl in is a key figure, and & . mirror belongs to

e woman's world, In Knife and heQU131on, the central feminine
characters are treated Withlmore respect than thie men involved,
While in Eniie, the weman is endowed with superior maburiby, ex kewts
a gréater‘amounttof control over her environmenﬁ, and remainszﬂona
untouched by what happens} in Repuision, beyond the rilm of bterror
and sexual message, there is once more in the work of Polanski

- the portrait of a woman, who is made to seem authentically tragic,
nersell the most pitiable vietim of the evil she does, Yebt pity

1 . i

is as scupulously kept Ivom her face as it if from the ace of the

old woman who_occupiles the center of Angels, In both cases, pathos

gains in erfect by rising irom a look which is intentionally cruel

SN

I Polansizi's characters furtner conbributes to

entillable atmosphere ol his rilms, With the exception of

the characters of all lis films are isolated in space,

nd though they wander the streets, tie isolation ol bthe two nen
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is as great, if not greater, than that of the characters in his

other {ilms, AlL of Polanunw's characters exist w1bh1_

a‘cloSed
world, whether it be pr: marlly Ancthe mind, as 1qdwh' ;vAngelSQ

end Repulision, or primarily in space, as in Knife and Cul-de-Sac,

some of the former'!s mental isolation, of course, is included in

the physicél isolation of the latter two, especially in Culrde=-Sac.
Realism is ome of Polanskil's essential tools in the creatioh

of nis films' atmosphere. "What I like,"” he says, "is an extraordinarily

rea listiq setbing in which there is something that does not fit with

the real, That is what gives an atmosphere, ' Polanski creates his

atmosphere simply, as with the flies and other sounds in Repulsion,

The world of Kﬁiﬂﬁ is more open, although the settings are confined,

What dis disquieting is what is felt within the minds of the characters

bisquiet is C‘@atOQ here through devices liké clouds, rain, and

physical isolation, Hepulsion's realism is a psychological one,

witlle Enife's 1s.§ simpler, more physical, The technique oI ke

cem$real through the naturalness of its observation,

Other ess enu¢a13 An Polansgki'd aumosphere,»h¢s'fedllsm, are his

b

lyricism, pessimism, criticism, and huniow, I Knife are

supported by iyrical Jazz scores as well 1 Repulsion,

1T

on the other hand, Polanski reiuses hiwmself vecourss to lyricism,

F-te

2 g
wldid

1]

These three are all examples ol their auteur's attitude of pes

S11,

5

&8s well, And pessimism necessarily implleu criticism, whether it

-

be stabted as obvious social nrotest in

veln in Cul-de-Sac, Folansicils deeply. barogue qualivies

'l

ake 1t apparent that he jests in Angels, buft stulled with inbentional
the jesting becomes more meaningiul Lrom Liim to rilm,

!lanski nas said, "I like all the horror Ifiius . They make me laugh

ik crazy
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Roman Polanski is, in the words of Life magazine, "a wayward,

explosive young Polish director," He delighted Buropean crities

with his bitter, whimsical short, Two Men and,K a Wardrobe, won an
international art house reputation with his first full length fihﬁ,
Enite in the Water, and achieved :commercial success with his first
fnglish language film, Régulsigg, What next? "I never make plans,"
says Polanski, "I make films," And the/film he is'working on at

the moment is The Vampire Killers, a comedy that he wrote,.once again,

exteriors in chateau in the Dolomites, L believe that it will

®

be wildly funny,"




Filnography

As Actor:

A Generation

See You Tomorrow

"The Innocent Sorcerers

Ldtna
Bad ILuck

Two len and a Wardrobe

Le gros et le maigre

Main Shorts:

-

& Loothy Smile, 1957

Iwo Men and a Wardrobe, 1958

Wnen Angels Fall, 1959
Le gros et le maigre, 1960 {in France)

Marmals, 1962

Knife in bhe Water, 1961

“Les plus belles escrogueries du monde, 1963

{One episode, in France, Claude Chabrol and Jegn-Luc Godard
directed the other two episodes)
- Repulsion, 196L

Cul~de=sac, 1966

{ The Vampire Killers is now in progress.
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